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(ST - N —=b NRxFo72) N, FTHE EOFIEEORIZ D
TANVAEREEE L5 (DF ). Bl 21X 35 OFkkE T 47cn
=63 AVGFRELTL) OEMBHTH-72° Z L TI1923F121F
#1600 DY A PUDFEFRENIBEHZDOX T Ly b [ T4 Vv T —
2 (Filmathéque) ] 23FATEN7z0 T2 7 AV AIZIENT - T 7
DOFF & [ (EMICIZERE) o7 27— M7 14V 2A0H
WHIL, BETH DI LA S,

F7oNT - NE—WERIT, MBEIEOZOICHEIZET VT
YIUMBI b, 1922 FORH T—2D% ) A ThH-727 4
WAED L, 1925 FEDRE TNV TIE, —EHBALZ 71 VAL DITH
NBEH)ICEMILAZZOOEY MUY, &MT 7 ATHED
NTW2T A NVLDOBERY TS —H 2/ 727 AR N—E 7o
Ty BEODPESDIZ Do/l SIZFTEEL L) Ik 572,
F787F  RE—FA My FE—Yaryr2HW2OIC, BT+
WADPGARL T WRKELBIKIIFHATE edro/ze TOOEHD
BRSPS, a8y 7816 I VMER [25 23—
IZHERD e, BEICHENMEr o720 FDOICEEHITH LR
T DHRLTHEZEITR LN, BN LD7E) TholzA Ny T
E—TavEBIZERETFTCIEDLY), Ay TE—V 3 VEEOA
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LA TITAFM#MELZD S Lz L2rL., 2OA MY FE—
YaVvEEBEOEWTATOTr Y FPEDITOLNTNOATT 4 )VA%
KB720D, TANVAOFITHIZHLOEREZILDRWE T4 VA%
KELEDDLIERIZ 5, BI/SF - R —T7 40 LAk, By R
KBEIZTB7208—T7+Lb—Yark2 7L —LET7L—2DBD—
DRIZEF L THDLDT, —FENRX—=T 4+ L— a3 UOWET S L 7 4
WAEDDBAL—=RIZWDR VD TH DL, DD T 4 IVADPER
LTV IZONT, 237 - RE—DBIDOERHAREIZE>TL
Fo70 T2 XTHOMNL - FY =27 THAMEI VT Yy bk
B (EHIEZ7 7 P AEROKBEHYTLH ) BIZEEXTROR
EDNTAKERETH 72 LI HRKRT S) 122D, TN
FT TV TAHBICOBMOERERICHEMDZINA T EREL
Eolze 27T Y ANDREIZZ 2D L EHEBIK L, EEE
WZC72bDH Ty a T RZMEBIRS ATENZD, TA) D3
FAA—=T|ZHRL ERIEBELE L TEHEENIIAFHETH -7,
72, T - RE—OBEL R0 HMERE & RS E2 TEL T
W7o ATIE, TORENPINEE Lo 7272012, MERSETENH
B HENLTEHEITE SN2 BMEFIZT A 7 4 VAIEHEORE ¥
W L CEE AL L 72D L, I ATHOET7 1V AIRE
HEOS T NWD LI ET, 74NV AaF oy IVHBHET CRIHE
B 25 L)% -7 (1921 FEIHEFFIUS) . BT 7 1 v
DI —ANIT U HERUARE Y (bobine) ZDIIZHF L. H AT H
g #b KT S [P Y (magasin) | &I N7zDId,
[BE$] R EDIRIZBRESLZT2ODENPTIE WD, v b T =08
VW) X)) R oo [ & o —3 ] 2L S5, 27
ATORBET—HFH L o720, TIF 2T BRI
e B - BUGWTRED, W) HTh o7z NTHIES 7 1 VA
B r T _NCHE TR X2IT 22 FE L CWzds, F2iEsr
LW e AF2KREICHPL SRR T, RENE) bOTIEL
Molze TD, 25 v AV LGoHEMEHIL, BE AT
TANVATHELTEY 74 VAICBIET 2 700 lEx s
HZENTELY)N=T VT A IVATRETH, 2D 23—
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VOF— 70— LDBONIRE V) ZEZF0LAEMERZHDT,
WHIEZDFMBE S L ICEATHRORICKF YV a v 2[5
L. 7RFa2T7PwRE LT 4V A I RCTHELZBIGEIZX > TR
VIANLZEONLHEEHRRLIZOTH L, THITHEFED T 1
VWADOBGHEL Ih )V B TnaA D, BgEd~= 271t
L72ET, ENZEMICRE L2 7 2 Z 123 L TIlRGE L 72,
192347 HIZid, BRBRGEZLET 2 WT YT 2 T|RED T A VLD
Bigx 77 vy 2L TZUIMFTIE O LIES T4 &
BN OHUEDT ) T L v &) FEE] L 72 (Gourdet-Mareés
84-85) 0 UK, Wi T HHTICL o TELOELEIE ) Z & &2 +5
WCERBLTWaDrolzOThHb, T2F0 L CTHegd 5/87 - NE —
HATD7 T2 DEELAE = REBEL T LRnolze TD720D,
1924 FF I\ IIFEEY 2 BGE e D A SoRE i (75071318
MIZ2HEd 5, 28) 2RAMTAHZ L ELR S,

T2 7 - RE=A AT OMERELFRICLITLIEET VS = &
VBB bz, BRFRILZES72H XA T1E 1926 4RI AT 7
E—F—fFEE o0 ZOBMMETIVE T TIZEAEARDE
HIWEAT) 27— —ORBEAL TEETHRZETIVIZL TW
HODVRRKOEH THD, $/2E—F—1lho/22 T, FHLT
I AT HEESEDIDIINELZST2= 0 sz L
ML, AFAT=TDRAT) V7 E—F =R LANE A T )~
TMIEE L THERE HARE—EIZ SR> TW /2D L, 23
T o RE=NRAFTEZDL ) R TRB L olztzd, A7) 2 7)
HEDIZONTHRAIZAEEH S EL BB L W) REPDH -7, TN
TH/NT - RE—OMER & 7 A F1%, Y2 0B 72 i 2> 513
EZONBWTIEEEREPOFEHMNZEMTH V) B B
WCEHREEC L TV o772 THh b,

M. 737 « NE—HRBIGE [ZKEEmm] & SR S5

75V AENTLZ L OFFRIEFT->CTE7/21926 42 H, /374t
387 - NE —HPMEEE [RKEMME (Le cinéma chez soi)] %I4T
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L7z°% AIFlEc U TREME] 13, HAD/ ST - N —H
RO L) L RADBIRENTTIE R, HCETH [PEHOER%
Wi L., WEZBITA] BT [REMT, 20309 —2 %M
ThHLFERANT | ThHoloo TLRBELBMEOT ., LEHATH
Lo TV L ARRIC, BREEOEVBLE AR |2 2 @it T
CERAMETEXAREDHFEE LT [FEH MR | [ | A5
FENTo FBFORKRHEBRESY T T4 ZRD L) 53
rHEETWD,

T ZHITPMEN R RIZIE B 5T, VAN T 73RS A
IZBDORMOBZEDONAHEFHLEET LV FEREOWM R 2 H 72
L7z TIUIZLERLRE 2T -4 T— el ozns, RE%:
BLELL L) BHENDHEFENHEEL L TCOFEDH T 5
ZEEENTIVIT 2y, A DFEHOKGEEZNT, FHALDFRD
LA TITHLWIGITC, VA NI 713 etes L LT RIED
fRHEE L CTHEEKERL TS, BALFIKE T LZDIEXE
XL LB EREmEIE. LT IUTRROAMICE ST DY Z 9
RIZEEETEDPLFHRL M THDTH S (Daladier 3).

