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I We woul? haows to corcede that imch of Tont Ve Diz~n.doea-not fit, in »
mechanical seng2, the cntegoriss which ¥obs ~rovides, AL the level of
meaning, the film wrgnco the impossibility of sutlonony 2nd the necezaity

for —lacing one action in the contrxt of =)l the other ~cltions, 2nd this

denial of auvtonory is reoflacted in the form, Thus our nsccantnance of the concent
of omtonomous shots or regoments ig, in some wo s, a comdronice, Godnrd
frequently bronks down  tho autonoiy of one =shot by establiching a sound -treclr
link with the next shot, This z2ls0 opsrates Detweﬁa segmonte, Its worth noting
that etz ascumes a coincidence of nmound and imrge, or =t lonst 2 logical
connegs LLon. Ho hnyva indicated on the shot brerli-down where there i2 2 sonnd-
trazck link, but it shonlad he emphrgised that it is a central device, ~ng

subverts some of what we say in the an-lysis.

2e The Grand: Dyntagmaticue is concerned with temmoral ceteozories relmting to
narrative. It assumes a single nnrrator. In Tont Va Bien, howsver, it bocomes
essential to distinguish beotween neorrative levels and vointe of view, There

are at least thrée 'eubjects'; a) thefilm, which tells of the difficwlties of
Senara blng one narrative from the historical context, b)ilontand and Fonda, who
tell of the difficultiés of establishing =2 reLﬂtlonmhln ont=1de the historicol
context, and c¢) the historicnal context, which tells itrelf, filtered, oresum-bly
throuch the consciousness of Godard,., Wals beinz s¢, 1t becomes neceganry to
attach importonce not only to the teimoral arrs ngement of the film, but slso

to indicate, when referring to subjectivity, who it is that is being subjective

- Thue in extroct 2 we make ‘ho distinctlion betuveen snbjective ~nd objoctive
narallel syntagns, in an attemmt Yo account for whot =zeens to us to be a shif!
from liontand's subjective rocollections, to Hiﬂtory/Godard's anparent ovjectivity,

3. Related to the above 1s tne difficuliy, at noints, of Jdictingnishing between
insterts on the one hand ond syantogms with auvutonomouns structures of their own,
Tnere is a tendency for the apnorent ingert to trke over the nerrative, This
is most annarent in extrect 2, shots IC-42, and here we have nffered ~llern-tive
readings - one which adheres to letz, and the other which =eews to us to give

o, better account of the secunence, Thia difficulty ~main releates to tre impossibility

of ’crtc tural antonory, which in tvrn relates to the 1mmoszal m.llt“y of ~—{onowy
in an ideological sense, The identity of ideology ~nd stiructure,.

4. Given theszse difficultiea and reservations, the Grande Syntagm~ticrue trnrned oud
to be a very useful tool., Anart from the discipline of 'clore-rending! which

it imposes, it also provides a measure of regularity ~gainzt which the irregul-rities

of Godard's film can be Ul[#ced. Hather then feeling t‘:m’c I...frt:z was Onljf apnlicant o
to orthodox narrative, we susneciced that in the face of orthodoxy the ﬂvh*ﬂrmptic

analy=sis conld bocome mechanical — plecing scuare shapes into scnare boxes, 1In .
the attenmpt to fit the irresursl shapes of Towt Va Bien into the srmare bDoves

whiclh lietz offers, we found ourselves led to n fuller considerntion of the
narrative,  formol and ideological function of the irregqulerities, and to a
cereideration of modificaticons which might be made in lietd categories

5§ We susnect that much »f the vilue of syntagmatic anslysis of this sort lies

in the process rabtber than in the nroduct. It would be interesting to know af

our znalys=iz clarifies the film for someone else, Pronerly, this enalysis ahonlna
forn a2 sart, perheops the base, of n total stndy of the film which wonld interrelnte

Ay

strocture, mise-cn-scene, content, ideology etc,
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TOUT VA BIEN: Synopsis
Voices - Sver:making‘movies costs money.,
Cheques for items of production costs.

