ISSN 1881-5324

o

DLIED

HRREZFS
The Japanese Society for Cinema Studies



W7 BB

0 IRRVETII /A — rimmEoncns

................................... BHELE H22EE5%FFE 12508 FMm2835H

¢ BTV T1DORKERE

....................................... NESE: S, ] #2705 2835 M

¢ HR7Z =X—>ar 0B A3 h

—&‘%L\-§b”orﬂu‘:ﬁu ........................... HEATFXZE 2805 28350

¢ P BT LAHHRESIEE

..................................... EEZ-2E8 HHEBRBEFHRHE 25085 2730H

9 'ﬁ'ﬁli 0): - |‘ - B HBZEIAT)T1 DB RS

........................................................ jﬁ&g:% 256 B 2520 Fl:]
'S

§ P A=3DIR

....................................................... ﬂuﬁﬁﬁ[‘ﬁ 3208 2835 =)
? 7>ﬁ®ﬁb\®<m%) -------------------------- {?E \mﬁ ZSZE 2520 H
§ P A—Sa32ESA479A40ILDILERE ... METEXE28E 2730 @
¢ BEBEON TS — R ERED -25a040 A RUEXT BEROWE

---------------------------------------------------------- H7k§’ﬁ % ZME 2835Fq
¢ ZEREAETEIIAHT=B

.................................... ERMNE - BhR-RE2 &E 250E 2415M
¢ BERNOF=A—a R EWERER - EEEZE B8E 2520
¢ ATATDEHIDIUH sm—a=sions

---------------------------------------------------------- ﬂ*IE E- ZSZE 24 SH

’ Ei E*;’%EE ----------------------------------- ﬁ7km$ 276E 23‘]0Fq
¢ FELTUHRI mree HoF~82)5—vay

................................................ &E%—i%:&;&% 232 E 2100 Fq

§ RUHDEFE <~ HoBRsbE608E ESazixis )< HEER
------------------- EHAEE-B/AkR AERA-UEZE 5 OEAHLN 205 1890 A

i A1t 606-8204 AT A2 X H b FHIET/\E# TELO75-721-7111 FAX075-781-6168
@ J I I '5 HE 101-0062 F AR M ABAE2-11-16 TEL03-3293-5021 FAX03-3293-5023
1] = #R kyoto@rinsen.com IR tokyo@rinsen.com Wwww.rinsen.com * fli#% i1 #iia




R 1] it ¢

Cinema Studies

2009

HARBEZF =

The Japanese Society for Cinema Studies



EEHEARS
wB R
B W E N
BB E
’B B2

BMKE
RREIDEAEMEB Lot 52—
it AN

BEEIARF

BAS



H R

#£2E (2009 F) BFREFREZHERAY
F—F—BRDFp T e e JbH  BE
— SHEBE O AR 74D 20 THARR] Rz < %55

Spectacle as the Resisting Site: Josephine Baker’s Dance and Song
Scenes in ZouZou (1934) and Princess Tam Tam (1935)

............................................ - Risa NAKAYAMA
SN/ v By N (I ERNN —

— A -5 & 1930 4ERF v > T Y1 7 )V DFGES

EE R - N L . - O A
7YY = VW TR OF 7 A N ok

a/3N— b « 7V bR ANECEIT S

= EWEED AN YN Y B
— A =TT —=F VT AT A=A =T =Ty .
FIT TN
PREIED GSCRRIBIRL oo
RN ey = - SRR
e 2

22

42

58

74



[mepsififf 2] 4 %5 (2009)

