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The Aesthetic of Montage in the Films of
Kamei Fumio
Fedorova Anastasia

This paper approaches the problem of cultural exchange in cinema
by considering the work of a prominent Japanese documentary filmmaker
Kamei Fumio (1908-1987). Prior to becoming a film director, Kamei spent
two and a half years living in the Soviet Union (1929-1931) and later
continued to play an important role as a cultural mediator between the two
countries.1 Kamei’s exceptional talent, as well as his fascinating
biography (i.e. early experience abroad, imprisonment, frequent
confrontations with the ruling authorities) inspired a number of
investigations into his life and work (Nornes 148-182; Sato 159-202).
While it is widely acknowledged that Kamei’s interest in editing was
prompted by his visit to the USSR, it has never been entirely determined
just how his study abroad experience influenced his future filmmaking.

In the 1920s, Soviet cinema was experiencing a golden age in
regards to its avant-garde film movement, and it is logical to assume that
Kamei’s interest in editing developed under the influence of “Soviet
montage”. In Japan, Kamei’s public image has been continuously crafted
in association with the word montage (montgju) 2 — the word which does
not simply mean “editing”, but specifically points to the stylistic and
ideological tendencies of 1920s Soviet cinema. 3 Yet Kamei himself never
admitted to deliberately adopting the editing principles promoted by the
leading Soviet filmmakers (Sergei Eisenstein, Dziga Vertov, Vsevolod
Pudovkin). Moreover, even though avant-garde Soviet filmmakers all
agreed on the importance of editing, and the need to serve political
objectives declared by the Communist Party, their definitions and practical
implementations of “montage” were exceedingly diverse.
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In the early 1920s, a pioneer of Soviet montage theory, Lev
Kuleshov, conducted a series of experiments, which led him to believe that
single shots could only acquire meaning when joined together. By
juxtaposing a close-up shot of an actor, lvan Mozzhukhin, with diverse
visual materials (i.e. a bowl of soup, a baby, a young woman in a coffin)
Kuleshov concluded that cinematic meaning could only be created through
editing. This idea was later opposed by Sergei Eisenstein, who argued for
the multiplicity of opposing meanings, which is already conceived through
asingle shot and could be discovered through editing. Eisenstein continued
elaborating his theoretical views on montage long after the avant-garde
film movement came under attack by the oppressive Stalinist regime. In
his later theoretical works, Eisenstein reached a powerful realization that
went beyond conventional understanding of montage as a physical process
of cutting and splicing the film. He re-envisioned montage as a dynamic
and all-embracing technique common to all of the arts. Its chief function
was redefined as a gradual eliciting of the artwork’s central theme and
overarching meaning. This idea was fully developed by Eisenstein only in
the late 1930s, long after Kamei had already left the Soviet Union. Yet as
I would like to argue in the following pages, it is this late definition of
montage that corresponds most accurately to the primary editing principle
Kamei used in his wartime documentary films.

This paper aims to identify the points of contiguity between
Kamei’s films and his supposed Soviet “inspirers” by conducting a close
textual analysis of Kamei’s wartime documentaries: Shanghai (1938),
Peking (1938), Fighting Soldiers (1939) and Kobayashi Issa (1941) — and
comparing them to influential Soviet films to which Kamei was exposed
in 1929-1931. Created within the first decade after Kamei’s return from
the USSR, these films come closest to revealing Kamei’s adherence to (or
deviation from) the aesthetics of Soviet avant-garde. As we shall find out,
the films of Kamei Fumio addressed in this paper demonstrate a certain
affinity with the stylistics of 1920s Soviet cinema. Yet even the most vivid
examples presented in this paper are not enough to identify Kamei as an
adherent of a specific cinematic style associated with any particular Soviet
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filmmaker’s definition of “montage” as coined during the 1920s. Kamei’s
use of editing techniques that are reminiscent of Soviet filmmakers is
eclectic — he alternates different editing techniques according to his
directorial needs, and more importantly, evacuates them of ideological
connotations ingrained by Soviet filmmakers. Before considering the
cinematic texts, let us briefly summarize Kamei’s path to becoming a
documentary filmmaker.

I . Kamei’s Experience in the USSR

As is widely known, Kamei did not intend to study cinema when
he set off for the Soviet Union. Before departing to the Soviet Union, he
was a student at the Department of Fine Arts at Bunka Gakuin where he
majored in sociology and painting. Kamei left school to study avant-garde
Soviet art, but on his way to Moscow, he saw some Soviet films that
touched him deeply, making him aware of cinema’s power to agitate and
inspire (Kamei, Kawarazaki, Hijikata 18). Upon arriving at VOKS' (All-
Union Society for Cultural Ties with Abroad) headquarters in Moscow,
Kamei expressed his desire to study cinema and was sent to Leningrad,
where he could attend classes at Fotokinotechnikum, a state-run film
school that mostly prepared cameramen and engineers. Kamei also had
free access to the Leningrad branch of Sovkino film studio, where he
became acquainted with leading filmmakers such as Grigorii Kozintsev,
Sergei Yutkevich, and Fridrikh Ermler. It is important to note that the true
leader and inspiration for these filmmakers was none other than Sergei
Eisenstein, who was working in Moscow, but was highly influential
among the filmmakers in Leningrad (Bagrov 10). As Soviet screenwriter
Mikhail Bleiman recalled: “In Leningrad its own filmmaking *school’ was
being formed. Although its head, Sergei Eisenstein was in Moscow, his
students, — no, his proselytes, were working in Leningrad” (92). Kamei’s
palpable, but allegedly unintentional, contiguity with the stylistics of
Sergei Eisenstein could be partially explained by this “geography” of
Soviet cinema.
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Kamei’s travel to the Soviet Union is poorly documented, and
there are still a lot of blanks to be filled. However, from VOKS' archival
documents we know that during his stay in Leningrad, Kamei was already
actively participating in the city’s cultural life, taking his first steps toward
becoming a cultural mediator. During the exhibition of silent Japanese
cinema organized by VOKS in the summer of 1929, Kamei helped two
young Soviet filmmakers to reedit Ushihara Kiyohiko’s romantic comedy
Modern Training of a Samurai (1928) in a way that would be more
accessible to Soviet audiences. VOKS' officials report that this reedited
film made a much better impression on audiences compared to other
Japanese films released in Leningrad that had no additional editing (GARF
f. 5283, op. 11, d. 63, 47). Just as for Sergei Eisenstein and other prominent
Soviet directors of the time, Kamei’s filmmaking career began in reediting
foreign films for Soviet consumption. 4 This experience opened Kamei’s
eyes to the powerful and diverse capacities of editing, which later became
the chief artistic tool of his own filmmaking.

The years of Kamei’s visit to Leningrad was a transitional period
in the history of the Soviet Union and its cinema. In the turbulent era of
the First Five-Year Plan, cinema was required to become a powerful tool
of documenting the nation’s radical transformations. Nonfiction cinema,
often referred to as kulturfil’ma (culture films) was repeatedly proclaimed
to be the most important kind of Soviet cinema. This general engagement
with documentary undoubtedly influenced Kamei’s interest in this specific
genre and later made him a highly suitable candidate for working in the
wartime Japanese film industry. Very much like the early 1930s Soviet
Union, late 1930s Japan was preoccupied with creating a new “imagined
community.” As Japan’s military and political involvement in China
progressed, the government’s need to document life in its newly acquired
territories also increased. The years following the China Incident were
marked by the rise of documentary cinema. The infamous Film Law
passed in 1939 mandated the forced screenings of nonfiction films,
generally referred to as bunka eiga (culture films). Ten years earlier, in
1929, just a few months after Kamei’s arrival in Leningrad, a similar
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resolution was issued in the Soviet Union. The Communist Party urged the
film studios to produce more culture films and demanded that theater
owners accompany their screenings of fiction films with culture films and
newsreels (Sobranie zakonov SSSR 1475-1476). Thus, Kamei twice
experienced a national drive for the advancement of documentary — first
as a student and as an observer, and then a second time as a leading
participant.

After returning to Japan, Kamei was officially hired by PCL
(Photography Chemical Laboratory) and assigned to the Second
Production Department (the Cultural Film Department). This was a perfect
fit both for the PCL (later merged into Tohao), which wished to advance
the production of documentary cinema, and for Kamei, who wished to
fully indulge his passion for editing. A number of Kamei’s colleagues,
including the head of the department, Matsuzaki Keiji, were former
Prokino (Japan’s Proletarian Film League) members and shared Kamei’s
interest in Marxist ideology, Soviet cinema, and documentary. PCL was
one of the first Japanese film studios to start producing henshi eiga, or
“edited films”, which started appearing circa 1933 and differentiated
themselves from standard news films by putting an emphasis on editing,
thus anticipating and expediting the emergence of full-fledged
“documentary cinema” (kiroku eiga) in 1930s Japan. Since Japanese
filmmakers’ interest towards henshiz eiga was primarily determined by
their fascination with theoretical writings on Soviet montage (Nornes 50-
51), Kamei’s experience of actually living in Leningrad and interacting
with Soviet filmmakers instantly gained him a reputation as a qualified
specialist. In the following section we will provide examples that
demonstrate Kamei’s broad knowledge of Soviet cinema, as well as his
ability to expand on the lessons it provided.

11. Identifying Proximity with Soviet Cinema

1. Elemental Juxtapositions
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One of the most basic uses of editing often employed in 1920s
Soviet cinema is a juxtaposition that stresses strong inequalities between
different groups of people. In Vladimir Erofeev’s documentary film To the
Happy Harbor (1930), which Kamei claims to have been greatly inspired
by during his travel to the USSR (Kamei, Kawarazaki, Hijikata 21-22), the
powerful, healthy-looking bodies of German workers are juxtaposed with
the careless, well-fed German bourgeoisie dancing in a restaurant (17:30-
18:20). When these sort of simple comparisons revealing social
inequalities started appearing in late 1920s Japanese cinema, they were
quickly labeled as adhering to the principles of “Soviet montage”
(‘YYamamoto 89). In Kamei’s wartime documentaries, we also see the use
of similar techniques, yet they tend to function not as a means of disclosing
class differences (as they did in 1920s Soviet cinema), but to stress ethnic
inequalities, and by doing so, contribute to the national ideology prevalent
in wartime Japan. In Kamei’s Kobayashi Issa, for instance, images of
Caucasian children riding bicycles and having lunch with their parents at
a hotel in Karuizawa are juxtaposed with the image of a Japanese woman
and her child mowing the lawn for tourists to play golf (9:50-10:20).

2. The “Kuleshov Effect”

In Kamei’s Fighting Soldiers we encounter a sequence
reminiscent of both Lev Kuleshov’s experiment with actor Ivan
Mozzhukhin’s close-up, and Eisenstein’s use of “intellectual montage™ in
October, where the primitiveness of religion is conveyed through the
juxtaposition of statues of different gods worshipped around the world
(31:10-32:03). In Kamei’s Fighting Soldiers we see a close-up of an
elderly Chinese peasant juxtaposed with the images of 1) a burning house,
2) a person kneeling and praying in front of a local sanctuary, 3) children
left without their home, 4) a person sitting alone in a wide open space with
his head down, 5) clouded skies, 6) Chinese people having to desert their
village, 7) dried-cracked earth, and 8) a roadway statue of a local deity
whose hands are brought up to its face, as if covering its eyes so as not to
see what is happening all around (1:20-3:58). Together these images of the
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environment gradually reveal anger and bitterness concealed in the old
man’s neutral facial expression. It is noteworthy that Kamei himself
described the old man’s face as being “astounded,” acknowledging that his
emotions were already evident before the editing took place (Kamei,
“Kiroku eiga to shinjitsu to” 42). According to Kamei, other images
juxtaposed with the old man’s face are necessary to explain why he looks
so astounded. Using editing to explain the reasons behind the characters’
emotions, Kamei differentiates himself from Kuleshov who insisted on the
neutrality of shots that only reveal the characters’ emotions when
juxtaposed with other images.

3. “Counter-Use” of Documentary Film Footage

Another editing principle Kamei could have inherited from
1920s Soviet cinema is the “counter-use” of images produced by the
enemy. This editing approach can be found in Esfir Shub’s Fall of the
Romanov Dynasty (1927), in which prerevolutionary film footage is
rearranged in a way that demonstrates the oppressive nature of the imperial
regime overthrown by the Bolsheviks. 5 In Shanghai (1938), Kamei also
uses footage from a Chinese propaganda film, which is described by
voiceover as being produced and distributed by the National
Revolutionary Army of the Republic of China. This footage depicting a
public speech made by Chiang Kai-shek and the binding of “traitors” who
are accused of sympathizing with Japan (7:48-8:45) is meant to reveal the
deceitful nature of the communists’ propaganda as well as the brutality of
Chinese troops who cruelly execute their own people. In Kamei’s
Shanghai, however, Chinese footage does not only serve as a means of
degrading the enemy, it actually reveals similarities between Chinese and
Japanese propaganda. Kamei’s Shanghai begins with an inter-title
announcing that the film was produced with the “generous support” of the
Japanese army, and later we hear the voiceover explain the analogous
origins of Chinese footage. It is underscored that even though the films’
political messages may differ, their basic functions are the same. Kamei
does not aim toward absolute veracity in his documentary film, suggesting
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that if the Chinese resistance could use cinema to make one-sided
arguments, so could the Japanese government — as demonstrated through
the very film the audience is watching.