CO%NT [EETEPZFHRERMT L] oL L THIZHEL
LTCWLON[EFEEZOWME |2 D206 F A~ T 7. 0F ) [5AE
M FEMLE] (microcinématographie) | Tdh 4. Bl 2 1L [ BEMEE TR 72
JKii (Une Goutte D'Eau Vue au Microscope) | © & W9 785 - NE —
B2 50 TNIE3~4TREOHMETTEICI Yy a, v
HALY, Wl BF 7 ARG EE2 BT, BAZKIZIEIRSD
WAL CBATVD 72O, BREFISTHIZERBL. 7405 —
TAHBT LI L2 ANAIZHALT 7200, FEHAEMK DO BIBEE N2
FORMLE T 5o Z OMEIIEYFH TEMOY v~ - ax >y Ko
(1877-1970) /X TH OO FIZHIEL 72d D L E 2 515 M,
av Y R enNTHEOBFRIZ ST - RE—FEE L D505
1910 4F 12 % o YR IEIH O ERFAFHEDO D E D TH - 725
Bl X HMBEIFZEICEBL 72V EZB R 2T v VIV 3T 1d, /NAY —
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WIETEFE CTh o 72a~x Y FUr 22T 7 v X TP T
s | BHOWIEE L RE L. WM T OMHESR T 7 AW, b
Vo8 ) =< EOMEY) 2 AR L L 720 19 Al 5 20 AL I 20 1T
THRTT DG AIRTED k4 70 JRGHED S AR IE L 7245, FFICHER
BVERDE— Sy o RBEROO— ML v 77 ES G LTI L
TBY, TOROBELREL T 7 F U 2HET LI ENFHI
o THEBROMETH 72, FD20a< >y i, MEYOH) &
AR CREEL ., TOMEEZ O LE ) ELZDOTH S,

a7 Y N OMRECEIT, B CT—RRARICOAHT A LT
Jh CRGHEDfEBRME L M EZ S LODRED H o720 TR
TamDBHE L0, 75V ART LI E o 25— kR K
WCTholco 77 VADVEEMET S LT 2T~ FUITRIEE
FELTHGTT IV AZOEFEICH2D , 1918 4RI BRI% s &
AR R FESICBWTHEEICES 2 708 % o ¥ L & 805 L
720 UGB T DY 7 by AREFICRE 723 <~ B, i
HIZHD Go/zyanya - LT e fugfihict ez, /874
T8 7 #EFM (La société Pathé-Enseignement) D% C. M D
TP ML 22 & 300 AL E oA - Bl - BOEMLE 2 B E L, 20—
I ST - RE =L LTI )P A X THi/ - BHE S TiGE S
N7z2o L L 1926 FFE/ 87 hrayy 7t &0 L -0 %2 kic, o
YRRy ey XWEFTEZBITT A, FN T FEEIZFET
R BE L7 IREBE] OREEBIRw, a~x >y FU#E/ED [
kg | 2% [ X BI o2 L. k2B 5 ] TRERT.
F7230 ) —DOOEFTH LR MAT] & LTHGETHEH SN2,
FEETIE, BIEATIZST - NE =D 2 7 KN4 AR08
VEDRBA 72 &% FEMAYIC B 2 7 o 72208, RESFIER O NT7 T~ A
TlE. N T - RE—EHCETTHIFARICREL720DKF—L T T ¥ —
HHVIEHR—LAL—UE—IBELVWEEZEZLNTWZ20, HiATIC
BIKTHLHERD XL ) ITRADPEHRIT 2 o TETHLHE 2 #5 L 72
D, 7TXFLTHEEMD 7 T T2 RANKL LN THE) R
NI o7z, 1930 il o T L ) R K /NRIBLE B RS [7 ~F =
7 WLl (Ciné Amateur)] OFEF &I, 7T A - 7Y F 2 T
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7 7 7 (Club des Amateurs Cinéastes en France) #%fEA L T
Ho TNTOHARNDNNT - NE—AERDOHD L ANTHHET 7 = v
JWZZ Loz T, 1931 FE 12 HD [RE—=F 4 <] 2BV,
PNYEFEDTRENRGIE [ 77 2 AT A~OFTE W) mTiEk
PEBRFENNFHOTHLEBVEFRHA] LBRTNES 2ok
ABENBEATL, RET7 IV RAICBUTL [7~F 2 7o S
EHARIIEDIDE) E AL o/ VW 57259,

V. MG WEE [ 87 v —F)V] EoSTHLREE O/

INT RSSO/ & LT, [2%7 - a2y 7] (28 3 1) ML,
1912 4F385¢8) [ 237 - XY — [ (9 3 V) WL, 1922 4FE385E) & & b 12 /%
7+ )b—F )V (Pathé Rural) | (17 3 VML, 1928 4E5858) 23D 5o
IXT - U= FIVIZEIN O 5000 AL O BiGROEERE T £
HigE LT, 1924 4F12 [787 - Y2 =3— )L (Pathé Junior) | D%
THRZEI N, TOEHEIIRYSAONT - a2y =2 T L %
YA T RN Z . 24 5000 ALLT oM HIRRIE 7 7 v Ao
973% & HOTWIZH, ZFHIGHRHNTASY V& — FD 35 3V BLHE O
ML fE 2 ESD 2 LSRR BEH 2O D ARELZ 72720, N7 id I
SO T HED 5 72D O 7z e /NEIMLE 2 LB L L TW 2D Th A,
FIEDOIZT ¥ VIV - 3713, B FFEHEA IR HT OE 2 E 2
TWZREBAIZE Z 2007 T, M COMEHED BEM 2 215
72 (Salmon 493), % LT 1925 E & F D% % [Pathé Junior (/3
T OH) ] 5 [Pathé Rural (BAO/37) | IZEH L72e 74 VA
P A XN, T TICFRRLRERITICHGE L T3 7 - XE—=D 95
SV A RIS FHETAHIY v 716 IV 74 VA (7L —
LA X 75 X 103mm, 1923 4EFE5E) LD b REWIT5 3 7«
W (7L =24 X :90 x 120mm) 2SR &Nz 175 2 ) A
A THIUE, HHFEAR 35 I 7 14V L % T ERESICEE L CHAH
THIENTE L7720, BRI 2w 4 X Th D% T2
T4V ARG 35 ) ORI THEA, EEEIZZDZ5D—T
W9 Z &N TE 7,
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L7 L 1924 SR IZBHFS S N728F - b — T )V 1928 4E F CTRIZEAL
ENholze XV - XT L LI O 34EMIZF LD LA
5% CHOMEZRBET 5 L VIR EHEEFE> Tz, &
RSO TS - 2=V T A VAN, B HFE
TH 5B HEEEOEEHR D IATEFE-TBD, X7 - v—F
VOB T e EEIFHRIN T ho/2DTHL, L2L
1927 I FEEE L7205y 706 100 57 7 Y ORi&E 15722
LT 8T - V= VD55EICES ([ 501)s £ 2 TEI/ST -V —
TIVOWMGTEDONRE o 72DIE, /37 - T 7R/ T - XRE—0D &
ICHETELOERZMEATIEZ <. BNRIETIC [T B maE |
A S kk H o I AT, MO AHFERDSFLTH - 720 /3
THAINT - V=T IVER TG, HEVIET AV A EEDET
12~ 24O LHLEBI R\, 74 VAT STAEDRE L 72
77T A (ERE, —2— A, F¥a2 X% ) —, FfFa x4
ot 12E) B LM LOIEARHAE L7 (Kermabon 203). 24
MIEFTHLELH o T/ST - V=T VOB NDRENPHREE L
<o S B AL FMRIANT I FE M R %) A N EERAIT I253#%
el & $efit L O K oR bz Mo 72,

7EISBRIfERRIIRIL T o 728 T AL 70V — T OFREE S CTHE LIZD
AT L 1929 AT X WV - ST RGN LN TR AL,
XY RN = =T ANOBE 707 22— —ThH L) F— ) - ;%
v (1886-1942) IZHIN X4, /85 - 7% 41 (Pathé-Natan) & 7o
720 WEMREST2F 5 VX, RN ZEHMO Y v Vv - 37 &xf
A 2R EFRTH o 7225, 237 - v — T IV OFFE T
L7ze 7% JIINEFRIZ N T - Vv—F VTGO R %2 H, 1930 4F %
TIZ3000 Mo M EFNEL2 Y ZOERBOERICIE, 75 A
TANVLBGEHOTE Y K- 7 4 b2tk (Rapid Film) Of%E %
TEESTCEI ) INIDBHolb vz b, FH 132N FTFTHRHD
BATIANF (2 ARV 2 BL 2 BB L CHBR SN2 0) (1910 4E40) . 8%
DAV BEEHE (LI UIXERE OB THE) L2) (1920
AR LERLH ), RONXOREGTEZIT TR EETRICHIE
LWl $TICHBTELAP VTV 2+ 7 i, 1930 4E1C
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BIFI L7287 - b= VOGRS [FECH &2 T oA (Le
cinéma partout et pour tous)] TH-A TRV /Wl |2 B RRE &% CTH
WL Z e awmar Loz ), HIFTE T IO BN RREE 2R L 72
DY L7720, B N)w ZEBZINPENT - =T )3T - XU —
ML OB LI LR [HIR] THAHE L TR LWEBIZE L SN
72 ([F) 204-205) 0 F 72 1928 4G5 D b — F —fL DALz b B2
XIS T &3 (b —F—BLERSERE 1933 4F) KB ICKBEN 1\ 72,
E 5121929 FOWFEITIZu 2 38 L T 1931 4F 121X 7 7~ ATHEDS
G E 5722 & T, TSR EESHE2 5 OIS X
IR, NTHEROEERE) P—FUEL L2, TNTHF ¥
IR E TR S L CU4E T 5 A TORMEIE SN T RCA
D b —F — B & A O MLE AR 1A IZEE L. W2 K& R
FATHRIR X7,