Cinema Studies, no. 4

52 (2009 &) BAREFSERERX

r—F—FHRDF L
— VW O HARE P4 dd B W0 THARR] A2hk
T BEL
It | M =
¥ C & Ic

B L2 MO BEADBELE Cldft & LIEN 2ERAEEDNREDES
EREOECHFESZ L. LIELISMEFRY EICEHEZHB T L TL e, iR
BERITHVE K LinsdTcAIHRICIE. BAMSNDE 4 TCHLELDEEHITHON
TW e &ld FEREISEDFATHRICK DTS MCEN TS, B
ARELICHIS BALDFEICODVTUIRR CH SO THRIAT HE TH
BOD BAODALOSRISEENCEAL T, RELEREINTULEL,
FRIFFHHENTOEWVEDDZ CERENTL S, BABESEICE 2 TR
BIRIETA L2 RO S DERPEE BT S5l dBR 5 < 52
—ATC. b—F—DEBRL 1929 FLIEOHLICEAT DHZIZIFEAL
FODTDEETH B, T TAIT ALY FEATIEEL b—F—
BATERD BAICEVT 2 HNEBRE LB DV CHBFDFE. MEta ED—R
BRI LSBT IRRM S A TOEME L CEROALTOEED
HINERZED DI ELET D, FlcAmlE. EEMBRIFORERZEE
DEIFORBEE EIGRGY . REORE CONERBEFETPEE. Kot
ERRED BAEFR OBz KEIC. #HfaERN 5 BARRESE DL =
AL D ET B,

b —F—BREZEHED 1930 £, ALIIREHTE EL) LBEKIC
TEPA N SAFEEERGETICHID5 T BEELSLEZHE LT
WoTcE—RIICEBEEN TS, LHLENS 1930 FRD h— - %
. BOIR0TT S F—F—ITERT B TLENCER A BULE
FEEDTeDTIFEL SEERICIEEBAIT b —F—1FRDSUEP_ LB

4



R —F—I5ROF I

L. h=F—EBRCEASZHEDNTCE RIS L. TNIEH DRk
RELHENON VD EVZ D,

REROBE—DENIE. ~—F—EREOHLHINERE EBRREES
L. 1930 FRZEBCCEREGHEAEL DI L ZAAT 22 & Ch D, &
feARRDB_OENIE. BFOALTOEERELTL. K KOIERE L
BFERZRR LD OREEN. L TEARMR EPHEINTARRBFOLER
Bi2lcER L. BAICHIT 2 b—F—BTHOBELICOVWTERT 5
ETH B

T TBARR) EVRIE S CBARFETCERINLVD S BAFER
B8R 5152, LHLEROEARIE. BEODERLS ITNEK
ELCEGEAEmBF Chofc, FAETIIMERFEL LTERAINEL THE
AR DEERZDEDH  ~—F—(THICK Y DO T W EFEMRE
MFEREIERT 28I C. WG =17V AZEHEHLEEL T,
AR Tl AR & SRFENTCNERBDER T D@22 57 L WD 5H
5. BAMRZES O TERENS. BAMEE LIV BEEEVALTDS
BITEBICDOWNT, BROESHZEICEEICERLEDSEBRT %, £/
b —F—BROALOEENE BARRERBED - Rz t#hic, 1930 £4
D b —=F—BTHZEFRICOT 2T £EC. BARERICHIT5ATDE
3 e EA L (i1 Ol A

I. BXRICHIFS b—F—(t& FEOY Oy

19312 B 11 B HRDBSEE. BEEE. HREICBNTYat7-
TA 2 AZVN\=TJEO IEOw 3J (Morocco, 1930) H. /N\T<
> M E—EIHARFEERE S L CCHATHSO T [TERMIOBAX] (R
REHH2B10H). DFYUHABIRZ AT ) —VIEES S e. 5
H—RHImEYT 2BAEBRA—/\—FEDOETCRHING, RE. HEIR
BlEHAEDFENE CLEMRENTUVASH BARBESEICHEWNCIEOY
2 EANERBEOBAEFBROB—FE LTOACRAEINTWS (B
K 7-9. B 2152219, R 114), FIeAEOBAGEFRICL>T. H
ADICRNEFA TOBZERNEMDVAENICHEN e & BARBREE TlEE
RICEEREINA T EAZL (BKZR 9. HF 219, mAH), LHLEE