Montand and Fonda near a riverbank:
about each other. -

Voice - over: he and she will have problems,
Montand and Fonda domestic row. '

Voice -~ over: where are the characters! situated?

Map of France; country; city: houses; Montand and Fonda.

Voice - over: situation of characters' still too vague;
shots of workers; peasants: lower and upper middle class.

Individual examples.,
Voice - over: add something extra..
Shots of: Trade Union meeting; farmers! demonstration: C.R.S.

- beating up people.

Factory occupation.

Striker Jjustifies actions to fellow worker.

- Strikers rip up files in Administration offices.

Montand and Fonda arrive to interview the boss; strikers amused
at new roles and contemptious of boss. o

Lateral track right and back. Cross-section of boss! office and
workers below Worker's song on the soundtrack. |

Boss! interview/address: social engineering, technocratic view

of consumer society and worker-management relations.

Shop Steward's interview/address: unofficial strike can damage
negotiations between workers and management - serves managemen-
only. Information about changing pattern of organization of
plant and the market in French food industry. Accepts that

industrial problems are political problems,

Strikers!claims of urgent need for direct action set against
Steward's assertion of extremism and over simplifying of issues.

Interviews/addresses by old and young striker inter-cut: both
disillusioned with the conventional Left.

Lateral track of cross-section of offices. Voice-over song 'Hang
the boss!, o

Boss! office: Montand and Boss dispute. Montand for the strikers.
Fonda comments only on the intensity of his involvement.

(2) women strikers have to make special
domestic arrangements to stay on in occupied factory overnight:
n to piss. -

Boss forced to use workers! toilet and beat the clock; forced to
piss out of his own office window. | |

Lateral track of cross-section. Evening. Little activity amongst
the strikers. ' '




" 30. Boss! office: boss indignantabouthistreatment‘by the strikers,
' "//,, Fonda and Montand don't comment. - . .

31. (a) girl voice - over tells of content of fellow girl worker's

interview with Fonda; (b) girl speaks for herself: a radical
song/poemn. _ ' - : _

52. Next day; boss' office. He exercises; Fonda works on script for
3 her broadcast on the occupation., - '

Workers paint over the walls and discuss the progress of the
OCCUPationo |

33,

34, Montand talks to female strikers; Fonda talks to male strikers.

35/36. Intercut with above: women's work conditions described and

shown with ¥onda in them; men's work conditions described and
the monotany are emphasised.

Young worker recapitulates the events of the occupation. What

they've omitted in their account is their elation at being
- responsible for their own actions. '

Shot of factory from outside. Voice-~over news broadcast reports
the end of the occupation. - '

40, Montand at work supervises gifl—dancers for a commercial., Voice-
over reports on Vietnam, :

41. Montand interview/address: a
commercials; became politicis
movies; plans a political film about France 1972

43, Fonda at work: interview/address:explains how she got into

broadcasting. NOW'occasionedbyjthe_occupation undergoing a crisis
of confidence about her ability to communicate. '

45, Fonda and Montand at home: respective work scenes inter-cut with
. " row developing over Montand!s attempt to get her to shake off her

depression., Fonda angry and confused at being forced to accommodate
to Montand's definition and determination of their relationship.

Today. Montand overlooks construction work as photographs are

taken. Reflects on his response to the occupation and his differenceg

from the strikers although they shared in common the experiences of
May 1968. Sees himself as a liberal.

47/49 Reconstructions/flashbacks(?) to May 1968.
47.

confront C.R.S.

48. Gilles a victim of the confrontations. Voice-over speaks of him as
& martyr. Slogans relate France 1968 to France 1972.

49. Round-up (of largcel students?) by C.R.S.
—89. p ( gely 3?) by

20. Today. Montand on the phone refuses to-go to Lille with Fonda -
prefers to work.

' 21. Fonda at service station - -on her way to Lille?