LA L 1935 4E, /37 4T ¥ Vv - N7 2 5 LIRS E L
TR S ET S 22720 77 VICHEOEEZENETIL 4
L, B LAREBEHEOVEREE 721282 b 63, UKo T 5 v
A THAT L7 R Y ERO AR Z 23T & [T i
DHEXZEHE SN TREDOHEZ B, & 512 1938 FIZIZEMHD
AP LA FOARIEETHEIEHRZ 2T CES N, £D0%7 7
VAEFEAREINT ETIM2ET I 2T 4 v THRE L&A
SYANL

— HWREE S 2T 723741, HBO S0 H/E %2 TH
HAMEDTBY, /8T - V=T )8 F - NE — 7 & /NI
FEOMBL L Tz LA L 1940 4FE, FF A - FA A8 2 H3H L
1941456 H 21 HO HEFEAFIZL D 16 3V LIt/ L] o 445 -
FRLSER R E o e T HIUIFA VEICL AEE0 A R,
BT 4 O —BHEP O EERMEZHEL 2 & THETOREZ TV K
Iy BRICEEDONTE LK LT, 727857 - NE— 3Rk
BIE L. 35y 7 DA—73—= 8 DTSN 5 1965 4FHF TIE—MKERK
JETHELEN/0 Ll 28T - V—FUHEIET A2 L1 b 1E%
B olzDOTh b,
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BbIZ

PLEARR TR, FE— R 5 5 kIR T oOIIIIZ 558 S
722X T4t D /NI ] O i SE AT B9 & 2 DO IRGE K 12D W T A
EICER LA 2 & Ty E— RIS R A NI |2 5 2 72 552 2 W]
ST L7ze BEEFMNE TW AL, MLE 7 VA & LTH 6 F
bz A ML — b 74 VAR, BIEDOFETH & 5L %2 Hwv
TWhZ EIZILCHBEN TP, TBREDF A FL— 7 1)V A
12 & B FEIALEO 729012 1900 FREFICHFE S Nz, BREDO T &
T— M7 ANVLADFERS FLERFAH I N T EEHE VIS
NTWZ\v, F2BEON— RHETlX, 737 - NE—-—WEED 7 F
ARA = - vy ¥ —OFE (FEOBEIZE b L)
INT - RE =N AT DT AL — ADFOGE L RFRIZ[~ T V]
L SN2 FT oA KRR L - B O R &
SMWENTV D, 612V 7 MATIE, BEHIZSHRZROBEEZHT R
TUNHFE LTS - BESNZBE A ST - NE =T ED/h
AUl C by ZErE & LCHAHSNTB Y, BEEKICE
WTOHFORBEIIRE o7l L),

B — U SRR DA I I X i B RS AR T 1 )L A BRI SR SE
EHICHANFE TH o 72374 D, K EZERICRE 77 2 2D
KAMNZHF LD SN, ZORKRD L IR THEE 7 4 VA% FIGH
TAHZETHHMABEEZHIBEL, 3T - RXRE—=R T F T <, X7 ) —
T E o FE ORI E & AR L7 7287 - V=T VR
HRIIBT LT OWBEMHOFHEE & 2 ORERIL, ME DR R 5
FTERERASHRORHZRBYT25D0TOH A ), FFIT/VT-
NUE— [ IPEH C=AREE S H AR TRe v b &4, 8 H# R KR
W H PR L D3R L CRIERE T & AREE R O M T3 &
EENCHD DL 2 Ll b % ZNTHE IRIERKRE W) HED
HRIFANOFEAUUZ LS D 29, 28T FEASIEE L 72 /N i) 42 6 07 1 3
Exlzb50TH5D,
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AN BT 587 - DA FO/NRIBLE ESE & 2 0BT
BARMIZZT UL, PVEAIRT - Yo u—24 - A R MEIZHTE ST
WBRTHOLBFEOKENIRE, HRERES - ZESEFR. T - EifdE
LEOHNICE, ZHE,. BFEELEOFE, LN THOR EEE TR
TWh, T2V 7 =< —d, BRI TH o737 - NE—H b5
DFMTHE HIZ L DRSS ERBIE OB EELZFICBIH LW,

AT T EEHPIE T HEE ORI OWTE, HiliGm (2017) 22,
PRy = [ 2] ORI 7o 2] EREENTWED,
AR TIEEREOREE LW [V x] EL7
PEFe ST - RE—MLBRRDOTESHE T T A R A — VIS G EARTTREE £ 2 5
TS, MR ER TR OMAEZ 23 e R 2 SHEL T s Bl 5 2 &
Il . ZOMEET/NT - NE— D& A = A 2% FEMHBE L 720
INT - RE=DAMY T E—V a VERIZOWTIRAGEAE (2019) &, [#E
NOREZED, 8T - RE—DOHHITH| 5L LTWED, TIIHEAMD
EWIZHES T, BZOAUI EBRFEOFEIEE =74 VA ADA Ny TE—T 3>
PREECTORIFETH D E V) RIRIZEDS VT WD, b Lo asy
AT=FI28 [FHEE (A bty TE—=2a2) ] 3IFELTBY ., ZDED/ T
NE—LDENITANLE I THRESIE TR LE0E2LTH)., TORZE
R DHHLIIIN G 97 [FFRIEANDORE | 28 TIE %L 74V AEERZ iR
EPLENDTH L, FMFITHROBMEZ ST - X — L [RFEIZ B 58
SNTRNTH TV (XJETANVL) KD TWAD HTET CREL K abR7258D) |
FOEBOFEIIHMRD 35 3 T4 IVLREM O RFHTHY, LLA
ZIUISTALAEE D 7 4 OV L FiRI R 2 [ 8 1§ 5805 A BRI & o
THAMENTZHDTH 5,

Feld 7 7 AENRLPIFEICHTE SN T W 5,
A PR B SC = ARG C TBERLEE T KO —iif] L) FRETHRGES L7z,
M PEE S = BRI IE OGEE BT B SE TN T - XE - DAt
FHEFH LT /2As 1930 ARSI SO ARJEIZHE LT 5,
IN=T 3L =2 avILT7 L —2DEHIZOEDH LA, BEFETILmAHLL
BRI, B S=T 5 L= a U S A F v E ) IZ TRENT W,
1929 121X 17 IV EHEHOH AT [ E I AT (Motocamera) | #3710
HH NI T OAIFIFETE LTz,
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11 BRI =T VT 3ROV BT BAELTBY . (D2 4
V7 ARBFEDOH P HEZTH, WIcEHWELZTTZEL5DTHA ),

12 PEEFSC=ERREIE I L B HARTO/ 8T - XE—OBGEEIEIZOWTE, HliE
(2019) ZZMEN7zV

GIHSCERY A T

AR TBEOT7 YT 7 AR FED ], [NE—F%~] FE24F 1205, &
BTN —F v, 1931 45, 20-22 H,

HE SR [HARERERMR]. WY TRHRIEATAT, 1933 4F,

TalTat Ny —b [HEFMLE 45 ] 85 1-12 & R AT IHE— - A
ARELIRL EIFFIATS. 1992-2000 4,

AREH RS [ HAME AWl JE s (—~/0) ], [HLREEERS Fs] 4 1-8 5,
Fs &0, 1992-2002 4E

IR EL [ 7~ F 27 BB 7 7 7 F XU R, [ iR % 589 45—
FaAy)—FE (HARMMEEHEE 5 ). fHRaGth. 2006 4. 5178 Ho