4. Reinterpretation of Well-Established Editing Patterns

In his films, Kamei elaborates not only on the editing principles,
but entire series of images (editing sequences) created by Soviet
filmmakers. His Shanghai, for instance, reinterprets an image of a clock,
which was often used by Soviet filmmakers to celebrate the birth of a new
historical era. In Sergei Eisenstein’s October the capture of the Winter
Palace is commemorated on several clock dials showing the time in
different cities of the world (New York, Paris, London). This sequence is
followed by a shot of a boy asleep on the tsar’s throne — an image
symbolizing the dawn of the new world order (1:40:30-1:40:48). In
Mikhail Kaufman and II’ia Kopalin’s Moscow (Moskva, 1927), which
depicts the Soviet capital ten years after the October Revolution, the
difficulty of visualizing major historical transformations is addressed. “It
looks like the same old Moscow,” — the inter-titles announce, and we see
the centuries-old Kremlin, the Cathedral of Christ the Savior, and other
historical sights (47:35-49:5). It looks like nothing has really changed, but
this impression is misleading. The close-up of a clock dial is followed by
a shot of a baby, signifying the birth of a new socialist state (49:33-49:50).

In a similar vein to October and Moscow, Kamei’s Shanghai,
filmed after the city’s surrender to the Japanese army, opens with a series
of shots symbolizing a break in the flow of time. We see the Shanghai
Customs House’s clock tower — one of the most recognizable images of
the city. The clock strikes twelve, and we see an establishing shot of
Shanghai. Then, surprisingly, the audience sees the same clock tower
again. It strikes noon, and the audience yet again sees an establishing shot
of the city (1:00-2:25). It is difficult for first-time viewers to comprehend
the difference between the two establishing shots and understand what this
unusual juxtaposition implies. The recurrent appearance of the clock tower
as well as the ringing of its bell, however, does capture the significance
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and the monumentality of the historical moment Kamei wishes to address.
If we look at the two establishing shots closely, we will see that in the
earlier shot, the city is covered by smoke. We can also hear the distant
noise of an explosion as well as car sirens. In the latter shot, the sky is clear,
but almost none of the houses in the city have roofs. A drastic change is
wrought on Shanghai’s cityscape within mere seconds, and yet it is almost
impossible for the viewer to recognize it. In a way that is reminiscent of
Kaufman and Kopalin’s films, Kamei expresses the impossibility of the
camera to embrace the true scale of the historical transformation that is
unfolding. Kamei’s Shanghai also depicts small children who represent
the future citizens of the new empire (1:11:30-1:11:38). These shots,
however, appear towards the end of the film and their connection to the
opening images of the clock tower is not as evident. Moreover, unlike the
scenes from Moscow and October, which convey a direct and
unambiguous meaning, the opening scene in Shanghai could be
interpreted in two different ways. An attentive viewer, who notices the
deconstructed roofs in one of the establishing shots, will understand the
filmmaker’s reference to Japan’s rough interaction with the natural flow
of Chinese time. A less experienced audience member will regard the same
opening scene just as simply a monumental symbol of the birth of the new
order in Asia.

5. Direct “Citations”

Sometimes Kamei’s references to earlier Soviet films are more
direct. Thus, the portrayal of the Forbidden City, where Chinese emperors
and their households used to live, in Kamei’s Peking, echoes the scenes
depicting the seizure of the Winter Palace in October. A symbolic rape,
portrayed in a scene where a sailor bursts into the tsarina’s boudoir
(1:34:55-1:36:14) corresponds to the depiction in Peking of Empress
Dowager Cixi’s bedroom. In Kamei’s film, we do not see any intruders
touching the empress’ former belongings. However, the camera’s gaze
penetrating such an extremely private space as the bedroom as well as the
ripped paper in the sliding doors (shaji) of the palace are strong enough
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evidence of violation (1:32-2:30). Likewise, in Kobayashi Issa, which
documents people’s life in the rural Nagano prefecture, Kamei refers to
Alexander Dovzhenko’s Earth (Zemlia, 1930), which reveals the process
of collectivization in a Ukrainian village. Dovzhenko’s film stresses the
peasants’ naiveté, for instance, they urinate in order to fix a tractor’s
radiator which ran out of water (29:41-30:01). Likewise, in Kobayashi Issa,
Kamei, deliberately stages a scene showing a peasant urinating in the
middle of the field (Kamei, “Kamei Fumio Oi ni kataru” 37), emphasizing
the peasant’s closeness to nature (19:30-19:41).

Kobayashi Issa’s ironic and condescending treatment of
Buddhism is evident from the rhythmical editing and the mocking use of
inappropriate music. This technique is an echo of famous antireligious
images as first seen in Soviet cinema: e.g. the repellant priest in
Eisenstein’s Battleship Potemkin (1925), the pompous but meaningless
Buddhist ceremony in Pudovkin’s Storm over Asia (1928), and the
grotesque depiction of a Russian Orthodox rainmaking ritual in
Eisenstein’s Old and New (1929). In Kamei's Kobayashi Issa, the
juxtaposition of countless pilgrims ascending the stairs to Zenkgji, and the
close-up shot of the offertory box bombarded by the coins thrown in by
the pilgrims, equates living people with commercial income of the temple
(6:52-7:05). The symbolic link between people and coins is demonstrated
through the sameness of their “perpendicular” movement. The vertical
movement of people ascending the stairs (a set of horizontal lines) is
continued by the vertical movement of coins falling down between the
horizontal partitions of the offertory box. This sort of editing echo the
frame composition in Battleship Potemkin’s famous Odessa steps sequence,
in which the strong diagonal lines of the steps are crossed perpendicularly
by the movement of people running down the steps (49:20-50:48).
Kamei’s scene is also reminiscent of Vladimir Sheiderov’s depiction of
Nikka in Big Tokyo (Bol'shoi Tokio, 1933), screened in Japan after Kamei's
return from the Soviet Union. Shneiderov refers to the people climbing up
the stairs and throwing donations as “the victims” and emphasizes the
commercial benefit they bring by juxtaposing their images with the
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laughing snouts of the statues of mythical creatures called komainu who
are traditionally situated in front of temple entrances (32:46-33:54).

So far, this paper has listed a number of vivid examples that
illustrate Kamei’s implicit affinity with avant-garde Soviet cinema, yet has
also demonstrated the eclectic, incidental nature of this relationship. None
of the cinematic techniques mentioned above can be identified as dominant
in or fundamental to Kamei’s documentaries. There seems, however, to be
an underlying editing principle, which he devised, that is common to all of
his wartime films. This principle could be described as an editing style
based on the repetition of certain graphic patterns and objects that
gradually reveal the film’s underlying motif. Although this editing
approach was never articulated by Kamei himself, nor was it addressed by
the avant-garde Soviet filmmakers in their theoretical works written in the
1920s, it is clearly manifested in the silent films of Sergei Eisenstein, as
well as in his theoretical essays written in the late 1930s. Some of the
cinematic principles already evident in his earlier films were theorized by
Sergei Eisenstein only a decade later. The following section examines the
use of recurrent objects and graphic patterns in Kamei’s documentary
films and points to their affinity to the editing practices encouraged in the
late theoretical work of Sergei Eisenstein

I11. Repetition and Unity in Kamei’s Wartime Cinema

As noted by David Bordwell, one of the biggest innovations
brought into silent cinema by Sergei Eisenstein was the use of recurrent
objects and graphic patterns employed for the purpose of unifying the film
(48). Known for its negation of traditional narrative, Eisenstein’s “plotless”
cinema necessarily relied on this principle as an alternative method of
organizing cinematic content. In his first feature film, Strike (1925),
Eisenstein effectively uses recurring images of animals and water in order
to achieve the unifying effect. In Battleship Potemkin, an important
thematic cluster of recurring images of eyes, worms and hanging objects
aids the film’s dramatic progression. In Old and New, Eisenstein uses the
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geometric figure of a circle in order to stylistically bind together his whole
film (Bordwell 49-54). As we shell see, Kamei skillfully developed this
cinematic technique in his wartime documentaries.

1. Shanghai

In Shanghai, the repeated depiction of dogs, children, and
feeding is shown as a metaphor for Japan’s relationship with China and
serves an important role in creating the subversive feel of the film. In
accordance with the wartime conventions of Japanese documentary
cinema in Shanghai, Japanese officers talk about their military missions,
but the soldiers are never shown actually fighting. Instead, the audience is
repeatedly subjected to the images of Japanese soldiers interacting with
dogs and children. Although this sort of depiction creates a friendly image
of Japanese soldiers, it also in a way emasculates them. Several times, we
are shown touching scenes depicting Japanese soldiers playing with little
dogs. The four-footed friends, however, are not always obedient and
sometimes the owner has to keep them on a leash (19:35-47). The film’s
last shot shows a little dog sitting next to a Japanese soldier’s boots: a
defenseless puppy — China — is at Japan’s feet. However, in the last few
seconds, before the film ends, the dog suddenly turns its head away from
the soldier and the camera, as if demonstrating its unwillingness to
participate in this performance (1:16:39-1:16:45).

The anger and hostility of the occupied also reveals itself in the
famous montage sequence depicting a military parade. The shots of a
military procession are juxtaposed with the sad and worrisome faces of
Chinese citizens “greeting” the Japanese troops (47:56-49:46).
Interestingly, this scene is preceded by a similar juxtaposition of a shot
depicting those who move and a tracking shot depicting those who watch
the procession. A shot of a moving trolley with Japanese soldiers is
followed by a shot depicting several stray dogs who are supposedly
watching this trolley pass by (30:53-31:15). This montage sequence acts
like a little parody of an upcoming parade scene. It helps to draw a parallel
between Chinese people and animals, priming the audience for the finale
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with the little dog and the soldiers’ boots. Although, by comparing Chinese
people to animals, Kamei definitely dehumanizes them and thus actively
contributes to the Japanese wartime propaganda, he also uses the very
same images to show the occupied people’s resistance.

2. Peking

In his succeeding film, Peking, Kamei continues to experiment
with recurrent objects, motifs, actions, and even specific movements. The
city’s past and future are symbolized by the close-ups of two women:
Empress Dowager (her portrait) and a young Chinese girl who appears
towards the end of the film. The empress is characterized as a spoiled and
sensual woman, fascinated by the West. Her bedroom is filled with
Western possessions that are incongruous with the room’s Chinese interior.
We see a gorgeous chandelier and a European music box decorated with
two rotating dolls (1:10-1:25). “The empress adored different sorts of toys.
It is said that Britain received a concession to develop Chinese coal mines
in exchange for this music box,” — the voiceover declares. The Chinese
girl that appears at the end of the film is presented as the empress’ alter
ego. When the camera films her, she casts her eyes down, shyly suggesting
youth and innocence. She also uses music to entertain herself, but the
musical instruments she uses are not Western, and they are not exactly
inanimate objects. The girl plays with traditional Chinese pigeon whistles,
which are fixed between the pigeons’ tail feathers and produce tunes when
the birds fly. She refers to pigeons as her “tender friends,” which
differentiates her from the empress who “liked toys.”

In Peking, the empress’ corruptibility and musicality, introduced
early in the film, are repeatedly emphasized as the two main features that
characterize the Chinese nation as a whole. In the film, Chinese monks
play musical instruments and street vendors call and sing to draw attention
to their products. Additionally, music acts as an important symbol of
power dynamics. The film seems to suggest that those who are granted
music must then become subjugated. The empress received a music box in
exchange for the coal mines. In order to “appease” the conquered, Chinese
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emperors provided Mongolian and Tibetan monks preaching Lamaism
with their own shrines, where they could perform musical rituals. Later in
the film, we see the Chinese orchestra performing a new national anthem
given to the Chinese people by the Japanese government.

In his film, Kamei utilizes concentric movements and the images
of cyclical objects in order to show Peking quite literally caught up in a
maelstrom of war. The cyclical movement introduced in the scene
depicting the rotating dolls on the empress’ music box constitutes an
important theme that is reiterated throughout the whole film. For example,
we see street performers using two dolls in frilly skirts to entertain the
Chinese people. Under the performer’s magic, the dolls twirl around in
circles (31:02-31:26), which calls to mind the rotating dolls decorating the
empress’ music box. This repetition of the same movement emphasizes
the link between the former Chinese rulers and the common people of the
present: both like to be entertained with simple toys.

The metaphorical depiction of swirling movement reaches its
apogee towards the end of the film. We see Japanese war-planes (41:20-
41:30), the petals of white ivy carried by the wind (42:15-42:25), and a
flock of pigeons (42:42-42:49) — all moving in a swirl. These images
clearly romanticize war and propagate Japan’s military involvement in
China as a prerequisite for a peaceful Asia. At the same time, they also
depict Peking as a city situated in the eye of a storm. The political weather
is calm there, but instability could be easily introduced. There are virtually
no evident signs of war, and the city seems to continue its day-to-date
existence. The troubled atmosphere swirling around the city, however, is
suggested in occasional glances and sharp comments made by the Chinese
people, which gesture toward the Japanese filmmakers’ “otherness” as
well as the inappropriateness of their presence and actions (Nornes 152-
156).

3. Fighting Soldiers
The production of Fighting Soldiers (1939) was a critical
moment in Kamei’s filmmaking career not only because the film was
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denied a public screening and contributed to the formation of his heroic
image as the only Japanese filmmaker who opposed the war, but because
this was the first film Kamei oversaw the shooting of as a film director.
Being able to actually control the filming process clearly fascinated Kamei
but also resulted in a number of heated confrontations with his
cinematographer Miki Shigeru. The abundant use of long shots and long
takes in Fighting Soldiers is not exactly characteristic of Kamei’s
filmmaking in general, but could be partially explained, in this case, by the
fledgling director’s unwillingness to let go of his attachment to certain
scenes he diligently staged. The most memorable and frequently discussed
scene in Kamei’s Fighting Soldiers is a long take depicting an army officer
giving out orders to his subordinates. For more than ten minutes, the
camera holds still while watching soldiers come and go, reporting new
information from the front lines (24:00-34:28). This scene is a reenactment
and the soldiers are merely repeating what they supposedly did during a
previous fight. The soldiers” amateurish acting reveals that the whole scene
was carefully staged and rehearsed, implicating the film’s inability to show
the audience the real truth of war.