52. Lateral tracks right and left in supermarket/hypermarket(?).
| ag people buying goods ' '
b) Fonda voice-over wants to give up her job
c; Communist Party member sells pamphlets _
d) voice-over describes market as 'grand theatre"




(e) radicals run in; challenge Communist Party member to
- develop his case

2f} people urged on by radicals to load up
g) confrontation with C.R.S. -

53; Today., f

with free good

54, Lateral track lef+t: walls road; open waste land; wall etc.

Voices - over urge thinking in historical terms, followed by
- optimistic pop song: 'The sun is shining over France!,



o» T

track left to right and back from outer office to

Factory sequence -

31-39

Synonsis

"shot break-down

atairs

cut to interview group - lM.S. — Fonda and girls — V.0, link

cut to Radical Song - C.Us -~ girl speaking, Fonda facing out.

cut to no,2 set-up - interview

cut ' to nos3 set-up - song

cut to factory e-ternal ~ li,S. - with banner

cut to bosses office - lN.S. - exercises

cut to outer office - U.S. - painting

cut to factory external - L.S. - no b~nner

cut to outer office - longer than 8. — painting (2)

cut to black-out - liontand V.0, °

cut to doorway of office - ll.35.

cut to black-out - Fonda V.0, al

cut to girl (singer) profile — C.U, — foce left

cut to men (black sweater) profile - C.U. — face right

cut to Fonda profile - C,U, — face left -

cut to Fretory ~ l.Se - Fonda and uhangers - glrl VeOo

catb to *orker (01d) in office - C.U, _

cut to f ctony, lontand pushing meat left to right - V.0. link
- cut to Houtand in office - C.1J,

cut to Pom 2 filling bags in fﬁctory ~ MeSe

cnt to woriker's group in office - .S,

cut to lontand in factory, tivning out meant

cut to rirl vorker (singer) in office - C.U.

cut to 'ondn on assembly line - M.Se.

cut to lontand sawing meat - M.S. |
cut to vorkers group with lionteond and Fonda eating in ouvter office - L.S5.
cut to Fonda and hangers — ref, 17 '
cut to lontand sawing meat - ref, 26

cut to Fonda filling bags - ref, 21

cut to liontand pushing mecat - ref, I9

cut to worker (ble ack swea ter) profile in office - C,U,

cut to boss shaving — C,Us -~ V,0, link - flashbrck without reference
cut to Fonda writing, lont=nd looking ouvt - C.U,

cut to CGT gorilles comlng up stairs - L.S5. - flashback

cut to workers! toilets - flashback

cut to Fonda writivg, iiontand looking out - C.,U. - ref, 34

cut to worker (bl-.ck sweater) profile — C.U, - rof, 32

cut to Fonda and iontand - V.0, link . .
cut to factory external - L.5. - ref, 9 (same set-up, different shot) — news VeOo



Domestic seauence -
SynODQIS 45_ 49

Montand, on construction site, recollecting MNri 1968

‘shot break—down

donestic interior - H;S. - Fonda enters to lontand and sitg
temporal overlap cut to Fonda sitting - Fonda C,U.
cut to

cuyv
cut
cut
cut

-cut
cut

cut

cut

cut
cut
cut
cut

temporal overlap cut of liontand rising — M.S.
title - Aujourd'hui (I)

cut

cut

cut
cut

cut

cut

cut
cut
cut

cut
cut

cut
cut

'cut

cut
cut
cut
cut

cut
cut
cut

citt

cut
but

temporal overlgp cut to C.R S. - burnlngbuqeq - student

temporal overlap cut to C.R.5 -~ burning buses - student

to
to
to
to

“to
"$o

to
to
to
to
to
to

to
to
to
to

to

to

to
to
to
10

to
to
to
to
to
to

film

Fonda and fiontand -- h.D. -
Fonda, - C.Uo

film studio -~ flashback
broadcast studio -~ flashback

Fonda - C.U. - a8 40

Fonda —~ E.,C.U,.

photograpt of cock in woman's hand
Fonda - E.,C.U, — as 8.,

studio -~ fl=abback

Fonia - C.U. ~ holds up cock photograpb
broadcroet studio - flashbﬂ05 '