PRI SC=RB [/ AR . Bobrat, 1957 4F,

REI T [BRRINC BT TERHEE] L LTRET S AT 7T— R L)E
oLz, Tegss] 56 98 5. HARBMSAE4:, 2017 45, 5-24 H,

fE] 251 TR H 3 AL O ML F 320 CHMHE X T4 7 #EFE ORI &3
Uit - S HNE YRR )G SRR S = BB R L TR S L] % 32 5. fiF R
FEESUL A 7E R, 2019 4F. 131-154 H,

TR 251 [/NRIBL I DR 1Y ST b7 S T il ~——K 1E 2> & BRI O BE 74 P& %
Hulbe$59 348 16 IV ESE | [ A SCH&iigE] 56 15 5,
i R4 FORUM., 2019 4. 231-249 H,

TV—=R)e-F9 T —[TFETH2 - TANL-IALTITA5 =] E & AGTRK
FOGHEFER, FUEERE. 2006 45,

AFRAE [ /3T - RE—=L\W ) AT A——HUE AL RO HED ], [A71) —
YR TA—R TUY VR OWE AT T REER] . R AR
2019 4£, 149-176 H.,

BARMA [ TAVINIBTH 95 IVFEOEREMH] [BHbeMEIa—
TAL 35, — et Bk N SRR A S LR SR AT, 2017 4, 14-20 H,

Daladier, Edouard. “Le ministre de I'instruction publique et cinématographe.” Le
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cinéma chez soi, No.l1(février 1926), Pathé Cinéma, p. 3.

Gourdet-Mares, Anne. “La caméra Pathé Baby : le cinéma amateur a I’age de
I’expérimentation.” L’Amateur en cinéma, un autre paradigme : histoire,
esthétique, marges et institutions, edited by Valérie Vignaux and Benoit
Turquety, AFRHC, 2016, pp.74-93.

Kermabon,Jacques. Pathé: Premier empire du cinema, Centre Georges Pompidou,
1994.

Salmon, Stéphanie. Pathé : a la conquéte du cinema 1896-1929, Tallandier, 2014.

Willems, Gilles. “Les origines du groupe Pathé-Natan et le modele
américain.” Vingtieme Siecle, revue d’histoire, No46, avril-juin 1995. Cinéma le

temps de I’histoire, 1995, pp.98-106.

FARRRIL. HARHLE S 14 BR% (2018 4 12 8 H. KB KE:)
TOHOASEE [T - XRE—E HARD 9 I 1) W[l o 5 2 148 1 |
AREESELLDTH D, T722016 4EFE JASSO MR 530 F ) B
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Kosuke FUJIKI

Adapting Ambiguity, Placing (In)visibility:
Geopolitical and Sexual Tension in Lee Chang-dong’s Burning
Kosuke FUJIKI

Abstract

This paper identifies the sociopolitical aspects of adaptation evident
in Burning (Lee Chang-dong, 2018), a South Korean-Japanese co-
production based on Murakami Haruki’s 1983 short story “Barn Burning.”
In the original story, Murakami employs his quintessential motif of the
disappearance of a female character for depicting the male protagonist’s
sense of loss amid the increasingly materialistic economic bubble of Japan
in the 1980s. While exhibiting the same motif of a vanishing heroine,
Lee’s film hints at the sociopolitical conditions of contemporary Korea by
introducing various changes, such as the relocation of the setting to Paju,
an agricultural city adjacent to the DMZ border, and by foregrounding both
the heroine’s sexuality and the competitive tension between the two male
characters. By employing plot devices such as an inexplicably disrupted
phone call and the sound of a propaganda broadcast, the film characterizes
both the missing heroine and North Korea as invisible, the former being
a potential victim of serial killing and the latter an unseen enemy state
believed to be a constant threat. By identifying and analyzing the film’s
motif of visibility and invisibility, this paper demonstrates how the tension
between the protagonist and the antagonist resonates with the longstanding

geopolitical tension between the two Korean states.

Keywords
adaptation, ambiguity, visibility, invisibility, gaze
Introduction

Increasingly in recent years, the works of Japanese novelist Murakami
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Haruki have been undergoing a global multimedia expansion, most notably
since the mid-2000s. It was widely known that the novelist had previously
been reluctant to grant permission for adaptations of his works, presumably
owing to his dissatisfaction with a string of critically and commercially
unsuccessful independent film adaptations, including Hear the Wind Sing
(Omori Kazuki, 1981; based on Murakami’s 1979 debut novel of the same
title) and Mori no muko gawa (Nomura Keiichi, 1988; based on the 1982
short story “Tsuchi no naka no kanojo no chiisa-na inu”)." Yomota Inuhiko
has compared Murakami to Nobel laureate Oe Kenzaburo, who similarly
began rejecting most film offers after being disappointed by the film
adaptations of his works from early in his literary career (139). Murakami
has claimed that his dialogue only works in novelistic prose, and that it
would seem unnatural when spoken aloud, as in a play or film (“Kyofu”
296). Nonetheless, starting with the Swedish short film, Dansa med dvdirgar
(Emelie Carlsson Gras, 2003; adapted from the 1984 short story “The
Dancing Dwarf””), Murakami adaptations began to proliferate. These include
both feature-length and short films: Tony Takitani (Ichikawa Jun, 2004),
All God’s Children Can Dance (Robert Logevall, 2008), Norwegian Wood
(Tran Anh Hung, 2010), The Second Bakery Attack (Carlos Cuardn, 2010),
The 100% Perfect Girl (Johan Stavsjo, 2015) and Hanalei Bay (Matsunaga
Daishi, 2018). There were also stage adaptations, including The Elephant
Vanishes (Simon McBurney, 2003), after the quake (Frank Galati, 2005) and
Kafka on the Shore (Frank Galati, 2008),” and the Polish TV production, Na
potudnie od granicy (Lukasz Barczyk, 2006; based on the 1992 novel South
of the Border, West of the Sun). Notably, all but two adaptations emerging
during this period have been either directed by or adapted by non-Japanese.
This might imply an expectation that linguistic or cultural mediation could
somewhat mitigate the unnaturalness which Murakami claims to feel about
his dialogue being enacted in real life.

South Korean filmmaker Lee Chang-dong’s Burning (2018), a feature
film adaptation of Murakami’s 1983 short story “Barn Burning,” is the most

recent of a string of international visual adaptations of Murakami’s writings.
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As will be explored in this paper, Lee’s adaptation of Murakami provides
a good example of transnational film adaptation in which the source
narrative is modified to enable commentary on the sociopolitical milieu of
the adaptation. The process of transnational adaptation echoes the original
Darwinian sense of adaptation, which, as Colin MacCabe points out, refers
to ongoing adjustments of the structures of lifeforms for survival in an alien
environment (3). In a transnational film adaptation, such adjustments would
essentially be twofold: the source narrative is not only converted from a
literary medium to a cinematic one but is also transposed from the original
cultural and historical environment to the differing cultural, historical,
ideological and political contexts of the target environment. Drawing on
translation theory, Lawrence Venuti introduces the notion of interpretants
to theorize decontextualization and recontextualization in the process
of adaptation. Interpretants are formal or thematic categories (including
cultural codes, social values and beliefs), which are applied in adapting
the source material (31). The source material is interpreted such that it is
decontextualized from the original historical moment or culture and is then
recontextualized to the adapting cultural or social groups. Venuti then argues
for the critical potential of adaptation, whose differences from the source not
only enable a critical understanding of the source material and its contexts
but also draw attention to both the adaptation and its new contexts. Venuti
argues that “once an interrogation is set going, it need not stop at the prior
materials; they may in turn be used to probe the translation or adaptation,
along with the cultural forms and practices that constitute it as well as the
traditions and institutions to which it is affiliated” (38-9).

This paper demonstrates that such is the case with Burning.
Murakami’s original story employs his quintessential motif of the
disappearance of a female character to depict the male protagonist’s sense
of loss amid the increasingly materialistic bubble economy of Japan in the
1980s. While exhibiting the same motif of a vanishing heroine, Lee’s film
hints at sociopolitical conditions of contemporary Korea by introducing

two major changes: first, the relocation of the setting to Paju, a South
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Korean agricultural city adjacent to the Demilitarized Zone, and second, the
foregrounding of both the heroine’s sexuality and the competitive tension
between the two male characters, which ultimately leads to a vengeful
murder. By employing such plot devices as an inexplicably disrupted phone
call and the background sound of propaganda being broadcast through
loudspeakers, Lee’s film characterizes both the missing heroine and North
Korea itself as invisible: the former is a potential victim of serial killing,
while the latter exists as an unseen enemy state believed to be a constant
threat. By identifying and analyzing the film’s motif of visibility and
invisibility, this paper demonstrates how the tension between the protagonist
and the antagonist parallels the longstanding geopolitical tension between
the two Korean states. Ultimately, Lee’s film implies that much of the

protagonist’s homicidal antagonism is groundless and perhaps delusional.