)



b M oB

Il MEOy OJ OREhA. BARICHT 2 EERE EROMER T ¢
FERLIZDTIEELS (BKEB10). HLETEZDORIEBEBICHNTT
SEHRET ZAERD F—F—LDERICHIT ERENEBLR. ToldBik
BDHEFEAICTERL, KEIE TEOY ) 5D b —F—BITHDF: %,
N ERRE_EBRDEBIRERE & <> TEHAICOT 2H. BIZETIEEIHAIC
B DN ERE FBRD b —F—bIC DWW TERIOANR, DWE TEOwY 1)
EBNCBEL T, ABDHFDEREBDERLR S, ORFREQFALICE
LTIBICERLTWT D,

1. BRICSIFZNEBRBED b—F—1k

1929F 5 B9 . 74 v 7 AHDL—T 1 — b=V K BTER M—F—
e TEEBOME]. TEE] NEEEFESBIEBICBVLVTRRAIN. cny
AABRESLICEITAFONE b —F—BRE FBRfZEENS (BF 139
141), [HEMEOROXICKRS I (EE) & LTRLNICEREN. T8
IN—t > b b—F—HIR BTN EL [TEROBAR M —+—
ICDEELDDLDICEONTWE [HE] NEEAELEL, Zv/iD
B, RORITA. FEHEOEE, BHOEESE. TTRELHNLLY,
(FRBR) £9 HAROD b —F—BiTIIH@EINcbli Ths] (B/\—1
V) EERIENTZ, DWCTERICT AU ADINZI T MEh BES B
30 8iC Ty RRF2) & IE—EREFEMRE. /\TX T > b FHERE
(by FXF>)2 ELUTHRETHYIY. 6 A 13 HIdE TERITREE]
= [B/N\—t > P EEMRE] (EhiFET) & U TIRITEE S HEE TR
LTzo 1929 SO SNEED [ b—F— (HE) | EMENSERD AL
EHARITHER L. FNEBRE LD b —F—(bid2RICER LD 5, LH
L. M —F—1FEROBEL L TZERIC b —F—L T 5FTIE BHAR
THRNETEHEICOIDBTHEEZE L,

TFXTEHI OffsticiniE. AR S—F—HBRICERELE 1929
FEO NEBREETIE) ORRIL. RED 4 A, EEH 3004, 5
354 A& (1929) TEEH A L bAERTH S, 1930 FITIFFEH 137 A,
|AEMN 126 A, 5126374 (1930) THE - MENMITFNTDEAEY
BYERD b —F—(bHBERITHETT 5, 1931 FEIE. HETDOMERICHERS -
HEOXBZDEDHELEY ., FFE M—F—ERDERITE I EEX

6



b —F—HR O

515 (1931),

TZTI193 FED [FRIBEWI FTERBNA b7 DERE R TH
&£ O (BFEME), COFONERBEFIDE—IclE. A > by TcrEay
) MEIENTWNS, 1158 ZAER LI MEQY O & 378 EDE
v TBEORBOTI. 313EZDHE={1 M) ICAETOEREBZEEF
Tholce NAMTVDIBEIDIA LY 17400 2581 LIS
2T b—F—ERMNBRHIN. ERANEBRED —F—{bANEIFZET L
febBEWVWABIEAD, 31931 FEOAE Y b+ b—F— [EOwY IO (&
1930 ERUTAES /A /YL EBREN, BARICHITS b —F—(LDORE
BWESRETx D, 4

2. BARMRELTRFEETNE MOy Oy

T MeEOv ) ERRICEELT. HSYBEROFBELE (K1) Z#58R
L&D ERBH2A8H). COLEEHE—EDO=0D"L % &&.
R DOMDIERICBRNEKGERCSE Cdhd. 9L LERAF—IVEEDK
BOEBAICCERNIINCBAEFRICEE LEL D, DL OGHEASE
A—IN—FEDOEAF—)VEEIFEROHHE. ML TRESEEN TSN,
COHARBA—N—FEESLERE L TRAL TWSE T EHFHHEIN
%, SHTIFHNEE