Fonda - E,C.U, -~ as 8. ’

iontand's back - C.U.

same set-1vp as I,

-~ T1Ff o8, leaves frame, revesling Fonda
-~ as I - maid enters z2nd leaves

construction site - L.S, - Iortﬂnd enters - V,0, intro to I9

backs of students and arrival of C.R.3. - D.F. - lontand V.0,

confront ation of “tudents/C ReSse — Co.Us ~ sound-trsck link, but no

vicible sownrce

student/C.R.S as I9 but lower angle - D.F¢ — C.ReS pursue students -
sound-track bresk from 20

lontand on coanstruction site - D.F, - sound—trsck link

motorway - p=onle runnlnq/ 1an (nGWSp“DOT) ~ Del's — peonle running L-R

man with newspaper - TP - truc& moves into frame L-R - llontand V.O.

Nontﬂnd on construction site - D,Fe - no movement - V,0, and cound -tr-ck

link from 24 and gunfire sound-tr-ck lint to 26

> students attacking C.R.S man - D,F, - redical song music over souns -traeck

other side of students/C.R.S. man — D.F, — other C.R.S arrive - song V,0.

students/C.R.5. man and others arriving — TP '

llontand on construction site - D.F. — no movement — qound track link

from gunfire of 28 - lont=nd V.0,
Gilles in water - L,S., — sound-track brezk — cut into gunahot -~

body of
' female V.0, - poem?

crowd - C,U. - V.0, 1link

crovd - C,Ue - V.0, 1link

crowd - C,Ue - V.0, link . |

Montand at construction qite — DoFe - Mo movement - same ghot (?) 28 25 -
VeO. 1link

title — lai 68 — Lutte ~ V.0. link - sound-track leading to. 40

title - Lutte -~ V,0. 1lint - sound—-tr:clr

title - De - V,0, link -~ sound-track

title - Clrsse -— no V.0e - somwnd-track | r

title.~" 1968 Prance 1972 - sound-trask  * - " - .t .. S

C.R.S llnlnﬁ road . buqeq exolode -~ studﬂnts enter framelR~L ~ LeSe . |

Y e pyeu iy e T male VeDe o

enter R-L - M,S.
male and female V, O.

enter R-L - as 40 -
continued to entry of car - male and female V.0,
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I) shots I-Hs

29  shot 63
39 shot T:

4) shots 8-I0:

Foctory secuence

5)  ahots II-T13:

- s1ey 2T -
synonsis 21-9

"Autononmous cegment - gscene (6) - shots 3 & Dy non-diegetic insertes,

By MNetz' definition (he comprres it to 2 scene in the theatre) its not
entirely cleer that » sgcene con hove inserts, but it scens essential
here., Important to recosnise that inserts are non-diegetic (metaphorical
and that this is indicated by the fact that not only is the group
re-positioned, but both Fonda and the egirl are looking out-front --

le€s 1t bne no relation to a 'real action,

Autonomouvs shot ) *

Autonomous shot )— but there is sonnd-track 1link of b=lls, Shot

of factory mry be a device to indicate a bre-k
from previons segmert, 2nd the bells secem to

. signify 'next morning!, |

Autonomous segment — enisodic seonence -~ shot 9, disvlrced diegetic
insert, Depends on the temmornl arrangement which you think it hos,
Autonomouns segment - scene — shot 12y srubjective ingert, _
Tricky since the diegecis neems to he contnined in the two black-onts,
end there =seemgs to be 2n overlap between them, The insert tllustrates
the voice-over, and it wounld seem to be snbjective from the point

of view of Fonda &nd lontand,

Auntonomouvs segment - scene - sghots I7, I9, 21, 23, (25,26), (28-31),

non-diegetic inserts, (Brackets indicate n single insert.,) shots 33,

35y 36, subjective inserts with ~orker as subject,

Despite the number of inserts, the scene and the sound -trock are
continuous. The inserts of Fonda and Montond wvorking in the factory
are non-diegetic, since they <o not relate to a 'renl? action, and
(28-31), thoush apparently flashback, remsin non-diegetic since
they fulfill the same function in both cases. - the noint being

that workers can only show the same thing s the unions; ite ~het
they do that's different, Shots 239435436 have worker rs snbject,
since it is his point of view that is being shown,