I. Adaptation: Murakami in Multiple Contexts

The first of Murakami’s works to be translated into Korean was
Norwegian Wood, with two different Korean translations appearing in 1988
and 1989, respectively (Jo 144). Since that time, the Japanese author has
continued to maintain phenomenal popularity in South Korea. Kim Choon
Mi notes that Murakami was first embraced by the “386 Generation,” a term
coined in the 1990s for signifying South Koreans in their thirties who were
born in the 1960s and who participated in the democracy movement of the
1980s (67). Just as a sense of the loss and melancholy found in Murakami’s
works were shared among the Japanese youth of the 1970s who became
weary of student movements, they had a similar appeal to South Koreans
in the 1990s following the political turmoil and the student protests that
persisted until the late 1980s. As for Murakami’s success among subsequent
generations in South Korea, Jo Joo-hee ascribes it to the readability and
“lightness” of his writing, when comparing Murakami’s novels to both

the Japanese young-adult-oriented “light novels” and South Korean
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online comics (146-59). Even though the commentators present different
explanations for the Japanese author’s popularity, they both agree that
his works have been received not as “literature from Japan” but rather as
“literature per se” (Kim C. 65), with the foreignness or the antipathy toward
Japan—harking back to the colonial experience —seemingly posing no
problem. One example to illustrate the widespread reception of Murakami in
South Korean popular culture is the television series, She Was Pretty (2015).
In this romantic comedy, set in a fashion-magazine publishing company
in Seoul, Murakami Haruki is cited as one possible identity of a hugely
popular, anonymous novelist writing in Korean. While this allusion clearly
shows Murakami’s status as a popular cultural icon in South Korea, it also
shows that his Japanese nationality is largely ignored, in that he is portrayed
as possibly being the man behind an unidentified writer who has written
bestsellers in the Korean language. Such disregard for Murakami’s national
specificities among the South Korean public has frustrated some critics who
are wary of the author’s implied understanding of the colonial and wartime
history of Japan and other East Asian countries (Kim Y. 24-5). Nonetheless,
in light of globalization, it is undeniable that Murakami’s works are widely
circulated as nationally non-specific contents in the popular culture of South
Korea, as in other East Asian countries outside Japan.

NHK, the Japanese national television network which had co-produced
director Lee Chang-dong’s Peppermint Candy (1999), offered Lee the
opportunity to adapt Murakami’s short story.” Though initially reluctant,
the director eventually came to regard the story as an opportunity for him
to express the theme of “rage within today’s people” (Lee). In his initial
story, Murakami appears to present the theme of rage in a very subdued
form. Rage is manifest far more in William Faulkner’s short story of the
same title, “Barn Burning” (1939), from which Lee’s film borrows the trial
of the protagonist’s violent father. In Faulkner’s story, Abner Snopes, the
father of the child protagonist Sarty (Sartoris), wildly vents his fury against
his landowners. The narrative opens with a court scene where Abner is

ordered to leave the county for his having burnt his first landowner’s barn.
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Upon arriving in the house of his new landowner, the de Spains, Abner ruins
a one-hundred-dollar rug by smearing it with horse dung and washing it
with the “harsh homemade lye” (507). Then, he sues Mr. de Spain in order
to reduce the twenty additional bushels of corn he was ordered to give in
compensation for the rug. Even though the charge is eventually reduced,
Sarty remains deeply dissatisfied and starts preparing to burn de Spain’s
barn. Faulkner neither explains nor justifies reasons for Abner’s insatiable
rage, which deeply bewilders Sarty and the rest of the family; however, it
is evident that his anger derives from class conflicts between peasants and
landowners in the South in the nineteenth century when the story is set.
As Yamane Yumie points out, Lee’s film adaptation displays a thematic
continuity with Faulkner’s “Barn Burning”, whose themes of class divide
and violence are recast for the context of the economic divide and youth
frustration of contemporary South Korea. Thus, both Murakami’s and
Faulkner’s stories constitute source texts for Lee’s film.

Murakami’s “Barn Burning” hints at anger and violence only
metaphorically, through an unnamed young man’s claimed act of burning
barns, an act that the first-person narrator-protagonist fails to witness. As
commentators have pointed out, the young man’s “barn burning” can be
seen as a metaphor for his presumed murder of the missing heroine, but the
story remains ambiguous, leaving room for various other interpretations
(Yamane, “Futatsu” 61; Hirano 180). As Kawamoto Saburd points out,
the author avoids any passionate expression of the characters’ emotions,
creating instead a sense of detachment (93). Drawing on the Japanese
critic Asada Akira’s discussion on shirake (a lack of passion), Yamane
situates the detachment in the context of the Japanese youth culture in the
1980s. While Asada finds in the shirake of the Japanese youth a critical
potential that would enable Japan’s young generation to detach themselves
from and relativize the contexts of their life, Yamane sees the ambiguity
of Murakami’s story as representing the contemporaneous attitude of
detachment through a salient refusal to commit to just one interpretation and

by claiming the validity of equally possible readings (“Futatsu” 65).
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In order to resituate the story from the context of detachment in the
1980s to that of rage evident in the contemporary period, the film introduces
specific changes. One example is characterization: Murakami’s first-person
narrator, a married, middle-class man in his thirties, is reconfigured as Jong-
su, an aspiring young writer who occasionally engages in manual labor
for a living. Abandoned by his mother sixteen years earlier and dogged by
his father’s trial, Jong-su is characterized as being both economically and
psychologically worse off than Murakami’s protagonist living in the period
of Japan’s economic boom. Another departure from the original story is that
the film emphasizes the romantic attraction of Jong-su to the heroine, Hae-
mi.' In Murakami’s story, the protagonist repeatedly notes the casualness of
his affair with the twenty-year-old heroine, whom he sees “once a month,
twice at most” (New Yorker 86). Their dates are described in terms of an
economic exchange: the protagonist pays for dinner and he gets relaxing
comfort from their conversation. Their alienation from each other, which
precludes their mutual understanding, is suggested through the metaphor of
distant clouds: “Often I would just keep nodding my head, not really picking
up the gist of her words. But listening to her made me feel relaxed, as if I
were gazing at drifting clouds far off in the distance” (New Yorker 86). This
explains why the narrator remains unaware of the heroine’s disappearance
for an entire month, until her younger boyfriend informs him. Compared to
this narrator, Jong-su in Burning is closer in age with Hae-mi, as indicated
by Hae-mi’s use of the casual banmal speech and the vocative case -ya
when addressing Jong-su (as in “Jong-su-ya”), whereas Ben, the equivalent
of the heroine’s younger boyfriend in the original story, is reconfigured as a
slightly older man. The film also reveals Jong-su’s intercourse with Hae-mi
as well as his sexual reverie of her, and inserts one confrontational moment
in which Jong-su admits to Ben that he is in love with Hae-mi (01:18:48-
01:19:13). The characterization of Jong-su as an underprivileged, serious
lover enables the film to delve into his rage through exposing the sexual
tension present among the characters, a tension which causes Jong-su to

suspect that affluent Ben has murdered Hae-mi simply for his pleasure or
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satisfaction.