DT ETHBE F#HD
DEHRRG LIS CE
%, LorLIEQw Ol
NFZFFORHE. MES
DIFSILE Tl A5
PIDHMTKIIEEHE = —
\2& CCT RISEERD 1 FEAy ) WYSOHRELS

. IL_VAY

BOZERE VN ZIE H=
ZOBEEDLSICRY 17 g
U —> DRI TR Il
TNT < BB LI il e
Befd\F SN AAEEE) e
BRSZDDUNE T 1 UL L=
Ev B

2 B

T FA— K ——-alUSOd




b M oB

FENTWD, EYDITBUREMEDEICRAESNS Y 1 L DT
BLIFEGED COFLVBAFRERA—/N\—FRICEL T FXXEA ML (&
HISFEH L FFTDHMI 21 ML) ) (FEHR) . [HBXFR (BTN
- BRANDIFEFE) | GRRAB2A8H). [TERNDRASY
RREH2B 10H) BEZBEROFUR THRENT,

T LREOHRANCIIREL /35T b E—EHAhRF AR |
ERBNENTWVD, D&Y ZOFmIF TNLEIOBESHESE (F—F+—)
Mg & dRE Y. BRECOBRMIETNBRR N —F—CTH2 LER
ENTWBDTE MERY DIBEUFTIC AT EREN TOCINEBRENS.
ALY MECEEREDOHDOT T FIME, T LT h—F—BENE
REORE L. 2 FmZ EEh. S8R, EERGEEXENM LTV
rMEOy ) EEBICRELTEDBVAD THERI EVWSREETOLD
OEERNCBIL TIRZ T L CERBAT 20\ COHARR MEQwY ) DRk
Do & BARDRERE T EMENDNERRECIE. BERDFEBRICHT
% [EEBAMI EWS#FEAT I —HIn2 &Ik,

3. HEoEHeE

TICHTICBIL TERT 20\ HYIERIOH SFBEILSICIE 21 bLIE
vl OblohE< TBREA LM SBEEtEN TS GEREEE 2
A1 H), 2FV. COERDEBRITIE THRTORBENGEL] T EHHD
ZCEAITNTWVS, HERED b —F— EEHFIa I N TR Hc Z&HEa<
BOTWEKRD., 7O7 S AIKEES T ATOAFIAERE EN. —HF)
NZBRIFIEHARZOS b —F—ERICEFRTDHBHADWVNTWNZDTH
%, MEOwY O LEINICEDEOBERE CRREM IR MO THN
feh ° efRd LTESBELNEE T AERIFE< RonEh ofc, HED
NEBREIINEFEFOH CLBEN, ERIIATOFA (@R G LICHE
BOBAZIBETELRZVD. GLAKRRDI ETHolz, BERERDK
DR b —F A T AEFOATOEFFPIEY — RidFjzEL
ENGEWEET. FIZIE b—F—DEFEEZL LY. GROEVEICEH
BEZELNfcY . NEFEOGFALENTEWEAZ I 4758, HEHDREIRR
IZdh DTz,

AT PHEENRZICK DO RTKNERF b —F—F LRI 576



R —F—I5ROF I

DFERABERT DB T OHT A K241 Ml EMEND R —
> EBEOBICHE. Z ICHABIRABME T 2F A0 ESN5, €
Ow ) EHo MEEER] &4 K24 MUERTEMEINTLS,
Freoy ) HSYOaHcEB LIcY 1 K - 24 MUid. A—/\—F80DH]
BOESBEFETHBH. BEHDBUSE RGN SERFICH A K - 214 ML
G EISREECH o T