In Fighting Soldiers Kamei yet again employs the use of
recurrent graphic patterns that stylistically and semantically bind the film.
This time, the motif is of a measured, linear movement introduced already
in the film’s opening sequence. The title “Fighting Soldiers” is
superimposed over a tracking shot, sliding in parallel to the horizon of a
seemingly boundlessly expansive Chinese landscape (0:12-0:26).
Throughout the film, the camera almost never moves into the depth of a
shot (i.e. into the heart of China), emphasizing its inability to penetrate and
dominate the land over which the great battle is being fought. Kamei
repeatedly uses tracking shots and long takes depicting the columns of
moving people, horses, and vehicles, as if comparing the war to a
continuous linear movement — slow, exhausting, seemingly endless and
worse of all purposeless.

4. Kobayashi Issa
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In his next film, Kobayashi Issa (1941) Kamei recovers his initial
taste for a more self-conscious, dynamic editing. Made under the auspices
of the Nagano Prefectural Department of Tourism, Kobayashi Issa does
not only promote Nagano but also tells the tragic story of the lonely and
unappreciated poet, Issa. By using parallel lines as the film's main
geometrical motif, Kamei alludes to the parallel lives led by Issa and his
fellow villagers, who are not willing to accept him as a member of their
community. The first shot to appear after the opening credits is an inter-
title of Issa’s haiku, superimposed on what seems to be a reproduction of
a lined piece of paper (0:40). Later, spectators are continuously reminded
of this graphic pattern in the recurrent images of tilled soil and the well-
defined geometrical structure of Japanese architecture.

In order to emphasize Issa’s alienation, Kamei devotes much
effort to indicate homogeneity and strong unity within the group of people
that repudiate him. Further developing the motif suggested in
Dovzhenko’s Earth, Kamei endows his peasant characters with vertical
body movements directed downwards, towards the earth. We see them
sowing (the seeds fall down [8:02-8:22]), plowing (the hoe is lowered
[8:24-8:45]), make donations at the Zenkaji temple (coins fall down into
an offertory box [6:50-6:58]), comb their hair while standing outside of the
house (the comb slides down the hair [11:30-11:45]) and urinate while
standing outdoors (liquid falls on the earth [19:30-19:41]). These actions
identify peasants’ movements as simplistic and monotonous, and their
interests as essentially down-to-earth. lIssa’s artistic aspirations are
incompatible with peasant life, which is further emphasized in a scene that
compares the poet with his descendent, an ordinary rice farmer Kobayashi
Yatard.

First, Kamei shows a famous portrait of Issa sitting on a floor,
holding a long paper scroll in his hands (25:33-25:47). This shot is
followed with an image of Yataro also sitting on the floor holding a long
narrow object — a tobacco pipe (25:48-25:59). The visual similarity
between the two distant relatives is quickly subverted by Yatard proudly
announcing that: “I am Issa-san’s descendant. | may not be a poet, but I
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make rice.” This line illustrates Yataro’s pride in his occupation and shows
what the peasants’ real priorities are — they are directed at material
enrichment and not towards creative pursuits. Thus, the visual likeness
between Issa and Yataro is used in order to stress their radical differences.
Through repetition and alteration of motifs, Kamei gradually moves his
audience toward the realization of the film’s overarching message,
identified by Sergei Eisenstein as the film’s “ultimate, common whole”
(Vol.2 298). In fact, it is in Eisenstein’s writings that we find theoretical
support for the primary editing principle adopted by Kamei.

IVV. Montage as a Trans-National Artistic Principle

As mentioned earlier, Eisenstein’s theoretical ideas about
montage evolved over time and underwent different stages. His first
theoretical manifesto “The Montage of Attractions” (1923) was written
based on Eisenstein’s experience in theater and called for the use of various
“aggressive moments” — attractions — that would “subject the audience to
emotional or psychological influence” (Vol.1 34). Moving into the world
of cinema, he attempted to further develop ideas expressed by Lev
Kuleshov. Based on the assumptions that cinematic meaning is generated
only through the juxtaposition of camera shots, Eisenstein directed all of
his energies to creating clear, mono-semantic shots reminiscent of letters
and syllables and therefore perfectly designed for editing (Kleiman 16).
This grandiose experiment aimed at realizing the concept of “intellectual
cinema” was abandoned when Eisenstein encountered the impossibility of
freeing the shot completely from the inherent multi-vocality of meanings.
“The shot never becomes a letter but always remains an ambiguous
hieroglyph,” he wrote in 1929 (Eisenstein, Vol.1 182). As it is widely
acknowledged, it was Eisenstein’s familiarization with Japanese culture,
including its writing system, traditional theater, and painting that prompted
him to revise earlier assertions and propose the concept of “over-tonal
montage” — a method of editing that takes into account *“all of the stimulus
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in the shot” — rhythm, content, type of movement, light, etc. (Eisenstein,
Vol.1191).

Through the 1930s — an extremely difficult and dramatic period
for all Soviet artists initially associated with the avant-garde — Eisenstein
continued to broaden his knowledge of art by studying literature, music,
and painting from different parts of the world. By the late 1930s, he
elaborated a new understanding of “montage” defined as an extremely
important cinematic technique aimed to “evoke in the perceptions and
emotions of the spectator the most exhaustive, total image of the film’s
theme” (Eisenstein, Vol. 2 299). In fact, Eisenstein considered montage to
be an essential aesthetic principle common to all of the arts. Drawing on
examples from Leonardo Da Vinci, Emile Zola, Leo Tolstoy, Alexander
Pushkin, James Joyce, and many other artists, Eisenstein urged filmmakers
to use editing in a way that will create “a generalized image through which
the author has experienced the theme of the film in question” (Vol.2 299).
These objectives seem to be thoroughly realized in Kamei’s wartime
documentaries. In Shanghai, the theme of unequal relations between the
occupier and the occupied is expressed through the repetition and
alteration of scenes involving little dogs and Japanese soldiers. In Peking,
the city’s past and present are expressed through the repetition of various
swirling movements symbolizing the city’s seemingly calm, but
exceedingly dangerous, political situation. In Fighting Soldiers, the
purposelessness of war is manifested through the motif of an endless,
tiresome, measured, linear movement while in Kobayashi Issa, the
repetition of vertical body movements and the graphical motif of parallel
lines emphasizes the tragedy of a talented poet and his alienation from his
own people.

The central topics of Kamei’s films as well as the “generalized
images” that express them (swirling movement, parallel lines) are
developed gradually and reach their utmost expressivity and
meaningfulness toward the end of the films. In Shanghai, Kamei prepares
us for the ambiguous meaning of the last scene of a soldiers’ boots and a
little dog through a series of “supplemental” editing sequences. In
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Kobayashi Issa, an image of the local people utterly disinterested in Issa’s
poetic legacy is revealed gradually and becomes fully realized only in the
narrator’s last words lamenting the fact that “no one seems to remember
Issa.” This type of consecutive approach was also highly championed by
Sergei Eisenstein. He defines a true work of art as a “process of forming
images in the mind of the spectator” and differentiates it from a “lifeless
piece of work in which the spectator is presented with a depiction of the
results of a certain past creative process” by stressing that the generalized
image of the film must gradually arise and evolve as the film itself
progresses.

These ideas are presented in Eisenstein’s influential essay
“Montage 1938” (Eisenstein, Iskusstvo kino 37-49). Within a year after the
essay was published in the Soviet Union, its translation appeared in a
Japanese magazine Kinema Jumpaé (1 October 61-68, 21 October 29-30, 1
November 29-30). 6 In 1940, it was also published as a separate book
along with two other writings by Sergei Eisenstein translated a decade
earlier (Eisenstein, Eisenshutain eiga ron 62-150). Thus, already by the
fall of 1939, Kamei had access to Eisenstein’s important essay. Yet by the
time Eisenstein’s essay became available in Japanese (and by the time it
was first published in Russian), Kamei already produced Shanghai, Peking,
and Fighting Soldiers, which all practically employ theoretical principles
articulated by the Soviet filmmaker. Working in different countries
without any known personal interactions, two filmmakers reached a
remarkably analogous type and understanding of cinema.

The similarities evident between Kamei and Eisenstein can be
explained by referring to Kamei’s experience in the USSR and
Eisenstein’s strong fascination with Japanese culture. It is tempting to
suggest that Kamei’s films and Eisenstein’s theory correlate so well
because they share the same cultural background — a unique blend of ideas
generated both by Soviet avant-garde cinema and centuries-old Japanese
culture. Yet both of these concepts — “Soviet montage” and “traditional
Japanese culture” — are highly evasive ideas, and should not be tossed
around lightly. Instead of seeing Eisenstein’s passion for Japanese culture
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as the chief reason for the accessibility of his works and how easily
adaptable it became by Japanese filmmakers, it is also possible to perceive
it as an indication of a universality intrinsic to Eisenstein’s cinematic
theories and practices. The aesthetics of Kabuki theater, traditional
Japanese woodblock prints, painting, and calligraphy was a substantial, but
not the sole, source for Eisenstein’s theoretical reflections. His late
understanding of montage rests on a thorough investigation of art in all of
its diverse forms, and the bowing of Kamei’s works to this all-embracing
definition of montage indicates their contiguity with a truly universal
artistic tradition, which is much broader than the cinematic legacy of the
Soviet avant-garde.

Cinematic techniques developed by Soviet filmmakers in the
1920s and generally identified as the distinctive features of “Soviet
montage” were appropriated by Kamei for various objectives — sometimes
they worked in support of official policy, and sometimes as a means of
subverting it. This reveals the political flexibility of cinematic techniques
employed by the avant-garde Soviet filmmakers and shows Kamei as a
talented artist who mastered these techniques so thoroughly that he could
use them according to his own intentions. To see Kamei’s works as a
regeneration of “Soviet montage,” however, would clearly be an
overstatement. A strong link between Kamei’s name and the term
“montage” (montaju) repeatedly emphasized by film critics and scholars
was not established through a close, unbiased examination of Kamei’s
films, but was formed intuitively, based on general expectations forged out
of Kamei’s unconventional career path. Kamei’s alleged affinity with
everything “Soviet” including “Soviet montage” was rationalized not only
by his long-term visit to the USSR, but even more so by his postwar
reputation as a leftist filmmaker closely associated with the Japanese
Communist Party. The leading role played by Kamei during the Toho
strike (1946-1948), his participation in the independent film movement
(dokuritsu puro unds), as well as his postwar predilection for the aesthetics
of Socialist Realism contributed to his wartime documentaries being
largely perceived as a manifestation of principles associated with “Soviet
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montage”. This paper has shown, however, that these allegations are
unsubstantiated. If we insist on the use of the term “montage,” we must
also hold to the definition proposed by the late Sergei Eisenstein. Only
when understood broadly, as an a expressive technique meant to gradually
reveal and emphasize the artwork’s main imagistic theme, then are we able
to identify “montage” as the chief cinematic principle underlying Kamei’s
films.

1

24

Notes

In the early 1950s, Kamei was on the editorial board of a monthly film
magazine Soveto Eiga (Soviet Cinema, 1951-1954), he published a monograph
on Soviet cinema (Kamei, Hijikata) and his feature film, Woman Walking
Alone on the Earth (1953) became one of the first Japanese films widely
released in postwar USSR (Fedorova 192-233). | discuss Kamei’s role as a
cultural mediator between Japanese and Soviet/Russian cinema in more detail
in my doctoral dissertation (Fedorova 98-151), part of which was adapted for
this paper.

In a forward to a collection of essays written by Kamei the book’s editor and
Kamei’s close acquaintance Tanikawa Yoshio refers to Kamei as “a master of
montage” (montaju no tatsujin) (Tanikawa iii).

In his insightful work on the reception of montage theory in prewar Japan,
Iwamoto Kenji suggests that in Japan the terms “montage” and “montage
theory” are generally perceived to denote “film theory that arose in the 1920s
Soviet Union and reflected the ideas of Vertov, Kuleshov, Pudovking,
Eisenstein” (67).

As it is widely known, Eisenstein’s artistic career began in theater. Before
directing his debut work Strike (1924) his only experience with professional
filmmaking was when he assisted Esfir Shub in editing Fritz Lang’s Dr.
Mabuse the Gambler (1922) for Soviet audiences (Bordwell 7).

Nornes (186) also points to the similarities between Shub’s editing techniques
and Kamei’s postwar A Japanese Tragedy (1946).