Though the director asserts that he considers rage in young people
to be a universal phenomenon, I argue that Jong-su’s rage and hasty
antagonizing of Ben have a particular significance in the contemporary
sociopolitical situation of South Korea (Lee). Lee’s comment seems to
reflect Mette Hjort’s argument that the theme of nation is a topical theme,
whose historical and cultural specificities resonate only within a specific
group of people for a limited period of time (105-6). For this reason,
filmmakers tend to emphasize that their films address perennial themes,
themes that can have universal relevance, thereby attributing the national
theme to a secondary place (107). Nevertheless, national-specific themes in
Burning can be deduced from the crucial change of the setting: Lee Chang-
dong has repositioned the setting from the outskirts of Tokyo to the border
city of Paju, where North Korean is constantly felt to be present on the
other side of the Demilitarized Zone. Such a change enables the addition of
a particularly distinctive geopolitical nuance to the more universal theme
of the rage recurrently present among the younger generation: according to
a survey conducted in 2014, it was the age group of the twenties that was
noted for the highest number of persons holding hostile perceptions toward
North Korea as well as negative views on the unification of the two Koreas,
presumably due to both their ignorance of, and indifference toward, North
Korea and its people (Kim J. et al., Asian Report 14). Despite President
Moon Jae-in’s efforts to alleviate tension in the Korean Peninsula during
the past two years, including allowing North Korea to participate in the
2018 Pyeongchang Winter Olympics as part of the inter-Korea women’s
hockey team, a follow-up study shows that the conservative tendency of the
young generation remains unchanged, as young Koreans continue to express
disapproval of the Moon administration’s pro-North Korean policies (Kim J.
et al., “South Korean™). Through its portrayal of the anger of the protagonist
concerning his love interest, Lee’s film offers a tacit critique of the prevalent
frustration and intolerance of South Korea’s youth generation, whose

counterparts might be found globally in reactionary political movements in
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the 2010s.” In the next section, my analysis of the visibility and invisibility
co-existent in the film will illustrate how their contrast communicates this

sociopolitical implication.

I1. (In)visibility: Image, Sound and Fury

In using the term visibility, I follow sociologist Andrea Mubi
Brighenti’s discussion on the relationship of the visible and the visual (31-4).
Challenging Michel Foucault’s distinction of the visible and the articulable,
Brighenti defines the visible as “a prolongation of the visual impregnated
with the symbolic” (32, italics original). Whereas the meaning of what
is presented visually may be elusive, the visible is understood within the
episteme, communicating a meaning already fixed through representation,
symbolization or codification. In other words, visible images are imbued
with sociocultural values and identity. In the following analysis, invisibility
refers to a lack of such visual presentation, marked primarily by sound or
by absence from the visible. Burning employs tropes of invisibility in its
representation of those who are otherized in the contemporary South Korean
society, such as the female and North Koreans. The film’s making them
invisible should not be misunderstood as those Others lacking their social
identity. Rather, it signals the failure or refusal of the film’s male protagonist
to understand the identity of the Other, a willful effacement from his
episteme.

Visibility initially informs the visual portrayal of the film’s heroine
Hae-mi, before she inexplicably disappears in the second half of the film.
When she is on screen, Hae-mi is repeatedly presented as a visible object
of gaze. This is symbolized by the proximity of her apartment to the
observatory of Namsan Seoul Tower as well as her topless nudity displayed
during her marijuana-induced dance scene. The objectification of Hae-mi
is visually set out in the film’s very opening shot (0:00:33-0:02:40). The
shot starts with a close-up of the back of a truck, which blocks a view of

a person standing by the side of the truck (fig. 1). Subtly introducing the
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motif of a burning fire, the camera shows only the person’s cigarette smoke.
While finishing his cigarette, Jong-su finally comes into the frame, but his
face is barely visible as he takes out articles of clothing from the truck and
carries them on his shoulder through the bustling street, with his face turned
somewhat downward. Accompanied by the sound of tacky pop music, Hae-
mi then comes into view scantily dressed and dancing in front of a shop,
along with another young woman, apparently for the purpose of luring
customers to the shop (fig. 2). When Jong-su passes her to enter the shop,
the camera stays on Hae-mi, showing her full figure in long shot as she
notices Jong-su and waits for him to come outside again (fig. 3). Although
it is Hae-mi who sees Jong-su and immediately recognizes him, the framing
of the camera ironically positions Hae-mi as the object of the viewer’s gaze.
Jong-su neither sees nor recognizes Hae-mi, with Jong-su’s inattention
being stressed by his having nearly collided with a man who was pulling a
cart in front of the shop. By closely following his movements, however, this
long take encourages the viewers to identify themselves as participating in
Jong-su’s viewpoint. The discrepancy between the action (i.e. Hae-mi seeing
Jong-su) and the cinematographic scheme (i.e. the camera objectifying Hae-
mi) might even invite the viewer to question the predominance of the male
gaze, as it exposes that the viewpoint of Jong-su as the unseeing male is
given priority over that of the female who, nonetheless, attentively sees and

understands what is happening.

L
Q

Fig. 1 (0:00:33)
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Fig. 2 (0:01:52)

Fig. 3 (0:02:006)

In his book, The Remasculinization of Korean Cinema, Kyung Hyun
Kim maintains that the works of the Korean New Wave that emerged
subsequent to South Korea’s democratization were concerned with
masculine rejuvenation and recovery of potency. In these films, the nation
was perceived as having been “emasculated” by a series of historical
traumas throughout the twentieth century, including Japanese colonialism,
the Korean War, two decades of Park Chung-hee’s military dictatorship and
the Gwangju massacre in May 1980 (9-10). While the New Wave conveyed
this theme of remasculinization in films about social alienation of youth
as well as in other socially conscious films, female subjectivity tended to
remain underrepresented. Having debuted in the 1990s, Lee Chang-dong is
sometimes recognized as a member of the second New Wave: notably, he
explores the traumatic national history of the 1980s as embodied by the life
of the male protagonist in Peppermint Candy (Choi 165). Burning shares
with the Korean New Wave an anxiety over masculinity, as represented by
Jong-su and Ben’s rivalry over Hae-mi. Moreover, the film characterizes
Hae-mi as a highly sexualized object of the male gaze. This may correspond
to Murakami’s original portrayal of the heroine, whom the narrator of the

story describes as follows:
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There was a simplicity about her that attracted a certain type of man.

He would look at that unabashed simplicity and want to put it together

with his own complicated, bottled-up feelings. I can’t explain it well,

but I think that’s what was going on. You could say that she lived on

her simplicity. (New Yorker 86)

At first glance, the reader would be struck by the seemingly sexist gender
contrast: whereas “a certain type of man,” which could include the narrator
himself, is described as having “complicated, bottled-up feelings,” the
heroine’s interiority is completely disregarded. Taking only her visible
exteriority into consideration, the narrator suggests that her “unabashed
simplicity” is something one can “look at.” Then, most troubling, comes the
vague phrase “to put it together,” an expression which could be suggestive
of coital fusion with the heroine; the narrator stresses only the therapeutic
effect of such an act on the man, thereby reducing the heroine to a mere
comfort provider. Nonetheless, it would be hasty to denounce Murakami for
being sexist, an accusation which the author has occasionally received in the
past (cf. Ueno, Ogura and Tomioka, ch. 5). Criticizing other commentators
who conflate the narrator’s perception of the heroine with Murakami’s view
of women, Nishitaya Hiroshi argues that Murakami’s story in fact draws
attention to limitations of the perception of the first-person male narrator
who fails to see the heroine’s reality and thus deems her one-dimensional
(380). Whilst forcibly situating the spectator within the male protagonist’s
viewpoint in a manner not unlike that of a first-person literary narrative,
Lee’s film also points, through its representations of invisibility, to Jong-su’s
failure to understand Hae-mi.

One example of invisibility is the scene of Hae-mi peeling imaginary
tangerines (0:06:30-0:09:45). Although the heroine’s pantomime of peeling
tangerines derives from Murakami’s story, Lee expands this conversation
to hint at Hae-mi’s inner turmoil. As she peels and eats invisible tangerines,
Hae-mi says, “[t]he important thing is to think you really want one [i.e. a
tangerine]. Then your mouth will water, and it’1l really taste good” (0:07:45-

0:07:55). She then goes on to describe the distinction of varieties of hunger
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in the Kalahari Desert, one being Little Hunger (i.e. being literally hungry)
and the other being Great Hunger (i.e. being hungry for the meaning of life).
These expanded lines imply that Hae-mi’s reason for going to Africa is her
hunger for the meaning of life. Her craving for the tangerines can thus be
seen as symbolizing her desires as that makes her mouth water and enables
her to taste the imagined tangerines. However, all that Jong-su (along with
the spectator) sees is a mere pantomime, since the conventional shot/reverse
shot shows that there is nothing in Hae-mi’s hands (fig. 4). Therefore, this
scene reveals Jong-su as being unable to see what Hae-mi probably sees and
in her imagination is even able to taste. Subsequent to this scene, Jong-su
continues to be bewildered by instances of invisibility surrounding Hae-mi,
including her pet cat Boil, which hides from Jong-su at her apartment; an old
well into which Hae-mi claims to have fallen during her childhood, though
her family denies the event; and ultimately, Hae-mi’s own disappearance
and consequent absence from the second half of the film. For each of those,

Jong-su fails to find anything conclusive and remains helpless toward what

for him is unknowable.