RERICFHIBEEINERIE. BAEBRA—/\—FHDOE OV I) DL
&6 EERAA ER T B 2 DBIGHBIEIIBZ e /e T & TH B, fl
Z1E FeEOwy 01 1TE</\TRT Y MEOEARER—/\—FEME_1F&
LTREINE ThA - V—V—0D8R] (& BEEHYY LIcESRE. B
BEFRR. FREEED D BIRREDIHHMERE LR TCH S (Mo —F7—),
LR TO MEQY ) PIRHEOLEICITERE EB Y #EHRE (L) O
ZEIHBEREE N (KEREEH). O OJ TY SEHBEHNRESI Nl
TlEEW, £EHE/TT VY MUlEESZ BIs 9 el BARRIED Y
0) ZEHWELTzDTIEE L. £ITH < HIFR Y I WERTF Th > T2 E
B —F—ZDLTELVRY DT RERICIRBT 2OH0BENTH >
feo INTRT Y MDY LI TRENBAFTED EICHERBBAERT
BIE5IE. BIBAE CNUTIIAE T, IR SHREANMICLTTDZA
IWEWSEDEMNIYE LTEZATHNSDTY, ZHUTE>Th—F—
RS HENEWVNS—FREEROBRON > (PEE T GIXAFREE) S
AN CHBFDATDEFEEDMEIEER E AYFE > TS LB WA B, KRR
FEOwY 3J NS AFEOBMESSHISATHEEN SL5ET T A ER
EELTWED oTe, ALY MO SATIMBEDRBICE>TH Y
FIVRRIIINE NS B A BICHEF L CERYBORRICE > T B5F%F
BIER LTe 2 OB 5FE X CldA 0 7aMEE T Ch > =D, 6

I. f#TOFEEE TBHAMNR OEE
BIECTIKEAFNIC b —F—BITHAOATDEE L. BARDEE% &
COTCEFMICIRET LK 5 BAMRIE. b—F—RFHIchH Y UL ERR
B EBRDTTEZERIRT 21812 C. BBDEREFELHSREL TLKD
fEh\ BREcE TEOY ) EEHRD TBARFEA—/\—FRBDOENER

9



b M oB

B ZEKRTHEDICED, ARG, ALEDNEKE DRI ZREC=D
—ORZE. BNE. O@ERE. BRE. OfHRE. FL—2—c
NEL. F—FBITHICERITONATOERE THAR B0
BB EE EEEDIEAS mMEEZFRIBICERRRL TV T D&Y ~—
FBATHORERICEVNT. EOKDICNERED LEREN, EDLD
IFHNERREZ BAR & FPA TN eDDVE, BRO—RERZE EICBHER
I(CREBEL TN D,

1. ARE. BNELLTOALT ((EOvY 31 KUED)

FRDEBCIANTOEY . BREEAHRICTIEBADALED L SITEHBPED
FENEICEHFEL. MEEEEZT DD DPIEmOBER PRENZ1T2 T,
LA LIEEALEDETIE. PHTREBDHEZH L TV, EBAARDFHF
T, TA LY MRO=AFEULDEBDEEDHRTHARAZ A JUITZEL
B ofc, HEE EBFICREDORICE THATIHER L. ARZEHEITHE
NI 2 TFIEE) EMHENZBELDH Y. EOICKBEOERICHHOETEFL
{HRERZEMA TV THER] By COTRBOFRANALTDOETERMLSE
Thotfc HE33), LHLATEHRDOEHIE 19174 3 A 26 BIcHTISN
fe Ivda)E—2 3] ZEONFICELEENEENS, FIETEELEIC
E#ERES LIt SNDIIBEICKD L. fFmO—EBNINTFRLD
fefedst LIChTEZ B8 L. WERYRERENZREC LT ERZEIRDTc &
A, INHHFFEEGY . BRIICZTOBRATIIRRICITLAEERZR
B9 BHY ORTLEBMRADES (F5R) DHEIT 2L ScEoTe (HE
80-82),

BAh &SRS TEAGBA—/\—FREDOENEME ZEHKT S &
WD CDRENERROER T 2H1lc. b—F—BTEFED 18
HO7—ra>] ORAKBROEET %, Y 7—Y 3> Eld P&
b—F—FH7 A B RAYZEFROTHK TRLZH a5 NI RIS
TEDRER CH Y. —IINC—DDY F U A ZRICSEDRZ SF—Fm%
W47 U CHEURS LT RmBr DfSE & (EE 1997, 2006), B4 DF
RIS CCERECHHEZR VB, EMEDOSHEICEHE (REER
MR ENDIED EVDITREL B SHE 2RI 2 A2 —DFE
PMERDBINTRLBIS LT e, COEET 77— 3 > DREAMEF.