In order for Eisenstein’s essay to be more “up-to-date,” its title was altered to
“Montage 1939.”
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WELZ DFCERE] &\ AT & 7 S HEODNTIEAD DN DIV DS,
IKOWPEGKED DI 0, WITIFARISITVVEC RS TH L, —F
RCHIENEBSORNIELES S, EIDBT5HLODTOREN, &
IVSEITHDIEDTEBWT, ZOHE, FENTHMTHRV, £

NEZAN, < e LTOMRINZ 212072, LWVSDRZ D
BOBEOHOEST=0Th %, (187 1940:62 : 15543 i)

FEOBEXNL, BENGER | THOMREEM &5 2 LT, — o
BIEOBRRLES X DF0D, 203, B &b LToM] {5252
LlZhoT=Bb LV, 220D, BUBOFCHWF OB KIEEE kDT
T, WZIZb0 THIOHEHESY | 242 5 o7 nd, Ll
RIG, FRETR E OGNS, TSR, Wb LW O S E5>TL
FOT, RELRLLIISINLLESTHD] (A 63) L. BHE5EARTE
IR OSEEHER L TN D,

ZOERZ, EERT e RICEIb > TOIEE S . ZORELO
KR TH DBERENRIE S EIN TV b E 2 L), FRHIFEELE
DT E2—ETHH [F7RHEE Z8YE - BB 212hi-> T, [H4
Z (NHHEDT) MERREICHIK 2 & A4 2 ORSHRIIES
HOHFCHYRE LEBT 2 Z 23, Bz b0FE—0fE) (1A 1986:211 :
PEREGIHFE) IZEAHEST e, 2L T, [HF2E LS —D2DFA Y
R TN Z LI E O TEDMD LD FE THIR ) 2R ES 9
EEx) (Al &no,

PFEOHE] 12BN T | WA ME I RRREIICHE Z &1L - T
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Wt T 6 % PERIBREO CHMRE LEBT 5 2 & 2228, IS FEFoig
R FICBT ARSI TEOIHDY Tho7- &9 rud, muEc Mk
DOIIFEOT] LESTLIERIBOCATNDZ L LEHITAIEAS, HiF
DYHNDF U A ClE, WDz Ot b L& ZAE IR &
KT, ZIE ZADERHRNNIRD &) UZFFOTipE, -
BRI ZEEREI & WS TE 7= (BB 1940:667), LosL7ais i,
PREEICER L, KRS L D BRI A A— 7" = 7 & LT,
% PN RER S OAFRAERR SITR Y . MO > — 3SR L D
oA MTHIZ HITn5,

FIEHOF OWAZBA LT, MUBERYELIRNC &, BRIRRMES 2 L1
HEE LI T ONTRY, M- bl Mok 2 Mot
LAV (B 1939:54) & L THEEESILCWL, IZh0) b b,
X, 20X REFEFRCE LN (L) & ikl LTol
Bl L LTRAEL, T LA HOED - BEREIR A 123
WTHBE O TETIZ L L 5 LA E DB LD, L LN G,
FEEOIER T, Bl 2 KB LGS, e LAKRIENT 2 FIFA S
DEWR MR LICE D @R & S 23z iz O
) MU LI2 2T, [CHEHEE) Oz THS Z8ilkolcb b
ZE9,

1. fResE & Btk
1. flsREsE

SEZ R BB T8H) HEED A L DI, Bal - Bl
T, W7k & UCRILZE T BT, FilZ0E, BEFmEka
B SN ENSFERE S T, RSN QD K 57 TR
VIR | ZFITETT. () D3H T AR OFAKMEO A T,
BRABIT 5 Wittf MO8 iR ) 23, =n T ¢ v 7 7eoR s LThr
PR LUV,

BARZIE, fE B mPEEEE S (1933 4FBIME) 1L, MEkffEns =
2O & ERESI, MELEEOBIE - Lo, FERIY OFELT
1372 < TG BENERT- ORI ~7-) (ER)112009:187)
LD, Ez, HEAEAKIEE S (1935 4ERRME) Ik, TARHIho A
RELT A = ANTERE R R m O L a— RER L) (REARTHR
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1936:625) 13 &, NKAEEL T, I, [FIREIICIE, Wb Lz
[SENIETEE| ol (X—R) BiEEL ., &Y - T
FOEPEHE L TROARE B> TNDOTHD (INE2014),

b HA A, TFEOHEL] O] BT AV v % B i~ C
BY., EZORBNET 2 ETHa< . HUREEE ORI L T
LT TIER, 72720, ORI, EFELO (] LT
TG L7273 B K I D3m0 (K13) 72 A LI ST,
FIZIE, 0L O DU DK TR Z B> TR LR IR 2 D%, B
DOHEAEBDICT 250 (X 4) b, BHN—rTiEd A0 FASIT
WD,

X 3 (02:52) [X] 4 (14.30)

ZOX WG AT D Z LI, L LIERAS, —fROBEOBLE
SIEDFA7ZT0 6] W) Kb, LA EBRALG LD (HEE
X EERL QR THD Lo IdEbns,

EEE, WELOBREHET D 5 BIC, WELDFE L SIZKAN T -7
VD, IR, MELTERE DA L e, RIS LN Cdh D, &NV
XThd, ALEETHS) (LEF1940:68) L. TDELSITHOWTTE
UL T\, DFY | RO RE LW o7
o VL, KRR U Cl< 2tk @SR 2548 oy MEEBE
Z8&9,

ZHZ AL EOIEEMAIT, BRCKEMZEL, =HEROREHE
IR D MR & L THRES Qe (CEPEET AR
M 1922), EOFPAETIL, SHIOEHRSFORR A RS 728, 1737 Ab

34 MRIERFZE 10 B (2015)



SALBRENZ 35U % e o (fERESE) & (BPiEER)

DOUELZI T3 U TRSIRACRERIAE M Tz, ©F 0 Mk
BIF5 @D 2EIULTAHEL L CBECRARIN T D TH D,

L, HEFERATN L, MTAZ —OKRIEENEICGHMI D K 972,
T CHINE, FRoDBEZ & BEORRZ A WLAFFOIFRAYZFIESE NG
MENEL, BoBE SR, 2 L CELVWHRNEZES G 727Em
LN EL COSIHRTHL H D, ITROFAET AT AL > TA
DT MED (D 1, BREOFEIZESG L, T 0% b etEofEE
HEHE - (REIRBULZA o G 0 IR LIRS AU CV o 72 (7NBF 1997:198-216)
VEEED DR FHURILE > T SV AAEBESI L, TRRTBADT=80
D GFER 1o, BHFOMEENGZGET 2EEMHE LTO @D
~NEER L, O GRS M - BRSNS Z LD, FEFO
W ~DFEER L, =T 4 T ALFESINVZHLDEND L0, Tel
HZD QEHEE) [T O TV EEZ BNDTEA9, Lnb, =
O FBOEEFL. ROEES AT AORIR ST, ikt 5 ER 1R
OIS B AT Q- LB H5NDDTH D,

2. BpfnR

B FERE, TRnEoWgc] OfRSZERI ., Hikl= B DK O ThE
W R a7 AN ETIKOOW - EFANSELN T, AkHDHHE
O TEpR) 25K 0, MEZOEL S Uiz H0) (5 1940:68)
L DORAEEIRL LT, &L TEROHF T, £ LAKATREZE
0 7RISR & FRET DML T HOE (K 5) <o, BEKTHENM L DIED
LKHEASH TS (26),

5 (15:30) 6 (15:46)

Cinema Studies no0.10 (2015) 35



NOE B =

ZOMOBENILD 1> RbIL, B OMA [EResziic®] o
iz D Tl gt O MR Dk OFBKL & LT,
WD EER ORRLT, BHOLZEIETOAXTLE > LR
L I35l 5,

FAMUC Y, MR TEDOE FHU > TREZ T DL HO%E (X
7) <o, MELOWRIF, 47205 4 A5 10 A £ T, k- bIida=ic
HBALRY, TP BHITENZEZ TN TN L CEL T ThD) &
W) T L m UEIEIC, BED R E T O VA D (X 8)
DU SN TG, 2Dk 912, EHHARITEE 720 | ED
EHREBICASZRNEND . WIE G i DU OBR N
BB O TR SN TND D TH D,

7 (16:57) 8 (21:26)

TR T G ofEBE LT &) LvwoFV o H X
LDFEHT-DREDHHIINLTEA D, AARENOIERILOH 72 53T
DT EEAOREHE A AL L Qo 72, o7 D7 REE KON
ENO H5) (29 DR R0/ 00, [ bkl IS FEL
TEREOHIZ BTV,

FIZIE, KIEDBHFNNT TR EREORERZRER & U TER L
7o EHRZEOYIIOES M) 13, FEIZ Iy EEER U Ol %
M &35 T OBHEWE T, B 7 BBCRE (1913 A7) IZH SHUT,
ZOVERIE, FEEFRUHINSR—L « =X L OTEDE T HIE
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fh & fe S, [ ORG24z & KNBZREE) L Rsl7r g L 12 Lo TC
ex =T ATHAT L2 GRO 1943:289 : 5514 & OFHi&321
7D TH D,

FEAELRERICHEE L CT7 7 > AR - # e T ol 2—%
¥ UMW EEERROR Y 22T Rl b= L 9, #aoBM-
Hid, B HOEMGERZE LT, Acfie M7 OBRSLE: 8
PR (==X FXL) OEBULLE () & LCHkdD LRIFET,
TR B OV RIRZE L2 B IRME L TV o2 TH D (L
1998:199-200).,

AL (R S @R ARH L0, FXITHE
%%kﬁﬁﬁﬂﬁﬁ@ﬁﬁ@%bé%(%ﬁ>Ltwﬁk%mzioo
T7ebb, FEX l@Kﬁka@ﬁﬂJ@ﬁ&%f HEBD 7Y
\74W~®F@u07m%)%%of A OLMETIT 2y BFARR)
%w:fftztiﬂw T 7 I M LIS S & ut@f IMAHIDy, L

MU, ZTOL D7D CGER) ZrlREE O LdTdid, fHEHIEE
FHY - HAYRIRZE L &0 D 0 b T L AEZFEEFRITEIET S0 E%
SR LIC K > TTHH 72 BEZFHDTH D,

3. BRI MBFHIRZEL

INBHETLIG OB E (=88ik) (2Inz., FRT H kgLl
DOFFER T OB L~ T, T8Ok M5 OAEEINEROSE
FRICHEL TV, R FROBIIERICIT 2 B b OAEER, 22
\ZAEE D ANA DMFEMD, HUF=481) ORLIL LT GER) ST
WL e D, O GEA) ITRE LR KT L2 b On, HIHE
FEIEETHEIE MR THY . ZORMEAZEI & U CoEIZH
ST2bDOO—ON [l Thdh-o7mEFZ2 L9,

W B T, SRE, SFHOxgE U QIS LIV »T- G
1) R, FZTELTRERO B EAEOFITEEIREZ R L7-muc
BT, HEDHBITIMET D, LOSLRNS, 1) 2Ar2ed 2K
OFIRE, BROATFEZOHDIIT2L, Z0EFEELTERADR
TRAIRHEA LT 2 Lo o7 (fili% 1998:112-134), MIH A& OH4 7
SEAE UL, BT B EEMEL L D & Lo TS HiTElD
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HOEMTEL L D & LTURTEDTHOT-, 20D [BiobD] LiFHiTh

HONEE AL, AARANDERE, BRI ZORED—ME L TOEEDR

JECH-7=) WM 1980:67 : 1555 H#E).

s M) (TSI BRI AARA7aRE Uik, EFEANOSUL
HIZERtEE OB W HEAR) - BEERZRFEEZEIR L, (BAD

2 (ER ZAhE AT AR 572> 7= (B 2002:41-57)
Z L C, MFnEotit] O - FIss=niaottt s Mh) ot
RS, 2O (T L WM 2 GBR) Lok, Fx1<
B 7R LTSS DR EE AL D, Ls BRI 20
P72 TELDFRTON gl Z-Rifio 3, T3 k)] &5 B A 6 - T
F7pbb TERAE /8% U NERERE /B = 8 AVE /| £ LT,
D GER) AT LI L, #SOBMI- Bl (i) OREIRZ.,
fERE LT, ERELTO @) L0 THD,

LIS D OO, ZOME [FIEOWEL) (e UL, TiuE & LT
BEEDS B RN, FRERMCR - TR | Ve SEaE 7 B T B~
TR ORF 194158) & Dt S, Z DR L[RIRIZ /e STV
Too DED, XVEFEFROE ST ELTO W) ZHi< 2R
KDOENTHWDOTHD, £ LT, BEOMEHEOML-HIX, K
THERAFOFPE L EHIZ, TRTOLOEZDOHT, ZORIZ, K&
ZORICE S PO ThD] (NI 1942:16) fHEE LT, BEHL 1

DHENTWLLRIZ, EREERT D THE ST Z &ilkd,
itL Z. ﬁuﬁ@(’ﬂ}ﬁj ERI-FHORIL, W, BEERTHLZ

ClThnz., TRER i A (R 1943:15) DOfFEE LT, 0@ 5
D ZAEET 2H BHTE QU

R, IR, M OBEET DUFRED I VAT T A bIda — KRR
FhE SN, TAUTERS O ST ICRDIFEH 72 25 Y
BTHHY, TOEENER & LTIk Bz (B 1983:146-
160), SEIZiE, RAHEEAOBIGIC - T, L RE A T 5

MEOLE ) G REIAR 1943:15) & LTHEEINTWPL Z &1
2%, ZOX D IRRERHITIBNT, IR 2 BRI i eiRzE Ui
HEF RSN, @ik 13 EFRO-DICE% T B9 bk ~

LEWRETAAZ DNTCLE D Z LR DD TH D,
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Fabb, IO L oSS KL 9 &9 52k M#< 4«
O (T 2N, BRI FIRZELICE T ) &
UK By, EFITENE B SORBRO FICEE L, ZO5 @kt Lk
XL TOT-DDOERE TG LT Z L1272 D, T OFER, [FEOWEL ]
X SCHEHERS [FREE SUEIRE LW EEE G2 bivd LI, Ax
DAEIEOT-DICPIREESE Ugi S Dk, EFREO Wk ~E250%
BT D L7 D,

BHyiz

CNFETRTE @Y | [FEol] \cd (o) 1%, Rk 18y
H7eiE LA B L C, < 2RO TIEL S, @SS ez,
ZLT @MW ITRN-m Y F v 7 ket L WO EEZIEI S
TWe, Lk, 20X 57 (i) 1, B M2 2EEZ 5%
IREMARRT A TT B, ZEBRRE M) 26 THIEr <AL
JIICEHET, FHUTHK —HEO GELqm) T, [0 @D
o @R A7z (LT, RRSHERORSE S AIS B ClIss
7)) () & UTEMT O T DTHD,

bo b, SBUEOWLT- oM B 20 BRI, 20 L 57
TG LI, EEEROIRL, ERORD, HBEARE,
v b, & L CL IR OBDE IS O BEEDE =WiE¥E b & TFnRo
L] D HIFEEREN D L7 TS, LU S, IRV T,
TR A IS GEPE~OBEEEN L S BOERES EOFAUZ N T,
Bl sl OF, 2»oTo fhiE) L LTo (k) 2L
(F32) L LTH EESNTWS, 2FE0, (i) 13RS fBGEh
7o W L S OFICE AT G, BOGIEE BIETESR
DERGEATEINL D ELTNDHDOTHD,

