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tion camps in operation. The first section of Histoire(s) asserts that 
“the fall of the cinema came about not through the transition from 
silent to sound films but as a result of the absence of images made 
during World War II, in fictional films—especially from Holly-
wood—of the concentration camps.”7 It is the original sin of the 
cinema, and because of it the cinema is decaying today.

However, at the end of the first section of Histoire(s), Godard per-
forms the possible redemption of the dead body in the camp, namely, 
the dead body of cinema with the technique of editing. What makes 
it possible is again the similarity. Godard shows two films shot by 
George Stevens. One is A Place in the Sun (1951) featuring Elizabeth 
Taylor [fig. 16], and the other is a documentary film on the concen-
tration camps which shows a dead man’s horrible face [fig. 17]. 
Godard says, “if George Stevens didn’t shoot the concentration camp, 
then Liz Taylor couldn’t find A Place in the Sun,” and switches the 
shot from Taylor’s face to the dead man’s face.

Georges Didi-Huberman noted in Images despite all that their faces 
are different and it is the sequence contradistinguishes happiness from 
unhappiness.8 The basis of Didi-Huberman’s simple argument echoes 
Deleuze’s point, namely that Godard always uses the differences. Alan 
Wright supports the same idea of emphasizing the difference between 
those two faces, referring to Deleuze’s concept of the method of 
“AND.”9
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But the opposite is the case. Their faces are apparently similar. 
Godard cuts the shot of Taylor at the very moment when she opens 
her mouth and throws her eyes up, and cuts into the dead man’s face 
who is keeping his mouth open and looking up in the exactly same 
way. This is Godard’s betting for impossible redemption. He catches, 
so to speak, one-twenty-forth second likeness in Taylor’s face and 
dead man’s face, and through this likeness and swift cutting narrowly 
conducted, their faces are mixed up virtually. There, we could say, 
superficial redemption of the victim occurs on the surface of the film 
retroactively. Godard gives a “life” to the body of the concentration 
camp through likeness, and at the same time, he tries to redeem the 
history of cinema.

The same redemption is staged again in For Ever Mozart (1996), 
and there the redemption is doubled. For Ever Mozart is a film on 
film-making. The director in the film, Vicky, left his daughter in 
Sarajevo during the war. She was raped and killed by an international 
voluntary army in the woods. Soon after that Vicky who is filming 
Fatale Bolero, finds a dead woman’s body in an abandoned building 
who looks like his daughter. He robes the body with a red dress 
whose color resembles his daughter’s clothes. Then she is revived and 
performs as the leading actress of his film.

He retakes the shot of the actress 608 times, and she screams her 
line. At the end of the film, the face of the dead man in the concen-
tration camp which we have seen in Histoire(s) [fig. 18] is connected 
to the face of the crying actress [fig. 19] who is keeping her mouth 
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open although her body rotates 90-degrees. Godard=Vicky conducts 
the doubled revivals of the dead daughter in Sarajevo and the dead 
man in Auschwitz.

4
In the same context, Godard uses his own face as a medium of 

redemption in Notre musique. If we mix the faces of three men—a 
thin Jewish person [fig. 5], a “Muslim” [fig. 6] and Godard himself 
[fig. 2]—in a Godardian way, we can see that their faces are framed 
exactly in the same size so that the eyes and mouths overlaps each 
other, and make the one, (dis)soluble face [fig. 20].

Of course this face does not exist in reality, but in virtuality these 
faces become dissolved and constitute one face. This is the face of 
redemption which opens a new passage to utopia, a non-existing locale 
where the different bodies, different creeds, and different ideologies 
find the one, virtual dissolution.

Can the new digital cameras save the cinema? We do not have the 
answer yet; however, the mixed face of Godard-Jew-“Muslim,” which 
is digitally developed from the darkness of the film here, might 
respond to the predicament of history of cinema and history of 
humanity, to open the other, utopian histories elsewhere.

fig. 20
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Picture Credits

fig.1, 3, 4, 5, 6: Notre musique, 2004. Directed by Jean-Luc Godard. Produced by Jean-
Paul Battaggia, Alain Sarde and Ruth Waldburger. Production: Avventura Films/
Périphéria/Canal Plus/Arte/Vega Film/TSR/France 3.

fig.2: Contrast enhanced photograph from Notre musique.
fig. 7, 8, 9, 10, 11: Ici et Ailleurs, 1974. Directed by Jean-Luc Godard and Anne-Marie 

Miéville. Produced by Jean-Luc Godard, Anne-Marie Miéville and Jean-Pierre Rassam. 
Production: Sonimage/INA/Gaumont.

fig.12: Collage by Godard. Published in Jean-Luc Godard par Jean-Luc Godard I (1950–
1984), ed. Alain Bergala (Paris: Cahiers du Cinéma, 1998), 390.

fig. 13, 14, 15: Comment ça va?, 1976. Directed by Jean-Luc Godard and Anne-Marie 
Miéville. Produced by Jean-Luc Godard, Anne-Marie Miéville and Jean-Pierre Rassam. 
Production: Sonimage/Bela/SNC.

fig. 16, 17: Histoire(s) du cinéma, 1998. Directed by Jean-Luc Godard. Production: Gau-
mont/Périphéria.

fig. 18, 19: For Ever Mozart, 1996. Directed by Jean-Luc Godard. Produced by Alain 
Sarde. Production: Avventura Films/Périphéria/Vega Film/CEC Rhône-Alpes/France 2 
Cinéma/Canal Plus/CNC/TSR/Eurimages/DFI/ECM Records.

fig. 20: Mixed photograph from Notre musique.