I0



R —F—I5ROF I

DEYTAYSH (FER) R T7IVA GR MGEERRICGRR. BEY
nreEAR 58 WREEN%T 5,

SEORBEICKDE. TOFEDT7 A1) ABRE O BARRIE 1930 FILTF
D=AX FE.BHARKHB.ARE) HMEEEINTW5, 2fF&E b—F—
PHAlCEZ MEoNnfcL U2 —ERD [BlaE] & LT, BAEBTLEAR
RN T HEARADBE T 55w L. BALIAEMRBE TH 5,

O I\vEAs - 74X (19308 B30 H. EILEN)

@ N\ZIUh A2 )SL—F1 (193049 A 11 B, #HZE)

@IMF>7-F77-UvX) (1931 F1 B8 H. . W71 X)
BB ICEINZDIE. 7 AU AEFOBAAGHEE . BEAL SiRFED
DRFRNCT A AICFUFE SNcAL - MHRE TH oz, BERAGHE
BHlc k&, 20 -F7-Iv X DFE. HAREBRIC RV,
ARI)T ANRAY, TIVARA—ANIT7 Roz—7>, Fx-
AO0 7+ 7 ENAESLONEER. DFVERT 7—Y 3 R ITN
fe&k>Ths G,

F—F RO INCENEENIER Y 77—V 3 > D THERAFR
EDOENEME &, YHIOALOFFROEBD L DI, &Naw Cld T457:
BARKR] &LTESRATEL, Kew FAAR MEOw ) (1THarb. L
D [F2ZTER) TlE B5 NS TVh A2« NL— R DILE
M HEAREWVSRIBHIMEDNIESD T VXTI TV M), DD =fEDH
THEELTEE LED D200, BED 27 A7 - Iv X &
AAME LTRBAENTWS (F27 AT - IvRX), EWUbF /37
ROV F2 )= R ICHELIRAL - MARBOAETEHHSE)
2E. BNERIE. RRZ2—F7 - L EZ—L LT tIDOZIEICE
NYRFDOMEMES CHZ DA S  FHliE Nz, FIZIEEME 155
ICMHBEBHITAZ— 47 - L EZ—E LT, BAEICKZHERGE
BOBNEL D, TNHMEHEARY EED T, FERT. HdHEE LT,
g+ tEREONS, BOI—TZ REETINDBUVEASEH BEERICELS
5T EE. COMBOEATZEMLTESE=> TRV (B /35
XUV SHEEL. H)IE THOBBOF¥2 L EOHmARKIE. AR
BEN, YAZ— - F T L EZI—ELTHELTWVWAT ET, BED
HRIZEIE. BABRL TR T AT Entskiz) (F)I) &FFLT

II



b W OB

2. &RE. BRREELLTORFLE (Eovay HUB)

YA L MEFROBARTIEFENED KL S ICHERE DA FREA A4S
ICEIERT 2EEHLGDH o NEEOFRIINEBOEFZHIN. HDOY
ICATHEERE £ 2l EERPERED L S 513 %2 Rz LTz (Komatsu) o