&

1 BilziE, 2009 4R, THEROEMERTBDLH L, EoBDEF v o ~— AR A
ST RO L O EEA RSO (o) & UCERA L, ZO5HET,
T T 2T FEE - AW DGR [ O] O—4E G 2012:132)
T, 1963 FRE SIVAERTH D, LnLanh, ZOFHEE, 7~Fa
T H AT AT O R SR OAIVEEEREL [FIRR, WEc T v &
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LT LT 3ECH Y | R L LCofikd (st %810 Hisiz
TR EIFEVER Y, BITIT, 20044, USHAVSRIE D IEIR) &) Gl
b A3, =FHR & AR TIRERE S HEE Sh, BICi, [EhE
BRFSUUERE (2 2) SRSUUERE (BUF, HSEE) ~0Bskb i
ENTWD, BIE, WK E W OIFET, HgEr o L LT, OB
ko255 (INE 2015),

2 ZOXRNITTT7 4L LTO W) 1B TR M 224 MUTEL
727 2L N BTN, 2007 4505 2015 4E00 9 AERIIC IS AL RWES N TRY |
RiGr~2aL ) ORYEASL (WL FE-IZ 9 A) ZIIDMNTEELQOND, £
7o. BiER~AL O Nk V) —X] b () DVD k&, HIRES T
7 ADRERTRECH D, ks, RV 757 4 L) SEOERL. T0
IR E D ORISR H 508, AGhCTlE, SO TE% Tl
e, O TEE \ER LT, TRV 757 4 & [T RCHiE s
Wt ORI 1996:14) BARE U ThrEf T 5 2 & &35,

3 WEROFGUEET BT LT, Bl 20 oMt A7+ 77 (RRZ [
vaF e AT TT 47 ) \ZENE @) (BT ARA R s an=7
JVOHT CINEE 2000) R0, M AR GAR L LT GEORERT (GG 2009) |
HDHNE, TR E T o VAL LT, MR OB RO
EOHT @HA 2008) 7R ENRTFHND, Fo, THHOWFRIIL, WL
BN E WO BRI R 6N D OO, F XZEORAN DKL
Zim U5 Z LISk R RS . @Dt (BT DA (RA
2012) Z@ L RS TIN5,

4 Witk 2 A MV DWIFEEE LifEnE LT, MRkl &b
MUl QAS), AT BB U —X @A), FIREES @A), F4—
HoO [EEE B GA), By 7 g @A), AiEr~<rRL) O, £
ofth 7A) DFF 32 AERH AT HIVTND,

5 [FEOWEL] WS TERMICEL TL, EERIDRED  EOTHEER D DI
Tholzhy, NEOMMAE] fER - AREERIKOER 125, S5 2 L3
iz, T ZITEGOE AR IECEL,

6 [SYbmE) DEFE < Dikx RS IECEZIC X D] - BESEL. £0
KGR E IR B T L T Thn T e, Z20h, UMY [E3lc k2
RN OMEY) (B 20015) ThHY ., ZOEFRIMEWE FHREZTDHAT
L QW5 EDFERN®H D, LS5, AT, TOERAMRIARIC
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L. FEEDMELDY DUUBE] LFRE SN E o T ZORREZTY
WHZLds,

7 ZoWH A e 1, AIRARECEE AL 50 S v SE TSI - e
WL DA A B> T RIS LD (i) H At 1941:65-66), £7-, [FfFEMG
DEZE - FFHEER A AR~ D K D12, IROIIIED 0 1T U3 s~
HIVTRRITIR DA W Tl iz OB EZ T >oh, HTH & T2
%< DAx OHFOENIHENZ LTS NADTFNEOANET- LD IZiE v &, 2
TEED R FLUTRY OMEE L Xy A T EREFO T (4T 1941.76)
B CTH T,

8 [MEle—~<HUE) (1937) IZBLTid, BBk Mg 7 —nh 17 o
FEZT, TS 2 LAk, 22 A7 uY=s b RO K
\REORAFRSETIEL,

FIFRY A b

T M~ B/, MWD HDBEM—FRIL ) 757 ¢ ORERHAT], Fo4t,
1996 4,

WA Bt WEAEEE) [TV e /2 7]) 1943429 H 8 A5, 14-15,

MR [ AAREO LR —— V= —Eiih OS5, FUEERE, 1998
1,

FHENE THIFHEE & SUbF 3 a U XAl s, 2002 48,

AR MELORHE: — Aty TEE (IREGTHO ). ek, 2012 45,

LEPRR= (NS G < o— TRnEofiic] S84 ES ) . [ B AW 1940 4711 A
. 62-69,

— ITFoEonEtz] #ik) . T3UEMeBERIE] 1940 45 12 A 5., 664-668,

WIS R oT—SER B AR A 3Ty | [k ] 1942 428 A5~ 9-16,

W] F AL Thlar S (Y Esl) 1941 452 A5~ 65-66,

NBFFER [ EER) MR —— AR 220 T2 > X))~ Gkt 1997
1,

PRHEEE TB< ZetEosot], HEEER. 1943 45,

HIHIE REDS =D\ TEND —— BAMELGESNG | IR (22 v
2T VT ORGEHER] BIIEE, 20094, 114-141,

SR AR ARAE], SR~ 1976 4,

AR (S UBEEAR) . [HAWE] 1941 427 A5, 56-58,
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AT DHEE AR aat], AEAT, 1936 47,

INEHE= WEkDFSE — [T a - D305 74 v 7 ICRAA ) =%
U R @D OMERR) . THANSE] 55394, 2009 47, 119-139,

— [ELERTD (i) —— BIEEICES (EL) ORSRZEE, TdnlE
HERFARTEERE] 5510 %, 2014 4F, 619,

— M oBDEMEAE K DREE —— TIEREEICRT 2 @D ©
H=HIN D], THREARTHES] 5 38R, 201547, 25-35,

AN e THASE] 1940 427 A5, 217-239,

$AREGEL ML DA MROFRRE L B —— ez [ e iEk] »Hi5b
FEEEO M) & Dl TEABME] 4384, 2008 45, 1351,

KAEAMEE ROz (%) 1. [TAAE] 1941 /74 AREIE, 76,

AL [P A& D AetaE it . TEBRSEHHA] 1939 4710 A 20 H5-
54-56,

Fli—RE [ A ABEWEGEL], Wit 1979 4R,

Ffiho X [Mizi=HolZE —— FAE - B EEREEOTe b b, BifE 55,
1983 4F,

JA# (LA - Faw) [V I7 4 T~OREE —— HifE - 2ok - ), #Htth,
1999 4,

BB O Dl 23 —— I /A8 Ml . [=ERs]
124, 2012 4F, 15-39,

THREARER GEEREE O, 7V 4] 193844 A5, 54-65,

HEEERSE T EE SR A~ORES —— BAROUEAENER] 2 ., AL, 1998 4F,

FRIEER TAE S, [SCeuii] 1941452 A5, 75-76,

WAEE TAAT 2 L4 ) 7HgEREEE [a /] 28l SRR, 1986 4F,

EIw] HERTHS ST 30T 2 A A — R THIE A [AIpE
2 (1933) DI —AAHT 1 ], [MEBERIFIE] 55 31 5~ 2009 4F, 183-196,

S TFHIE LCoNiawist=] HISOMYR 2 DB 4 DD 7 = — X |
R — - AR T L SISk E & HIceo T B —— Hugiig
T—AA T O L FK], FIGE, 2013 4F, 26-76,

AT U928 —— BEFD 10 452U A S B0 S 30T, Ty
] 5566 5, 20014, 522,

— TIEFD 10 AFRICET 23U bl & R —— HEAEROEH L ERO
Al A8 TH=yasl 554345, 2002 47, 4157,
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SEFESTE R [ BN, —EIRE AR, 1922 4R,
AROZE [ R 65T, 194345,

MIFHELS T[EsE & B . DEAMIBBIEAE] 95245, SUEER, 1980 4R,
M iz AR (R85) ), [EEE] 1941 424 775, 159,
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VERLTOREERREZHHT
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1956 44 H 17 H, [Y=02E] AR S, R TOlAR%E b &
(2, RIHOFERTHOIR TENPER LA —A KT~ ThD, ZOM
X, ¥ 10 FFHORESORTET, fF (EAET) CHEAET 20
FROTAL « HE— (AFE) 216 OE % [T 235 B IEE 5,
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fifi - B AFET) LEFEICENEEMESED D, 7208, XA
ORGSR S B> TR Y, AETIIZR MRV IZRD 2
EERER QWD FEI3BUR - IR CRIFRY) &30 L
PUHRBTEE LN ZRE 2 BT 2 TR N ) OfkEZ 6 L, HEZRIT.
LUy s, B2 AR BRI T 72 DICE LR 250
BIELIpoT . A EFEIRED) AR L, PR TR ILE
T5, O HEEARN] 13E Z~GE | RIIRRORR DL & 7
0. BAKTHRHRE~S S L T LE -7, BL WAL EDORIRLEER
OIBHTARNEBIE 723 6 20 I DVE— I HEFO AT % o8
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PR SE A2 A TEY . L 2A L ZAICBIEDRE - JEEIIK
TEHD, SIS, WREOIEIE 7T v a3y 7 TR DWRE
FERENN, BA RHUT D AN U TBIZ RIS S8 Hilhe s 57
F7RE, BNARLTHD, UL L s, BEHEESE « SRS [A
THEAOMR] © IFCHII B D0, MCbELTICARTLES
TSR H D) L L, [FRTE] % TRTFO FEEFEAT 57200 OFF
shENLERHT T2 (167), RS LN K FOVESAIZEZRT 241
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ORIEE TEICHI Z LIZHEAL TWA EIIZRZDDM] L) bo
Thb, EFHIMEVFET, m—L NI ThS [FRTE] I2B1T5
ARKFDY 4 TipEit EHFRGEET 5, Tiulk>T, #H&ick-
TERE SN B2 Il d™ 5 HLO RWEERIBIRM D FIVE
IZBW B LS D EREONTTH 2 L 2 BT,
IREATFHERDOFEZH A—L R T < TBME TR AR s L
MBS ¥ VT D, b KT~ D% BNE ORISR~
OEREZHIC Z &7 ay hoOHLbE LTEY, BMETFOMSHEAN
WRIAFET D, ZOMAAT, 2 20Dl D NoFG7e L e HE
B4 5 1 ChH AN RZ D, LinL—FTC, VIRnFasdeid s Tk
LWEZ a7 VT 1) SV BEINEEETEROREICH Y, 28
TR SN D REMEIR2DOTH D, LENREVD, ARG E -
THEERIES L 25720, IELWEZ 2T VT 1] OBEITHT 5,
VAN L 2 BERIE T2 LU RSB I 3%,

BHED VAT /T AWGERLY 4 7B, ITROMERY725
METREMHAL LD &35, DFEV NELWY 8BRS TRES
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VIR

7o) TR o S R RRFA 0 LT, BRI LY Cals el ) &
T A DD, Loy UHIRL M0 TR OF % 703 b DI,
372 UCEMEE: RS ChHA D0y b L RS R &
ARAHFEODDNTURD [~T 1] 27 VAL ZHLEDTNHD
72BiE, BELE LGRSO HAFE Lo WD OiL, Bis:
—r LN LY, oD TELWEZ 2T VT 1] OBl
TIIRNEA D, ENERME R IR T, FMEELZE Xt
SEEEDHZ LR, FEEICRT ARG A ) 2 o TRA R S
YR A SYARVIE

ELWkeZ v aT U7 g ik KRB RHEE LT,
B TATE=— 5 TV DRER A FAPET D5 ENOE Y v 2T
VT4 Thd, IELWEZ 27 U5 ) 1% WREAREAPE) 2 H
BELTHNDZIZ, BOKET DI « B E2VEDFMETH
Mg LD 7> 27 V7 4 R LT 2, L7chi>T TEL
W MTAE, BRSO, DV B TEAOSN= RO L SR
DEDRTIUTZR DT, LIS OMATAITRICH Y . BEicH
0. ETHIC, TR L E ARSI, R RFEAPEZ I 272700 -
B2 v 7T & 28 bEN-RKs Ch->TH—F
SERTLERETS L I &G, (FHE) L7ehio TUIRDZ L7ahih,
NE=REEOEL L ERLS FRIEOE 7 27 VT 213, Bl
& L CHEbRE S, (37-38)

EEAREFTSITBNT ELWEZ a7 VT ) 13+
DIZODLEE LT B2k L, e CHEI AR QDRSO AERE
ZHEETHECH D, ZOBENT EAORX=ADFA LS £ LT
SAG AR E W O FRA L3 LT R REARPE ] A wlRE & 7 D SRS
FRICEH D H L R T DME 2 5E< . HRIT R D 2D &5 7okt
LT, PaT 4R AT —=3FB L W) BRI e 7 2030000
VIR 72 FRARRE &0 5 IES OFIFEIZ L - ORI TE 720y L fbH]
LTCW% (B2), [ARfC, RIHFARE) OFMFET-TZ LR T 7
WET-BIIINESND D72, Afmld, 2O NELWE 7 =27 VT 1)
&L FIUT L > THIE L S5 BMEEFEZRD R — L4 R T~ &0 ) P
DL 7o TND ERE L, EARIPET DM (7« 73 A)
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[ACTE] (1956) IZBIT DARTEN DT 4 T Infikik

LT 4 7 NHBHROBE UIZ DWW TR 5,

FP ABYRROHREN R SR A R S L AR TIBYE]C
BB BEFRERNERSROFON2Eam 0% & 70 s TRERE] & 9%
JE] OEETe D, < B _JICIE, FFiTHRY HF 25 T
RN, LB - IREOMICER S AR S E—D 7 4 7 %A
DRBIZONTHNTT D, FH=HTClE, P& AL E—IEA TR
L, il s B B OxftbE LB LT [ARTE] IR RO
BCOWTHIRRTT 5, LLEESE X, AU B AMERIZE 23 T
WEFPEBD RN 4T V—F 4 L T DRBD—D L LT, KFDY 4
T IR EHER L., B—2b RT~DIRED FTREINDVE-HLOE
BOBEZREZILNTT D,