Fig. 4 (0:07:55)

Further expressing the helplessness concerning invisibility and
unknowability, the film repeatedly uses sounds from unseen sources, such
as the intrusive ringing of anonymous telephone calls to the farmhouse
of Jong-su’s father and the disquieting noises that Jong-su overhears on
an abrupt call from Hae-mi’s cellphone. There is another example of an
invisible, hostile sound that has a particular political significance in the

Korean context: the loud broadcasting of the North Korean propaganda
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frequently heard at the farmhouse in Paju. On Jong-su’s first day in Paju,
the camera shows him turning his head three times to find the unseen source
of the broadcast, emphasizing his awareness of the broadcast (0:21:15,
0:22:08, 0:23:32). The invisibility of North Korea is marked not only by its
geographical location on the other side of the hills to which Hae-mi points
in a later scene, but also by the ominous presence of thick clouds and rain on
Jong-su’s first day there. Even though Jong-su’s facial expression does not
indicate a particular response to the broadcast, the way that South Korea’s
Taegukgi national flag is hung prominently in front of the farmhouse
symbolizes the assertion of South Korean nationalism in face of the threat
of the unseen enemy state (That Jong-su’s father is probably an avid patriot
is also suggested by the display of old photos of his military service hanging
on the walls of the farmhouse). Nevertheless, Lee’s characterization of
North Korea as being invisible suggests that the hostile sentiments toward
the invisible enemy derives from a lack of understanding or an acquired
indifference, rather than from a specific experience of encountering the
enemy. On this point lies the sociopolitical significance of Burning’s most
extensive departure from Murakami’s text: the film adds a concluding
scene in which Jong-su stabs Ben to death in retaliation for Ben’s suspected
murder of Hae-mi.

In parallel to the invisibility of North Korea, Jong-su’s increasing
and ultimately homicidal rage toward Ben is also underscored by the
diminishment of visibility. This is evident throughout the scene of Hae-mi
and Ben’s visit to Jong-su, which is presented as a seemingly continuous
exterior scene from late afternoon to dusk (1:02:30-1:20:49). After taking out
deck chairs and facing the setting sun, the three feast on wine and cheese,
and then start smoking marijuana. Though the scene begins with the three
characters bathed in bright evening sunlight, suggesting an amiable mood
(fig. 5), the tension slowly builds to the point of eruption as Jong-su frowns
at Hae-mi as she begins dancing to Miles Davis’s score for the French film
noir, Elevator to the Gallows (Louis Malle, 1958) (fig. 6). By that time, the

sun has already set and Hae-mi is filmed in silhouette against the lingering
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glow (fig. 7). As Hae-mi breaks down into tears and stops her dance, the
camera pans to the north to show the approaching twilight as well as the
distant hills (fig. 8). After Hae-mi has fallen asleep, and the two men carry
her into the house, Jong-su and Ben begins a conversation during which
Ben confesses his hobby of burning greenhouses. As the lingering dusk
dwindles, the encroaching darkness adds a sinister nuance to Ben’s account
of greenhouse burning, which may be a metaphor for killing women. Jong-
su’s tension heightens as he says to Ben in his crude expression, “Fuck.
I said I love her,” implying that he considers Ben a competitor for Hae-
mi’s love, and possibly hinting at his perception of Ben harboring violent
or homicidal desires (1:19:07-1:19:10, fig. 9). Subsequently faced with the
departure of Hae-mi and Ben, already at night, Jong-su begins to direct his
anger toward Hae-mi as well when he rebukes her by saying, “Why do you
undress so easily in front of men? Only whores do that” (1:19:50-1:19:59).
Against the backdrop of liminality both geopolitical (between the two
Korean states) and temporal (between day and night), the gradual buildup of

tension acquires saliency as dusk deepens into the darkness of night.

Fig. 5 (1:05:26)

Fig. 6 (1:08:12)
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Fig. 7 (1:09:04)

Fig. 8 (1:12:08)

Fig.9 (1:19:09)

The final scene of Jong-su’s murder, the utmost expression of his
rage, is characterized by its strong visual impact. The murder takes place
in daylight, in the brightness of falling snow. The film’s penultimate six-
minute shot begins with the sun in the sky, foregrounding the brightness of
the murder scene (2:17:22-2:23:26, fig. 10). Furthermore, as he determines
to burn his blood-stained clothes, Jong-su strips fully naked, drawing the
viewer’s attention as Hae-mi had done earlier in her own nude scenes
(fig. 11). Finally, the image of Ben’s car in flames in the film’s last shot is
yet another element that contributes to the intense visuality of the scene,
inducing the evocative image of an all-consuming fire that links the poetic
imagination with an irretrievable finality (Bachelard 101-2, fig. 12).

However, the captivating visuality of the scene notwithstanding, the film
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employs cinematic tropes that would make the viewer question the reality

of this murder, leaving its narrational significance ambiguous. Through

searching for a parallel between the structure of the film and the concept of

“simultaneous existence” as explored in the story, Yamane Yumie argues

that the ambiguity is key to understanding this ending, as she offers the

following seven possible explanations for the ending of the film (“Sekai”):

I-1.
I-2.

I-3.

I-4.

II.

II-1.

I1I-2.

Ben has killed Hae-mi. Jong-su stabs Ben for revenge;

Ben hasn’t killed Hae-mi (who has simply gone missing). Jong-

su mistakenly believes that Ben killed her and therefore stabs
him;

Hae-mi has killed herself (or she sought suicide with the help of

Ben), but Jong-su mistakenly believes Ben killed her and so stabs

him;

Ben is bored with his life and has the desire to disappear; by

making Hae-mi disappear (possibly by killing her), he drove

Jong-su to kill him;

The stabbing of Ben is entirely within Jong-su’s fantasy, as

suggested by the preceding scene of his writing on his computer:

it is the creation of his imagination as a novelist;

Jong-su and Ben are the one and same person (Ben is Jong-su’s

shadow); Ben represents Jong-su’s violent nature and the ending

is about Jong-su ultimately getting power over and removing his

own violent self.

Jong-su and Ben are the one and same person (Ben is Jong-su’s

shadow); Ben represents Jong-su’s violent nature and the ending

is about Jong-su becoming aware of his own propensity for

violence.

Yamane’s list may benefit from a better arrangement: for instance, the

distinction between Explanations 1-2 and I-3 is probably negligible, since

the film never shows what really happens to Hae-mi after her disappearance;

Explanations I-1 and I-4 support the same murder narrative, the only

difference between the two being that the latter provides insight into Ben’s
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motive; then, both Explanations III-1 and III-2 are more interpretive than
narration-based and therefore need to be distinguished from the others.
Nevertheless, Yamane’s Explanation II is worth exploring here, as it

suggests that the film is crafted to challenge the supremacy of the visual.’

Fig. 10 (2:17:22)

Fig. 11 (2:23:17)

Fig. 12 (2:23:51)

The scene of Jong-su’s writing on his computer does not occur
immediately before the murder scene but falls two scenes prior. Jong-su
is seen writing by the window of Hae-mi’s one-room apartment (2:14:30-
2:15:43). The camera pulls back from the window to show Hae-mi’s
apartment in the cityscape of Seoul, as if to suggest that Jong-su is now
being watched from the observatory of the Namsan Seoul Tower shown
earlier in the film (fig. 13). Following Yamane’s interpretation, both the final

murder scene and the film’s penultimate scene, which immediately follows
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Jong-su’s writing in Hae-mi’s apartment, should be considered Jong-su’s
fantasy. The film’s penultimate scene is set in Ben’s upscale apartment in
Gangnam (2:15:44-2:17:21). In this scene, Ben is first in the bathroom,
looking into the mirror as he puts on contact lenses (fig. 14). Then in the
living room, he is seen sitting face to face with his new girlfriend, applying
rouge on her lips. Seen as Jong-su’s fantasy, this scene would visualize Jong-
su’s suspicion that Ben is a serial killer. Ben’s contact lenses draw attention
to his eyes, perhaps representing the predatory male gaze. In addition, the
worried look on the girlfriend’s face implies that she may be Ben’s next
victim. This sequence of three scenes functions as a chain of displacing the
gaze: Jong-su, who is positioned as the viewer’s eye in the beginning of the
film, becomes an object of the gaze; Ben, having displayed the predatory
gaze of a serial killer, is consequently murdered; and finally, the spectator’s
gaze, upon witnessing Jong-su’s killing, is subverted as it is suggested that

the vivid image that is presented to the viewer may not be true.