1931 2 BOHAMN MOy O OREHE. 1931 FHILED S B
SEPATIOMBELSE T, TAL Y hTEEL b—F—Tb3T &
TOICHARBFRDOE TCH AT L 7@AL T, REHARERRLUIA/ER
DMEHT B, LA LRIGHPDEARME &, BABFTRZ ST LIF
EDIHEST. ALY MFROK D ICHR S BURORBICHA BT R A
AT BHFELFEN. HABEIERRAEENAEMBED TN TEIEL TV
feo BIZIE. NNE b —F—LEHNSE, BED1929FE9 8 12 H. 118
T X FRHEAM O TR/ D7) AEMENTND, TOPXFE
FROBUWEREIIRBTHBHH. Z<IZEDEDY BICRDERASHAL
EAFRBEZENMBEAIN TV LS THS WE F/ P07,

T5IT1930 FR¥FD S BARB CIdG L BENFEZHBA LI IV I X -
T7—Y3Y (XKR)J EMENBIEREEEHET S, £ I FIVRER
BN EENSERICKEDRETSAEA L EFEHEAMI T %
i Medy 01 ORABEFBRAHRT 2HENEEIE COFRBAELEAE
EBlcEREIE. F—F—DBEHICH LWEARHEINS I EHISEN] &
XA sHE LT\ (B, SAE) . Z0%/NSX D> METHHEN 1930
F1NA7HICAFREEFEL. 7AUAT EOYI) ORAEFTEER
fELTEENRIE. TEOY O OBABFRIE. BARICGEXSNTER T+
Y AE] DFEBRA—/\—hRZEH . XA HAXICEIER Lz 5iriz &
EREINCEDXTWNS (HF 1986),

Z5LT Moy Ol gIhEOBATIE—BOFTET — LY. fEaR
DILEITIE THXFEREAR (EU—-HFv R) 8 [TEXXFREANR]
(ZZHEE—) .0 THARNFES|FEFEAM] ZHIcES) ., TXA—/—-
A LR—=ZRR) (A REL—2 3>) O ITERFEE SR R
B 75 & ZREKROFEE B LILBLXXAN LS, DY BAEE 8
X) FROFHES5T. BNFREGFEL. EEIUIHEZ sy EFEOFRE
THEHNBH L, TSHICEROBED. MT0y ) BFROA—/\—F80D

I2



R —F—I5ROF I

HE5T. VA LY MR EFERRICBR EEOBITIRA S NIEATR
HFEL VD TH D, —75. IHER] LEMENERXFEDEX
ARONBARRE Y FEITFEL W eh s 2. BAREFED DV BERD
COBFEAL <T@ ENTcDHE LNTELN,

A=—N\=—FRCIIG BFEFRZHEA LICBARIE. &I THy b -
A2 BA NV EEIN T72F - VAT 1) REROILEICEFL
CRBDEGHENTWS (772 F -7 URT 1)1 BEMITIE. b—F—

BREORDYIC FUIFIVERZEZRLCEERGFEFRITL. UL
PO BAERFEDOFAZBEERAT 5LV D b—F—BITHHE
DFECHofce TNUI T TV ABBESETA H—IVD (7R T2 A ]
(Icart) EABN L. BARTXREPFINCRXFERARER CFELLE
HAENDD. b—F—4IHA. NEBNEZ LRT B et RPTE CGldr
STV 2 COFEDRHFEEH . BRFEDREELTEGLA
ABLIVDIEE T7>F - VURT 1) DIRETEBIAENTLDDHN
RIIPXFREREETHHAL - BIIEBOELFIGEDTH DS, E)IEEHIE
DL EFRERATREEE L LTV OO DEEREMEICH LT
%o A LY FEADONEREDFEIE. EERIIHLHZTDHTHERL T
WehlF TIRIEVE & TRISARALTDRE EHEEN TV FE
YOOBIERE. BREDHSELIG LW ETASIEA D,

EC MEAY 31 BESRFORBE CIEALTOHRBIEF RSN D,
KRR SRR I DBOBIZ CRIC—EDRIEh bmEN. 2LID
ZTOEEPEE. BIHEEL LW 1FEECLTHETMO TR
7S LT HESHAR ORREETOHDNE LT H5DBRBFICE LT,
WOSERICERBBO RSN EHRE T 5 Z LSRRGS IEIERATRE
HBEBDND, LHL 1931 FH585 BAOKBERE ClE, AL T K-
BA Mo XA Ay b A2 24 MU A—/\—FERGEEDHE
L. EEITERE LTDKR TCH o e,

T TEBORBE LIRRD—AIE LT, TFRTAER) OHIRF D
i£E REM2) Z&RLES WH).