. =aF 4 XLhDFES

1956 =4 H 19 H O [ B FHH] 4 Fi#k Elcisnc, [0 1L o
R0 LWHREERCHEHU) A BEE | 5 2 L2 cE 5 [RLVER
W L LTHY BFen: 2, ZZTERSNDELEN, HE—-LJF
HOKIE T D Z LIFHHE VeV, JES CHRAIRT o —% R NZ <
LIFEHOEL SR, DRSS LIRS0 [FER Nl # AT
—FHH LN =13, ZADHFRICE o THODIFHERRAIK T
D LERTEZARUBZTND,

R WERER] 1280 C, B OADVIME - Lo EFRO—
—WiE RFEICHEE L Q0D & LT, m<RHT 2, iz, Ko
DININTAE & DB SIZFPEEAIEIRO FTREMEZ 5-2 TV D 2NZHEE L,
WDEHTE D,

HOOEEOHL SN L2 LEDIZRIZLT, BikizEhzs =<
DR e, BREOLDITMEN TOFAED LI, ZAD
ERBHODREND EEAVVRN G BOEDEMEFED & X,
ATEEIT RO o F X LEH S Y5, 61)

WERLD Tma T X a8 CAF, #RORSE5 AT 55585 T
[taT 4L XA LEEET D) LIEE IV oT=b DDy, DD
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VIR

ORI DTZ T ¢ VA LHEE LSV TOD &V D FEfAS 1956 4ERE
SUCR SIVCQWEEEM R IIER T 2, 7870 s, IMET- LOBIRM:
WBET 0T 4 VAMMINEYTHZ Lid, KK L > TERSH
5 NOTEINZFMEERfIRE 5.2 5 Z L B RIREIZT 2 b Th B,

BHERITORRIZEIT a7 ¢ X AOBHIL, [havid Lol

(1946) | [HfEoDfEk] (1951), [ EE] (1955) ., ARG &3 ] (1956) .
MERR] 1959) LWV R FERICH BRSNS, &bl [
FR) L TE AL, AENEEE TR XY —HIDTA « 7 4V
) ENESTTCURE (226), AFIZED 7 « THRET 7 2 N & LCH
AWERFSTE OB A D TE 72 (B 2004, KT 2011; %%  2012),
ZOHIT, AT V= AR S5 BER-EOagE [E<RED A 9 T
—ANOBMUENL S H>— ADBMIZRIT 65 (& XITEREN) IBEL
DR [FIMEHIRE NGNS 025 Th 5,

RS 2 175 A « 740 ELGaLDNAEHIZE ) —odb
Do WAB = U DBEOREHRE TH D, [OHEELai] oM
JNE=, T2l (1948) O/ INREERER, [AaEDON] (1961) OfftiER2 L
AR TVESRIITREDORA B2 5 r@ﬁto“t(ﬁ?*%ffé P RHBEIZRS
T L TROBE|ZEAT T2 LW DA AR, NSO U Dk
FTREAELIZHIZbIZE > TURE Elafoc/@ IEEMHEOFHMETH Y |
2T 7 VADGIETH D, & VDTN ENSRER E INDER
DR, MEFRE BT BYEDMAE$ 2 BrRrde s 2 5 Ol
ERORT D, Fin, BN B A TR S 2 s, [RRkAE SR (1
EIT) 1R L CAIELL EORMEZ I T D L9 ICRx Hab s, o
F0 MELWEZ 22T VT 1] 1 DOBRBLAMEZM rlt b S -
HOE LT, BEORAHRRIFI SN TE, 29 LTEEEOHIK
BB LONME 7 4 7R AIL, RIAXREY = v U EHMNTRZ
% TBELOR) (ZFEMERRIRORE RN 55 L 72D,

MERRE] 1ISHAEFROTE Y — Ra b LI, 1959 FEDOEHFHAT
Bol- O EEHOREHNTWS, 50— (1852-
22:23) I, AR L RIREC R EREE L L COAER CE 200 L
BASNTEY, #LOBRETIH FTHHREY—T v VR DL L
TSN QD AR E TR LIS AER O 16, 17 o/ 4E
TEHbOMAEET =725 LT, REERE WY RFEOe— U T 4

48 BREAFZE 10 5 (2015)



[ACTE] (1956) IZBIT DARTEN DT 4 T Infikik

NAEFEEIDOFEBORE Y — v U T 1 2T 5 5E 5=+,
E, BFRIZOLORITE Z 2 HREAROTRO BT, REY— v
T A DA AT 7 X VIRRE LT R DR D 2 L1705,
BRHEVE, [HEERR] ICRBOTEHMIOER SN H oD 2%
[RE V=¥V THLREEZ XL THRV, HANDTIREY— %
NEBREEZ v EBEND LI R<FELET>OTrA] LLT,
[RETOT 4 XL EEFRLT- (2004a: 105), JEEMIZ X5 EFRE 1
ML, BERRET MERS] OB (5:05-6:22) 1Z8WTEEE E 2
DA SNDIETDUNT, YA L B KD NH-ESilT DR 5E
T (BMAROTRR) <0, IRV B R &0 - IROBHS 2 Al A RE R
WEETE, TOMARIREROERIIRE VY LR~ T1% (200),
JREF & AR C L » T MEERS R 2 BRI o R &R,
B L UM REFEN R ST Z & 1d, BERIC X AT
<. MUEPEEDZRECBIRDOZAPIRIENZIST 57 4 T R ADRGUZE-
TN E D ECEHETH D, HRH® X FERMER OfILRIA)
HIBT D EWIE L TN, 7 4 T R AT 5N IFERMEE OB
BDIHNATHEEN TS DI TIIR, JBFED7 4 73R AlL, Bk L7z
NBGED X D IR AT U—7 | EaEss, BEn~ o 254
FESHDES - BaoH 0 7, BlEDO® 7 a7 V7 4, LU TEIEA
B OB L > TRES D, T, [F0E] o450
FREIED LIRS NDDTEA D,

FEHIT A0 2E] 1ob DMERIEO= R Rd5 EHEHL TS
(2004a:104), LU, [EEB] s LB (BDHVWIEhoBIER L)
DOBIEHNOREDNDHRETOT VA LDOER L T D L [F=°
FE] O LO SRR I TIRERITH Y . TORE L~V
BT MEER] LRV OMREEEIRET 2 Z L ITR#TH 5,
e B OBEENEL, AFUCHED 7o BIE, NFEE A TR /25—

FAIC, HSET, IO NLLTATH LYY REBICEES (212),
FEM OB EAVIMERIEOBURIE =0 R &3 A6AT e = & Rl AfER
DOATHEMEZE L DITHF LT, AR 5 ORISR A PEERIEIE O1FE L
TRWAE & UTHRRR L T D, FIRCT DR OIA & 5 ZOFFREIR,
TEY FOIEOFER /2O B AN, T BA T, M HOE
BB o — RAFAGATe Z & T, 1% D ORMRME A A &
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VIR

WD RIS, R g ADRREMATE LT-DTIINW A H
AN

[ARRTE] DM AR DAL AT MMEHI T CRYES N, FREHE<
HR—LRTvEWN) Ux I UIET DU L, FiEORHE -5 [TELuvE
72T VT 4] DHEMET D NFRHRMEZ AR < 2 L ITREECSH
Do 1208, BRI EFZRERZWREOVSAE L3 b b, BIERL
DT AD/ T L) B O 2 BHERIZEFPNI R TERBLL &
2 & LIZARTORIAE, 3 Clairh ((FEDe< #8] [1943), A& Th D%
NJ[1943)) 7203 70 < (GREHIR OFES [FBAEE L ], [k [1948],
P s Amipr | ] [1949], [AE] [1951], [HEOFEk]) I HF80 B
% (& 2004b; A0 1999), F7-, HEEHIFIIA FOMERIZIRS T,
<3/ IEHEAE O TREDOM] 123 T L AT LRI 234794 %
RE. BN BB TELWE 7227 VT ¢/ BEE
FZEYFT DR IZBNT, —RERZR OB O KRG IR DB T
REINT=ZOTHD, m—2RTHLZOFBLTITAN,

DFD, R—LRTZENI TN IUL, T4 TIRNIRPERIZE -
T B D OBYEEAIX & U CHRE T DIl 2 FFo, 7-& %
IR & I THRAL O % K 2 T/ N~ BRES R DR — 5 R T~ 228K
WZBWTH, FHiHE U DA FICPET 57 4 TR ABER ST D
T B A ABEPESEIC & > T KU v L Th DA — L R T~ (TR
FEAHANIAI L LSS, [IELWEZ 227 U T 1 | DOl 5
NURCEGN R AFAETE DV v LV D ThH D,

. R, SRR, RER 73R

AEICIE [P0 E] (2B 2R FOBHFRZER LT, K F3n
DN U TR HOTEE A BUEIZEFINICEE E BT, S I3k 5 0%
Ma T 4Tt LTEAL QWA ERGET 5, BRI, 74
TRARLAT 25EE L LT, DFEHORMICE Z 25, A,
INRENS e gl I RN

£ 2 OBE O EE 7 INE BTl D PR ORE 2 G5, B
SHORFRIE D IMERTD 7 T v 3 a Xy 7 ~EBITTHARE LT, N
IREEIIHAVBID, ZOMARSIIRE D TH 7B TWO-ohd8HTH
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[ACTE] (1956) IZBIT DARTEN DT 4 T Infikik

B H R 2BE] LS THEATELIZbOTH D, BT+
O CIEA T L E ST D FE T E BRI R -T2 2 L1370,
RO DFEE BN TLSK, IR I D Z LB RC0D, L
D UHE—OEED D ENVET AR A Z 5 & DT RA 0, Z0R
DYOPEATY FITIe D LR T ESTND TRRER N (FHfC T
PUFImA AR 0OL) w5 L, PUREHE LR A<, PE—2 O
BEEADTHT BT DATAMR DR CTH D, ADBRHIOEES
— BT SOKIEIILIH DFD 7 4 T3 AREHT D,

R OIE— (12:36-13:45) C., FE—IFRHIZH P OLARTIOHE
EIEANFORDFEET D, 22 THEAREA N FOLE A
LIRS, PE—DPIRBEDEA TV AELE S 3 » FABRED)DHR S
TWB7, TR B TH D Z L 1E, P EiiiE T2 7 U
—NBHEREIND ETONLIR, 72082 2 TR, £5T1956
L RFOEIBIE OGS 2 I 200 X 512, TR EWo
ALY = = FEODIT T, ZONIDY D2y Thhb
EHENG 2, 727D, (A FRATITIC LD DB THD, JRHEOHE
BNZIE, BYERARZER %, P ESRNIZER 24H 5 & D FEREHIND 72
PERRE Y EOREEI VRSN TRY | Z0OY = —Hgin b=
PEIIIRAIZFEREY Vo &0 9 FEaansEhvi Qb 072,

£, BEATROLINRR THDHZ LI, ZOMETE ELV R
aT VT 4] DORIT ML DT 4 TR AL 2D, i+ BTG
AN o2 Ambad D351 (43:18-44:30) T, #E—I13RHT BRAD AN E BI%
SAMILEBESTEAY | E:;as, THERHT [THALL, HRD
BIFESARATEHET DAV BAS, bRz LizZ sk
bl BT, ZZTRAVRETADME, AT ROLD I HIT
WA Itk (FR) DR EHERFT 57200 kIR 0%
HAR-ERRWARENE, SF D TIELVWkZ 22T VT 1] D2HOMM
ThD, 747 FAEIE LTI U TR ATE— O & 5
u\#—ﬁﬁﬁ%bé747*xkﬁﬁbfwéo

ZORPES— ATV TIRIZHER &1L, #5e9 5 5 Motk L
ay bk, PELRBERAT- TV g v hOPTTR I HHERET
bbb, ZO—2OEHE, T CIFETFUDNEFELFSTRY, W
FIINAZEEN U ClEA CWOERE H/M OO D IR T DB ELA
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VIR

A&, GIVIK LY 3y hOERO%R, BATN_NETNvay

M CHEZETHE, CAOFITITELEHFENRE LI TND Z &N D,
TNOEFENMEDVIZELUEDD & RIITE RO —AREATITRD,
OB TN TR T, W ORREATE—DOAR S > MIFL
AT, THE, HE-BESRLN BRI U XD IIRAORAR 7~ MZZ oD
EAARUIARIET, T L TREL7ZL 91, ZADEmEZ\L & 20
—UFED A,

16 5% DN 5 Z D X9 7ol 2 BT 2 00, AR
Z DIEHOEERYE KON TIIND DD, BRI IR IZE - T
UVVRUY (208), PE TR A B ROELD Z E DRI > TIEND A3, Bk
BEZ LB U AR BB ST 7 a—F95 Z Ly,
ZORD VI Z OBEPEET 201, _Eibo L 5 A MERTO Uil
BNTHD, ST, BIELY BIFH L RO 25 L
D77, MEVJFEEE, RV IZRDEAIOWTEED Z LN TEX HME—0
TR0,

AR TEEWEDEIZHT=0 . MDA —27 ) —] 276 S [0
TE] BN SUTRO X H a2 " EFEL TS,

B NADZREIED M LTIE L ZELWFEROES, HIhihk
W BOR, fEfE VI D B LWBLEITEHE AT, 0 TRA
ANERE LTI &), BEL VIR D72 < &b — BRI TREER
OfEERE L QD EBWETR, 29V b O T, L
DFEBRBIRROFAITN U THIMI IR A RS, k7R, SRE7R,
T L TWx & LTARREED oo TnET, (6)

BRIZAGOFEERRROBBRE RS LADED Z L 2R L, ME-H0
HEMG L ACRALSEDL Z EDRRTOAXBAE TH-T, LoL,
TAUTBU THORERG & U CEDNIIMN A =Tl E 7R, AR
HORRMD B < £ TRIFITRA TS, ISR ME D DA [FIM:
BRI 2 LT & B0 . RTOMEMIZITY 4 TR A LI T 52—
ROE S TND,