Fig. 13 (2:15:39)

Fig. 14 (2:15:50)

Jong-su’s hasty antagonization and murder of Ben can be read as
commentary on South Korean youth’s fear and hostility toward North

Korea. Through the alteration of visibility and invisibility in Hae-mi’s
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disappearance and the sonic representation of North Korea, the film
suggests that both the rage and antagonism may not stand on firm ground,
as the protagonist’s reasoning is shown to be dependent on the limited
source of what he chooses to see. By the displacement of the gaze in the
final sequence, the film questions the supremacy of the male gaze, which,
askance at the perceived interiority of the objectified Other, is in a frame
of reference that makes the subject unable to understand and identify with
the Other, whether it be the female Other or the denied presence of another

Other living unseen on the opposite side of the Demilitarized Zone.

Conclusion

A close reading of the visible and invisible elements in Burning
allows us to perceive Hae-mi’s disappearance in a new light: it is no longer
about the protagonist’s loss, as in Murakami’s story, nor about a murder
to be avenged, as Jong-su’s reasoning seems to conclude; rather, it is
the resistance and disconcertion of the objectifying male gaze. Thus, the
unabashedly sexualized and objectified quality within the portrayal of the
heroine, seen exclusively from the male protagonist’s perspective, should be
taken with irony. By examining changes made in the process of adaptation,
this paper has demonstrated the sociopolitical significance of the narrative
in the context of contemporary South Korea. With the border city of Paju
as the setting, the sexual tension between Jong-su and Ben can be seen as
reflecting the geopolitical tension between the two Koreas. As the film’s
emphasis on the limitations of gaze suggests, such tension might derive
largely from the male protagonist’s inability or refusal to see beyond the
existing episteme.

One point that remains to be explored is the film’s significance outside
the Korean context. Since its premiere in May 2018 at the 71" Cannes
Film Festival, where it won the FIREPSI Award, Lee’s film has been well
received by critics and audiences in the international art cinema circuit.

Given its ambiguity and transnational appeal, however, it is uncertain how
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much of the sociopolitical significance discussed in this paper would be
legible to its international audience. For example, reviewers in Variety and
Sight and Sound briefly note youth unemployment and class resentment as
themes in the film, yet neither reviewer even approaches the question of the
reliability of Jong-su’s viewpoint (Debruge; Kiang). In Japan, a re-edited
90-minute version of the film was aired on television two months prior to
the film’s theatrical release, as described in Note 3. The re-edit, ending with
Hae-mi’s mysterious disappearance as in the ending of the short story, would
recontextualize the film as a Murakami Haruki piece. One may conclude
that a multiplicity of possible interpretations of the film exist simultaneously
in different audiences, and no single interpretation should be considered the
“right” answer; however, a decontextualized, depoliticized reading of the
film could risk reducing this film to a mere work of global art cinema by a

master auteur.

Notes

1 The English titles of literary works are taken from their English translations,
when available. “Tsuchi no naka no kanojo no chiisa-na inu,” which can be
translated literally as “Her Small Dog in the Ground,” has yet to be translated
into English. For English titles of films, I have consulted the Internet Movie
Database (http://imdb.com). English translations of all other Japanese-language
sources are mine, unless otherwise specified.

2 Unlike Simon McBurney’s The Elephant Vanishes, which was performed in
Japanese with a Japanese cast, Frank Galati’s two Murakami adaptations were
originally performed in English at Steppenwolf Theatre Company in Chicago.
Nevertheless, both of Galati’s plays have been subsequently translated into
Japanese and performed in Japan with domestic actors. The Japanese production
of Kafka on the Shore, directed by Ninagawa Yukio (1935-2016), has been
staged three times, in 2012 and 2014 (restaged in London the following year),
and posthumously in 2019 (in Paris and Tokyo). after the quake will see its
Japanese premiere in July 2019, directed by Kuramochi Yutaka.

3 In proposing a South Korean-Japanese co-production, NHK seems to have
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had in mind not only fans of Murakami in South Korea but also Hallyu fans in
Japan. In Japan, a Japanese-dubbed, 90-minute version of the film was aired on
NHK in December 2018, prior to the film’s theatrical release in February 2019.
For the Japanese dubbing, Hagiwara Masato, who has regularly dubbed Bae
Yong-joon, one of the most prominent Hallyu stars, was cast for the voice of the
film’s antagonist, Ben (played by Steven Yeun). This abridged version follows
more closely to Murakami’s short story, ending where the original story ends.

Lee’s foregrounding of Jong-su and Hae-mi’s romantic relationship in the
film runs counter to the process of Murakami’s rewriting his story. After it
was originally published in the literary magazine Shincho in January 1983
and subsequently included in the collection Hotaru, Naya wo yaku sono-
ta no tanpen (Firefly, Barn Burning and Other Stories) in 1984, Murakami
substantially rewrote “Barn Burning” in 1990 and republished it in the eight-
volume collection, Murakami Haruki zensakuhin, 1979-1989 (The Complete
Works of Murakami Haruki, 1979-1989). In that rewrite, Murakami made
significant changes to suppress the suggestion of a sexual relationship between
the first-person narrator-protagonist and the heroine. For example, the
explanatory sentence, “Bokura wa ma tomodachi no yo na mono datta” (I guess
you’d say we were friends), is inserted (Murakami 239); the phrase “boku no
garu furendo” (my girlfriend) is replaced by the mere pronoun “kanojo” (she)
(Hotaru 59; Murakami 243); and in the scene where the girl casually undresses
in front of the protagonist, the reference to “panti” (stripped down to her
panties) is obfuscated by the use of the word “shitagi” (undergarments), which
can include a brassiere or a chemise (Hotaru 63; Murakami 245). Two English
translations of the story, one by Philip Gabriel for The New Yorker in November
1992 and the other by Alfred Birnbaum which was included in the collection
The Elephant Vanishes (1993), are based on the rewritten edition that appears
in Murakami Haruki zensakuhin, except that “shitagi” is translated as “panties”
in both English editions and that Birnbaum’s translation has also omitted the
reference to F. Scott Fitzgerald’s 1925 novel, The Great Gatsby, in the story.
A widely available Korean translation by Kwon Nam-hee is also based on the

rewritten version from Murakami Haruki zensakuhin. For his film, however,
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Lee Chang-dong has apparently consulted both versions, as he reintroduces
such details from the earlier version as the heroine’s topless nude as well as the
reference to Faulkner’s short story (Yamane, “Murakami”).

The film illustrates the global proliferation of working-class frustration and
youth conservatism by sonically juxtaposing domestic and international news.
In two contiguous daytime scenes at the farmhouse in Paju, the TV news reports
the severe unemployment rate of the South Korean youth and Trump voters’
approval of President Donald Trump’s fulfillment of his campaign promises,
such as immigrant deportation, the construction of the U.S.-Mexico border
wall and abolishment of Obamacare (0:24:00-0:24:58). In an oblique shot of a
television screen, skewed images of President Trump can be seen.

Prior to the ending sequence, Lee Chang-dong employs the trope of dream
scenes to blur the boundary between reality and dreams. First, he inserts Jong-
su’s flashback to his childhood, followed by the adult Jong-su waking up on the
couch (1:20:50-1:21:57). While this is clearly marked as a dream sequence, an
identical juxtaposition is employed in a later sequence, which may or may not be
a dream (1:52:00-1:57:27): in his truck, Jong-su follows Ben’s Porsche through
labyrinthine country roads, eventually arriving at a reservoir where Jong-su sees
Ben staring into the water. The scene is immediately followed by another shot of
Jong-su waking up from his couch. Even though the pursuit scene could imply
that Ben might have disposed of his victim’s body in the water, the subsequent
shot of Jong-su’s awakening from his sleep hints that the entire pursuit scene
may be Jong-su’s dream. By complicating the distinction between the reality
and Jong-su’s subjectivity, these dream sequences prepare the viewer for the
ending sequence, which can be interpreted either as a real event or as Jong-su’s

imagination.
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