Autonomous shot, .

some confusion about this since the sound-trzck of the news broad -
cast carries over into the following segment of the film stwdio,

There is however a distinct break between the news items, Also

this was the last shot of our section 2nd it was difficult to'

relate 1t to the whole of the ne t segment

- b. Domestic secuence lontand on construction site recollecting Mai 68 - synopsig 45-49

I) shots I-I6:

Autonomous segment — scene (6) - sbots 596,11,13, subjective inserts —
shot 9, displaced diegetic (explanatory? "like a visiting coran?)

The quarrel is in continuous time, with 5965s11,13 being flzahbacks,
The term 'subjective insert' is here somewhat unsatisfactory, since
they are being used here objectively, to 'objectify! =n argunent,
There may be a need for a category 'illustrative insert!,

Shot 9 seems at first to be non-diegetic, but since wve later see 5
the actual photograph, it must be displaced diepgetic — a 'real! . |
event shown out of secuence, _ _ | '
Worth noting also the temporal overlap cuts in shots 2 & 16, MNet~
has no way of coping with these,




* . \ . T | -
2) shot IT: Autonomous title shot - Aujourd!hui (1)
lletz bhas no way of copinz with thisy, but it seems worth distingnishing
1t from the series of titles in sbhots 35-90,
3a) shots I8-42: Autonomous segment ~ parallel syntagm (2) . | S,
Strictly speaking, if one anplies temnorrl criteria, this maist be
an autonomous segment, since it all develops out of lontondts
reflcctions on the construction site, with the vrorious strands
being woven together in prrallel montages This bowever doos not
account for the shift from llontand! s VeOoe to the male andg female
narrator's V.0, . The following breck-down into four segments is
offered as an cltern:tive, _ o '

3b) shots I8-29: Autonomous segment -~ subjéective parallel syntegm with threce motifs -
a) liontand reflecting; b) C.R.S, and 1eftists; ¢) man with newspaner,
(b & ¢ mey be identical but some distinction seoms useful, ) L
The term subjective parallel syntagm is used to indicate thnt
The three motifs 2re joined by the subjectivity of Mont-nd recollecting
events of IMai, It is to distinguish it from the ne-t segnent in
o which liontand occupies a more objective place in the montsge, This
(w; I - segment tokes us to the point at which the narrator's V,0., tnkes
- - over from lMontandts '

Within b) (shots 19-21,426-8), shot 20 18 a non-diegetic 1nsert,
signifying a metaphorial confrontation brtween C.R.S 2nd leftists
rather than one which actually trkes nl=zce, |
The interweaving of V.0. ~and sound-trock is very intricate, with
the truck noises of shot 24 carrying over into 25y and the gun-shots
- of 26 being bheard first in 25.
3c) shots 30-34: Autonomous segrnent - objective parallel syntagm with two motifs -
- a) Gilles (shots 30-3); b) liontand at constrnction site,
The distinction is that from lont-nd looking ~t history, we move
to history looking at lontand, The female V.0, reading what seema
to be a poem carries over into shot 34, which is an =~lmost atill
shot identical to shot 25. Agrin form and content coslesce, and
Montand is placeq, objectively, in the historical contemt.
3@) shots 35-39: Autonomous title segment - see shot I7 '
33) shots 40-42: Auntonomous segment - overlepving syntacsm |
| " Again lietz crnnot cone, Thic sy, 1n the temporal sense, a conclusion
- to the b) motif of segment 3b, The distinction 18 2gein thot it
(:? 1s precented by the V.0, of both the mole and femnle narrstors,

- o As there is no way of indicating a temporal overlanp ent in the
Grande Syntagmaticue, =0 there is no way of claszifying these three
shots, which althouch they overlap in time, 2ls0 carry on th-s
narrative from shot to shot. We have adont<d the category of
overlapning syntagm to account for this fairly frecvent Godardg
dEViCeo