Z ZCHERDOBFELZ DN T LV FEICOT 5 2 & T, D HOH
FRMEITRR Y IAFE N T2 — P%%/‘;Lfﬁfib Y, FRRED S — o TMET= B
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&R E] (1956) ICBIT DR TEND Y 4 7 et

FAFF o QBRI Z DRI DT AT Th D EHEHI T b, FAF
OIESEET ThlZLOT_RCTEHITET Thd KHE 317), 0

SEDO LB, CNIFNFN > T ARKDF ZF 2B HO DO
B hdFLiATs, JRY » MORENIZF AFEESICT— h=T
SEAR SW D, Hiohb T AOMERNENOETERTE 9 E AT
FETNID D X 5 B & 2o TV ADIL, R TH-T- L 13EZ I
VY ZOR D IREIICZE, [FRTENZHBIT AR TOY 1 7 7208 dD
BEE A RDZ ENTE D,

KFDT 4 T2 MEE 1T, G L O MNTBIEN A L TN D7 o
T ARAEEE L, BEEERRE A O CREZE NI B W TR A 5
25D ThD, MMERS] OABRRE, —HHOAEIE IHE L Vo
TR MRS, NKHHECH > TEHE AT 57 L, Fnxidk
MHERZIAE UT-BYE, Bis, BYTAM T (B 206), 7275, K
TEBHEREORECARROZHUZ, TELWEZ 22T VT 1| Inbift
RL7eARTTnT 4 VA LE T 4T3 AL LTERHESED Z LIkl
7o MR DU RET v« A BUEITE, 5D\ NEY 7 BUERFTED
PN BER SIS & &, AMECH OIS RE Y — v VIR BEOK
BRI BIERIMEEAOBREED SR S Gsim SN D OISR ThH 5, [FIFF
(20 1959 AEHESICRBWTH 2 9 LizZ 4 7R ADS [FERMEEE OffiRdt
[ 7200 C7e < BMEEE OMEFILREIRC I AU T RTREME
FLEBETRETHD, TO—BhE o700, BREORABZENE
T ORER= YL SN IR 4 TR ATH-T,

FARTED 12T, A FEN I IESA S CIERBCE 20
HR—DOFVIRFE—F AT, FEICNET D7 4 TR AERET 5,
ROGFFINIEL 7o o714, WK EITREIE > TEATRD L) LiE
—INRZE LR SR AT & AT ey 2 > Db L, HE-FEEE T
DO ETEHEFREMDO X A AN CEETHHIMEASIND, #51E Tl
EaRW D2, TRl CRlb k), MRS, TNER<BLH K]
D, [Eo7KRE7, HARLIES AT HD) L& o7
MOE IR, H—b [R072, EBRR LA LIREL, &2
T, VU A —mOBND AR DIE, 200 L0k, BRI
BV B BB OMEEL & ZHBEEA SR LD LS flizauy, Lo
L. AFSUZE > TR D EBEROIL, 15 5OSHEITRD HAVREE &
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VIR

IE~OIEETH D, ZOWHE (34:52-36:46) THE—ITH 3 OMRIZYY
PPN AR SIZOWTRBITHRE T 5, JRENE—OHBICAE T2
ZIeEFHRLDIZIWATL T, HATIFENLE~NE T v 7 LN
DI HE TNV 3y NTHA D, FE—DNEE L D TR e TS
JRHIZ, X EEARNTD ERRWEAS] LR, [298D0 0K
VW h LIVRWT & ERTIZ L, b OB bR oo b Al ERAIRT,
/N TR S DNFERTOL IV TUSR, PE 13D D ORI
F LR FELRDIENRH DT Tl | ARIZHEL QD EFTHH
T 5,

FUTHES AL D T AR L DR R SIS R T 5
—UAIFELR, DFEY | ZHUIAR FOMEERYERR BN L= b 072
DTHD, MEER] DREEOARBRREZ LI 4 TRA LT
BHIRBIE, HE-OARSIIEICRZIRNT 4 TRATH D, ZHUTME
FHUBIT 2 —oDH T D3, & H—DEERZ L 2T D, £
ud, Ax ORI ZHEC TH 0D XD ICaibd 5 k7 E1EE
L7pNEWN DS Z e Th D, [FRTENIEET 5 2k TO#EHIIWT
b, PE— LRSS L &> IO T LD e T ¢ & R4
WHHPBRONTE 2, b LE IV STEERTUE, F5E—-2 85
DRRIZERLRTIUE, BREBIEISGE DB 57 4 7R A
BB EA S,

ZOBANIE, 7 4 T RA DT LR 52 DN B D,
UL, (LEF & %) LWOFRHOEHTH D, ZORFNIED
P OWRER Y 4 TR ATEESNDDTH D, JRINIE—DT 4 T %
ADREIRE L7105, L IFRRITEEITITHRETNL 2 07T 47
271 TNVTHDHH, WEICi U5 L 912, [FRFE] 2R CaEE
{EENTZBNBEDOOE D LTS,

. BR{LEND T 4TI TN

AECIEE T, P EIRHEINEA VR OLIMEA TNDEREEHRL
\AT< = (85:29-49:25) C, 7287 4 T R ALRIDT=E D D
WA TADTNEN AN TETZONER LD, B, <
DL — il - B bR — LM DAL E YD 2 LT[R
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[ACTE] (1956) IZBIT DARTEN DT 4 T Infikik

JE] Mz 2BROMEEREL0ICT 5, ZIUlE-> T, 74
7eb, LU TGRATROL EFEET-L\N D ZHO D » 7 A nssfi b s
NDDODERRET 5,

1A RO DO, 1955 4RI AR ST EE [0 F
720 x] UUF M%%5) CRYIZ2HU-ARL T CTHD, AHOMTR
& LCRTONES « BOREH U -0, e bbb - Cthd, BT
DEREVEETHDHIT Tl 1EilipRIETHLH 3P 2T, 15
EREEIND Z &3, BEWERWEE TR 6, RO L > T
INOZ N Ee S oYN

[ARITE] 12BN\ ThH, AHEHET RIETIHE-EH T TND)
TN DIEMITIR Y, TR A T ROLOTL ~F55H 2 L ITihiE
AT HOD TR ST (F25 0T %) EREZ JO T
EREOROIETIREST 2 - NE EATFROLNIH L) EIRSEZA
ZHBT S, FHMMEN L7 B0 A TROLITIRGE TH -T2,
B0 /DI NEE X 70 & — RIS 23720 0T T, oIz
725505, B8] \ZBWCTHPDNERCERh o 7-8% FHOT-O,
RN OO 2D NI TETH D, 7501, FE—DORDER
DlEE DFHRIZONTES L= L 51, AN Tt EABT CH I &
ITBELLRNEAD, To 2 BMEFRINESTNDHE LTH, EA
ﬁzwﬁk&ﬁ@%ifﬁﬁﬁﬁéﬁj@ﬁﬁ%%t#ﬁﬁ@ﬂﬁwﬁ
A TI2H I TNIRDTHD, TITHRR, BOOIT—FHIRD N
DI THRD TEA L SN TH D,
H—LIEA T ROZIFEINDEMITITRO O THIUL, I
TEATADOEIIED X 5 IeBEM AR OO, HLIT ﬁ#%hé¢~
MUREEEE L OIRZE UM 2 BT 200y, $9EE—DIRELIX, n—F -
<N 4 OF D, BERARREESC, YL ST AR LS &
W IITAIZ L > TOREF RGOS [GER N AL O L9 72[EE
L7 T4 Tldawy (129), - DVBHRBE AR & 7023 HiE A TAD
DL GAELTND & ZAZETHD)ND T — 1 (17:44-18:49) 1%
1A TAD I ERLOIRZE L THAOHTNDND K 5 715 % — ﬁ%
B2 %, LL7ehin, FE—OIRZE UICIT L% (EIBL) D) AEE
T HIVFEDHBRI TS,

WIZ, BPEL— 2 TORH & OXFETHE DA T RO % e
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VIR

NI EFRETDZ LI IR/ L0, #E-08 Tpg) 532 A
ONIFEZ ORI, e > THE— TR N Th Hiz A
HRDLIET 4 T RAEHE—EHAFLTEY ., HERALORERZ -7
DTHD, 1277 Ui A T ROLIT— L iE S TERIAEZX LD 01T
< TEVMHETH VT D, TNED 22, Mildld, etk ->T Iz
ZTIFRNWE ) ZERIELIEEL D,

A TROLOET e S—~BOARHT [ FVEEE] X, 22Tl
WEZ ITh D3t BRI S EGER A S5, [IF1) L)
AN CTTSHEEREETH LR, VA« A—T1V70

THEWE] Thb, ZBOHT, IFILETILT D MR ERE 5T
HZHVEEZIETERICH SN, BhLEDIR, 1 BIZESTZHbOFT
FWEEROT5, £/ A—=T10 7 OENTIZ, FHWE] (blue
bird) 1LV 1 7 % —« 7 LI U UEBER [ AOREEEM] (The Wizard of
Oz, 1939) TV =aF 4 « H—F > FRHK S MLOM ST~ (“Over the
Rainbow”) ZHAEIE 5, FE2OBIRBHLIC T2 2 TidenE 2
\ZWDIEA B RO AOT HDITAIL. BOS 2TV Z2/Eens, K
72 —NEOZUT B G2 LIATe RGO H 22 LA BowH, T2 2Tl
LI BT AITA SERIL WD, FbIkTHL T2 ZTiddk
WE T~ T EDBEWTRE, FE XA ORRS=Y 4 T RAEZT
AT, DI/ A T EMTE 500 LY,

EANEHNE & RE NSRS v — (25:21-28:25) I2BWTC, FE—
ORNE D Bt [Z 2 THRWE 2y ~DENDRIETHLZ L%
el %, TRH S AbiEL & RADOMPFE THHvia) LahnsE—ofRk:
W T 2o TRIEE A, BRI L D) LiRET S, 75k
FHE EL > THEIFTO TR 2 B ARFE L TT L. FOMmnant
DITFREICRLA Th) &89, BEEAE LA IR & I3k,

[AROFZE] \ZBWTRHEEICBIFN 2B 2 R otk Th b, F72.
fifi - S L RERRICBISICTH Y . BLD bMPEEOH DEIEZIERS, T
L ST E R ED X 5 RTFHETEA D Dy,

FPET- LWV D ERRACET UL, BSEEOM< . Al
EPFEIRILNETH D, BFOXKOMSIL, WEEiTo& L E X
PE— DM LR CH 5, MBI EEE Tl D Z 5 LIz S, B0,
= U CHLBHR COBMIMEZ RS D/ NER & L TEERHV GBS,
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[ACTE] (1956) IZBIT DARTEN DT 4 T Infikik

BIRITHETE TEVRA - 28 (BREED DSBoOFENIIA LT & &
Fd 53— (13:45-15:38) Tld, ZUEDMRAME TOH THA TR
VN OMES A EEANEY . BADANEES, BRFINHET L722vs
F Tl Y OBIRERE D FREA R H IS, BAIEREARNL, £5THRY)
0 ZolF 7030 L DN IEE A RIIITHR LD T L, fEE ST, FHBE,
D= R OB I DIPEF A~ E RV A D, TE1R W
PEZE L DFEIS 28O, FREE (RSB OESFIF L 72 5) ZA5O1T
% Z a2 BRI CH BT OREFEICRZE L QD B e —

EJFHDME D D HZ A AT N TOYTUTE D T20h, PEH bl D —
TEORFHEZE\ TS,

e NTREEE—DOBIRE RCHL D, FHIHADTEZER, HAxD
AEIZIBDIVTENG EZ ATV, 7205, ARDMERT 2 X912, @)
EHEDORBNENOET 255 kT [EOLELA LA (1957)
B DRI E AR IS (206), PEITHEICRHIFERROTH Y., £
HLEFTHAEZFHVICL TS, —HRHE WOODRIZ0H 7720
5] Ek - TR RROBLCTHZ EEBEZTEY, RUHTHhHo
THMRITEANIL TD, KOG, FIEIIRAR & —fa KR CfETe
Z LD DN, TR AR LT H Z L IOV TS L T
AN

R & BT TR U T FEE 20 & RO 5, LasLan
O, W7y a 7 HEDOFEHOBSHEENTRT LB | /- bidE
R DRETT B 7= OIZFEEIT /2 5 XD 545700, Bz L > THpER L
DRI L VEEN SR 70 0Me—DFETH D, £7-, i
FBRIZHTZ L1200 T TOETED L, Blo<Hz) ERDE—Tx
LT, [ZFARZEE ST TEEZ] LIRT LOVRWEORGIE, i
INFIR TG AT 5 1= DME—DIEIRI T o7 = & Aot er-
HLOBINL, #% BARDE LR E A X T RSO PRI & - T
BET 2B O & LT TV D,

FEOAHANE T 2% OIS LR S B2, Z OB "o
DI AT+ Ty TNVEHIMET D, 1A T RO L FEFFRFOBIRMEC
AR & W T BIEASOREIT <. T NFEICEX S, 2 LT,
BE72) bONENDE— LRHOBER LA CTH Y bbb
L CTHED I T D DEIREO A & R o A & Ok LR,
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FANADEE D TEELWEIEE] ORTFORASC, SES5 ) (S350
TG 38> THID THIREL IR0 T2 L B ERDTEA D,

BHOVIZ —FEREDINE T T v 23y 7 DHIT

BRETT AT AOOIRLE 5 Z & TRIZE— LR, 4
ETHLANT-DONTIEE D LE D bW BEICER L, B
(2300, JEHNFR L AHBE~T S8 = ENRE D | DEEZBNED
TR AE LT — (111:59-1:14:47) 2B\ L, —EDZ n—2R
Ty T DEASAIVCN D, — 2RI FBOFTVIHERNT, MBS THW
DOFEHLESOTEIGHE TH D, —HHIL. ZADBILDERNIZE
BEFERZOTRChDH, ZNOOHEERO 7 0 —27 v 7%, hilivg
ANl 2 LT S OB 2R T D7 4 7B ERRBL LT b O
ThD, FIESNT-HRESFhOA A=V, FAMZERTRT 5, B
RIESPE ClRIEEAIEREL & LTRSS FIREEDS W BRI S
T RIS DA A—ITFBHITHBR SN2V DD, OB ALE
— L FHEPBEUL U2 my N T T v oy 7 OERICEE
LTEZRLTRE,

—lE, TTCER L TELWEZ 227 VT ¢ OAfifEEAARIE
RO — L R T~ LW O RSRIC BT D RSB 0EECTh D, 1
DT> 71 A T A DI OAFHETE— O el 2§
HHDTholz, WENFESETIE H—LIRHOBIE I DOHRS
DOFENE LTHEN, T2 TR MIEEEFERAZ TR, 50
THBIDORG ZT 7 A MR IAATE, Fio, B OHLT=7 0 73
APa—RELT, F-OARSEFRBICEESEDZ LT, 747X
A=A RTICHESED Z LI Lis, L LG, EAN
ROLDNE—DOURD D S IRIEZEIN S HIE 2 T2 RF, HE— L H OB
P[RR = AN LT 5, OB, BRRO DLk
Pl ch D,

ZZ T, ATNEIFEROMEZIERT 5 Z LT, L RHEORMEER
T ADERPREOR L 72D Z L ERIT DO THD, EATEZR
fBIEEN, FRIIRE RV a THREORF Th b, MR+
BWRMERS KRG R B2 TBROFRG LB L 5| MEkEERDIAR, A
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&R E] (1956) ICBIT DR TEND Y 4 7 et

ORNR U THE D Z & ORIz B i, 2ofsE, JFH
EHEAIANTEHOITIEE S LE S bRWEMC L - T, HEinEE Sy
ODTIH D,

BB OFEAR T, HE—DERITKRDY | BIRITBIE~ LS X RSN,
BEARO TR THERZ 25 L WO BIERIZMD YT, b U T Y
R h~E 1950 SO IEOMEIIR & [RIEROBHR A LT=2D X 5
WCRZD, 77 viasiy 7 OMFIL, BE OB ZBRITEN D50
S & BWHTTIROBOZEDOHR & L TERENTWD, E—LFEHOT
2 ADRIREMZFRDT-Z LWV BR S, 77 v ia Ny 72 Lo TS
FUIZBRE7273 0 Z FFR STV, BEMFUTBO TR, P sS
FFOWFEE TEZIUNNTTND, 7T v a7 SO D ERNIHD
NDMET-LOB RN, B BMEE TR BYR9 2R 1280
T AZTH VAT BOWEOSREEZTFRE L Qe Z EDREETH A 9,

Pk, TARTE] 2B D7 4 TRAORGEIFRZONT, TIELW
Y vaT VT 4] BERETDEMETRE AL RT~ L OBRICE
WCRRTT D L bIT, 7 4 T3k v 7 VOB LA 2 DRSS
Y TCE, AslE [YTE] 1ZBWTY 4 7T RANEEI SIS
HIEDOE 7 > 2T VT 4 I2HDD TR, FHEOME Y v L
ZBNTRT D7 4 ThEMEEEICHD & Lie, Z9 Li-EiteiEl
VIR T ORI TR < BIfR L QD Z OO B2 DRI,
BR1% HAME R C31T 2 [ELWEZ 22T U T 4 1Tk 28T
ORI E . ZORIENSLRET D27 27 U T ¢ OGS CIRE
LA DDA 5T, R TOMEREEE B AWEE OHIZFHE L, ¢
KDOAR FIZHT D HRHIlCRE < kT 5 Th A 9,

5

1 7 TREFSEL, BB B v a T U T o & - OB B
DAV, T UTREERICH 7282/ 5 b0 & LT L, Eouidtt:
DB ORYE L SZFRITG- 2 DEBAYERT 2120 Cl | TRYWERIC K-> CF
7 A MRS Y 4 TIREAREEST A 2 &) 2dA%  (Benshoff & Griffin
2

2 MR TSR L D20, I 72 b R i & e I (~
TaES VAN 1L BLOMZER (B2 VA L) ERAG BRI H DHE
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WEETZ LR T, ENE[~T RIE S VAL EMES) 34),

3 JERIZE SOMHEHNIHAEIZOVT, 54 OSEE) B OBEEE) 72 & W
FL T (2004a : 106),

4 TFERMEEOMEFRILRIR) (IO TE, R TFTE TR~ DIRE
L, wieifi [KEISUKE AT EURLEER] OR FE/RLEHR, 2011 4F) | 235-
250 HExBHINTvy,

5 [O0TE] OXBH—r A0 1956 455 A, AIFIEREROFIL K N5
Z HIEDREHE U7 TABOZE] (IEE) AR S, BYTAIRRE)ZIL
Wiz, AEFGET TEAIC DESTRED (. A Ded ()1
B &, KWISAIC PYRoERE] () . REIILAIIC TREOR]

GRN5LE) ZFFR LTz, T O KIGBMIE & M L DBRERE T o 5,
T B DRIGIRBEN LM & B ORTEZARET 2 DB TH D, 7oL
1T DEST2RFE] CIIEHOAFHREROFHPE R REE L~ F R4 2
FLED LR CBURIC AT 5, KETET 2/, =B h gk
HIRD G DA A— VIR A S E 57259, £, i (AR
IRER) (RN E DIV ER (B IPHES) A ADF-T-2 Y MIE—F —R—
AR SEHA A—ABD TR TH D,

[FE- T R3] OVRIZT T < IR DRV, A E REH 28
bR E 52D T L BRNIRTE] DI & 78 L VIFETZ HO BN & i
WD, ARTFEIMNT 1956 - 11 BICAIGIEI T 280z iAD Tz [TREGE N
F 1 BB LA, At oD KRB & beC | P & B DI ST B
FIEhik 5, RIGHIEL 1T 5 (7 A Y A X&) S8 S & [FIR
RORNTHERITINT 2 TR & DL IRIOBERITREY Tu

6 [PIRDM] IT81) 2 LR T UBERIRIC OV T, Bl (TR A2 <
%> GHQ, R, HAZRIER TRIADM) RIS BeRTFIemttaATseT
AoZE] 117 (2014 4F) . 4760 HABH SV,

7 TEMICRITI BRTFDT 4 T FATHOWTIIRD — DO E SR E N,
Wood, Robin. “Resistance to Definition: Ozu” s ‘Noriko” Trilogy.” Sexual Politics
and Narrative Film. New York: Columbia University Press, 1998. 94-138. Kanno, Yuka.

“Implicational Spectatorship: Hara Setsuko and the Queer Joke.” Mechademia 6: User
Enhanced. Minneapolis: University of Minnesota Press, 2011. 287-303.

8 M CHIERDAMINCA D 2 —2 2D 2 & Th D,

9 IMTRAMERIIL, WD [YRTFEN DT U ADFE AL TN D, (D1955
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&R E] (1956) ICBIT DR TEND Y 4 7 et

££12 A 5 BIZH 69 [ebiERgiciEt S [HE] LS EHR. @
1956 %3 A 1 BIZES 72 [ebEsEag it S [“HR Lo 1] LEsh
TR, @EEER R E ORISR &R RO 7] LRS-
Fa. 2 LT@1956 454 A 14 ASEsEEIciEt Sz [Y002E] osedas ¢
b, O~QDHEFRIZILED L THE—RHICRR ST OWTHRT 5
—UATEEN TR, F T, BUEZ A LA 1956 453 A 25 HITHGE
Shz [ARTEN O U A HERL DT —AFFELZR Y,

BIFSERY 2 b
FIFAF TR ONKRTES §90BIZbOE L SZHNI], 23 BT, 1999 4,
KGR TR A6 mtosii], #1557, 2005 47
Ve TR N romiE ], F7E5ENL, 1984 4F,
VaT 4 A NRT— (FEE 194 4F) 7 4—< AL LTOV = —]
MR, PHETEZERH) OREHAR, 1996 458 H5) ., 48-63,
R [0 E), [WiERER] 1356 % (1956 4F) . 60-61,
VIR [N T TAT T 47 4 ERREOBARE]. EREE, 2002,
JRHE. DR TBYECRT S [B) 0FGg: — MEER) OFRExa T ¢ A4
[asi] 455 (2004 4Ea), 107-94,
—— DKM BER L. BrE- B0 PRI SRR [H AR
W) a U AL 1931-1945], AREGtL, 2004 4, 295-318,
FEEARTE [T T 0D SRy KTES MRS TR
ntE NSCRER] 8% 25 (20124F). 193-207,
=7 Ay (FEE 1990 4F) [HIRAIIRE - aniil]) AT - TRV -
v van NPT EE e N PPN VEVE N bt |
FHRETRR (T4 /bh « 7— M, 19984F), 126-141,
R IR FESOMR] - 7 Ml 1985 4F),

A —2 U—] 276 S(HTHSR AR, 1956 4F), 6,

[HEEE) R TENEE - A, IS, Ve I F0 M, 3YE, 1959
. PRTEMZEI04E KT =7V — b BOX] L% F#arr, 2008
4F)

MEEHR] (UH) 195644 A 19 A, 2,

[APFE] K FEMEE, RS TR, AP A I
T RAPTRLE, 1956 4F, [ T A 100 4 AR FE =7 U — h BOX]
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AR (T, 2008 4F) I
Benshoff, Harry and Griffin, Sean. “General Introduction.” Queer Cinema, The Film Reader.
Eds. Harry Benshoff and Sean Griffin. New York: Routledge, 2004. 1-15.

FAGROU T, BEOUGRTRE 10 MRS (FRRHAF IS v o732, 201547 A 5 H)
TO¥E IRFES [HR0TE] 1B 5 7 4 TR L——R—2 « 5= — &
EEEOFIREME) O—EURE LI bOTHD, TNENAA LT —H—LRREHED T
S ST BRRF R DOFARRE e & B IOOAR FTHEEZII LD, Aifpars
R CL IR & o752 RS UL L BP9,

FAGRIE,  AAZAARBSRAINIZER DC ONIFESHRIZ L DRERD—2>Th D,
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T4 —KkA7-F7FR2 LT (Fedorova Anastasia)
A ARAAFR LSRRI IE B PD

NE = (CCh L3ES)
SR RS

AR 28 KIE wih)
FHERFRFBENR] - BREZFOIFERHE 22 WIakeR
A ASA IR BIAT7E R (DC1)
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A B B SR TOBHZEER

PESE: AREF IR

B RAILL T, BFE. K8 1 A(20F 1 3id XEHEDRXEINIZED S,

B 857 A7 B,

BEOEL REZERNEDEIT. BRTPEEOKEMRESNIKEDELEE

T, T BEITEL T, ZEEROBRELSINEEITNNHEELHD.

7 EEEDOEM:9 BUEEST B, HHEEERRICBEERNEENTLSIHAICITZAIC
FOTBEZITIC L BRI N EEE I DV TEERICERIBRY LT 5L,

8 HTFBT7A I BRI BRI BRI 7 A L ENN—LA— (R FHD
TPAND 2 T7 AV E TR EE TEFA DRI IEL TR BT, F=
BRIEMRRERIET 5,

BRSO 7L (AL DA TERBIFEAVENL) .
HAN—LE—T7AILGRXDZA ML KRB [SUAEDE], BREE, FiiE. B AIERT.
B TTVIRES. EFA—ITRLREHELIZED),

9 1%{1%c: japansocietyforcinemastudies (atmark) yahoo.cojp [ (atmark) DERTIZ@Z XA
LTHEEYTEL, ]

10 E{HHERR: 12HITR 3 BRI SHBHERRA— )L &1 95, FEEA—ILDSEAVELMESIE. 3#
XARFEDFREEN HDD T, W BEET DL,

11 B BAEFRISEHRCE B L TERV T - S L TR DHERIEF T
23MET B,

12 RATAJ - Foyy BEE(F—558) THU SR THELILISAIIST R T T - Fv)
2RI L TIRET 5L,

13 ENRIER: RRAILL CTERAT R TEIETHHY, h5—HIR, ZLDEE-BhvEE B
BEEES SCRERVEEIC DV TIIEFEED BI8E T 5 (FEUIRERIV TR 15E
FILZORY TIFALY)
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Call for Submissions (Auxiliary Explanation in English)

The Japan Society for Cinema Studies welcomes essays in film studies. Only
registered members may submit articles to its journal, Cinema Studies. A member
can submit one article for each issue. Articles are restricted to unpublished work.
Authors should submit two MS-Word files of their article and curriculum vitae by
the end of July. Please consult MLA Handbook for Writers of Research Papers,
after the 6th edition. Manuscripts in English should be typewritten, double-
spaced, on one side of “A4” or “8 1/2x11” paper of good quality. Use
parenthetical references with endnotes and a list of Works Cited. The length of
articles should be less than 28 sheets, including stills and the like (each counted as
1/6 page). In addition to the MLA rules, the running time of the film text
discussed should be shown.  Submissions will be sent to the following e-mail
address by July 7: japansocietyforcinemastudies<atmark>yahoo.co.jp (use @
instead of <atmark>). The Editorial Board will make the final decisions on
which papers will be published. Authors” names will not be made known to the
Editorial Board while submissions are under consideration. For this reason,
names may not appear on manuscripts; instead, the curriculum vitae should have
a cover sheet with the author's name, address, current position, email address,
telephone & fax number and the title of the article. Authors will be notified of the
Board’s decisions around the beginning of September. After an essay is accepted
for publication, we will ask for a final draft file.

* B OBFRER S OESIREZ WL BRSNS A b
(http: jscs. h. kyoto—w. ac. jp) ZZEL 7E&VY,
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