Conclusion

. Our general co 3 '
nera. nclusion wonld ha thot 17 g . -
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syatagmatic analy of : e 3 - lnteresting to know if
lysis a more avalleble film wonlA reveal as mnch Whilo i :
| A HEEUHe WOl le atrict

apnlication of temnor : : -
- it al critori : 17
a might obliterate some of our categorization
: A 'Y ,

the attemnt to come t ' '
T’ come to grins wi - '
Erins with the temporal arranrement revealed versy Clearly
] R ' ﬁ-‘
arrative, and the comnlex‘intérweaving'

tgeblayering of time and the la.sering of noa
of both, We ha " & ' J
anelovo;aktohhd to be clear, for instance, that the overall stracture was
senar;t:umn - par?llel syntaemy and that the temnoral categorization éfhth
AuianHS :hgments “en~nded on which motif was in oneration.u(Thﬁq extra t’ie
7 t}ﬁut§h seiment Dy becomes a scene in the linking nﬁrrﬁtion‘ﬁﬁithimc 1 i 5
-t time o akines * ~ o P viI1iCTD 1R plac
forerrounded thzi?:zz tgetfiﬁm.g Such 2n examinntion of the temnoral qtrpctuie
D % - Cé ] 2 Lae ] AR ~ P - . . . | VY - 9
2 filz, a theme which - 1lm van ot a'very imoortant level, abont makin
Sy 4 which the rest of the film tends to conceal o e
| | , &

4 | 7 : r
S More important, perhaps, was

i the difficulty of trying to establiah

the au . : et Bk
ap rozggn?my g? shots and segments, This difficulty revealed that Godardtg ¢ 1
ofpthe fi;as r1rec.ter3 very nuch towarids brezking down autonomy'betwaeﬁ ;1;me35ma
ek Ile uOSF tuportant in th s resnect was tha linking of qeamentq:b “eoun é
rack, but also 1mportant, and rising directl out of i S) S by sound- |
the number of parallel syntagns Subjec*iég ii l£0 h§Yntagmatlo Analysis, were g
: _ =tand | v Serts which ref ed *
- carlie Sz o~ oY i 3y ¢ e T . : : ' erre back to
ol fg;;u?taggs, mﬁadlsplmced diegetic inserts which referres both backinrds
‘ardsSe 1wo otier devices which ' : * o PeCREATas
| SIS L achieved somnethin f th |
we have ca . _ | devdling o ne same effect
ave called the temporal overlap cut and the overlanping syntagm, - and while
A g e 4 ~ ; ] &

these are not foo ; T ~ |
s { mad in letz, they wonu =Y. £

> 4 1€y O ld Seen | A . _
with Godard's filmsa, to be usme nl categories in cenling

is that it is rerlectes aresiosly o tre sioR Of 2ILONOY on the formsl level

' | ) N ‘ ¢L 01 content, IZxaminati
:gguc;ur? would suggest tpat‘the-central theme of the film is 'con:ezﬁquizziion'
indigigglﬁg oi one event in the context of all the others, the denial of 4
Hont and ;"q g:ngzgﬂz; .%‘Ee autonomy of the Droblcf-ms of' the relationsbip between Foncs »ne
throushout tﬁe oo lle cint9nt 1eve}, and this denial is pervasively continued
- i{; ;d - ‘ :a eye e Thus an interoretation of the filmy And 2n e - =2mination

5 ldeology =rises directly out of the syntagnatic analysis, '

g

%

Metz, the ' - B . |
T 'Itqeémq tg, prgfliei a useful way into the film, ~ bese for » total
< & 'y LR us I T & I"'lay bn moﬂt 'U.Smf'ﬂ_l . . 4

* S 3 wben his striect cate '
.o ane - : : - 2 gorlies
:ﬁe tr:anended, for01pg the examination out of a potentiallv mechanical fitting ;
parts into placez, into an understanding of precisely how and why the rules |

are broken, and the effect of breaking then, %
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