PRI 1931 11 B 17 BH S OiBICERRODIEER DA% CHNEIRRE] LR
FEzERHEL. —BEREZFERLTVS, M2EESE. A—/\—FZEX
FlEBAFRICE D HAREIRO DV HAR TH A5G LITH Db 5T,

I3



Jb W B =
Fraz| % & ¢ i v — x4+ p . s B
T2 | 8 | sx| & | & | = &
o e @ B #e i N oS
5 ' . e i) <
% & | | ® &k R % |%
el e e — Sy =
?T‘% 7 8|7 & EZle 112 &|% E 7 |
oo fls s 2|28 sl glenls ],
.‘é- 2 ;i €4 ¥ ;"ﬂ ) ;’; 7 “; E 2 3 % E 2
g.;;f_ # oy |8 g R el £
i 5 2% B\ F | T @l s H|s B L TN E”
42 LA ﬁ,ﬂ '/\. ~ T ~ gl 5~ ~ ~ -~ ~ Q
£ 7% i % 92 %125 4% |47 47195 22 1%
SEHE RN R R R R )
#2 4C|i2 w2  |gE LE|Bp 12|®E AY|EE £ |RE LE|%
P %3 g;, v i v ;1::“ v W E B ?‘,’55 ﬁf f %
> " -r “f .
oy 3 o |42 s wifz TaTa » )
W | o i’% 9% a% iﬁ "’g 9 ¥ '&ug ;BA fﬁ ia: 12
S AN " 2o G| W fia dglie g |F
4 4 rlEY Uy
’ ] z |43 ;J

2 BREIRERNERRE EARTTA R

FHEEEAVREICK Y KON ERRE LD FAEIEER L TN T EHERR
TEDB

BAICEL. A=/ —a VR=XIE LI FREOERARMRIEZTDEL
FHT B PHT 1932 ERD IF2XERI ITIEAARM E FEIFRREI N,
EREOFROBEIIDH 55 G5, LEEEAREFTCFREWVDRRER
T CIEBATFRL _ERNTRLMADEKICHER CEFBAPLA—/\—
1 > R—=ZX DG L CFEROEEISHRI TERL, 15T 1932 FKIC
:@i}i?%ﬁ)\@ XhlEZEZ B, FRIFBAREBECHAHZEHNTEE LK

ICBOND, Ko T CORHADBANRE E (o HTEBDEASE (F3
SZ) FEEGUCNEMRE] #2RLTWVEWZSETEA D,

3.REE. FL—2—LLTORL (1934 FLUH)

REIC. BATHE [EAE (BHE) 4 SENTOEATOEE
TREIE LT, XEBY DIEREERD H D, ATORESIL. SRDsEEIC
IGCTEZZEZ TFREZFiH & SICIFERERISEIC b\hTL\EL\EFEEH%
FFINAELSITTHON. ALTORLELUIZZDFHBOLEFFFICK>TE
SN, KTAERERICHEEREMA ST EC—1EREB LT L—2—

14



R —F—I5ROF I

DESBFEEREERZLTWEEZSNS,

AABFE D ETHARREMNZEIEREE 2 1934 FICAS T, EF
SEDOETDHAMIC LT, BAEBTEIND [HAGER] HEHT 5.
BHAGEMREIEZAARETCOWD S TIMERR] DT & THHH BADIFZE.
AAERE LTEITBES T 2DIE. ATOmMBRAWE AR #EEHEAE
Bl Tholc.® MFRBLEEATBHNAAARB TR FRE L. L5
ICIEFALTDRIHAAELEREIN. ZORHRIY HAEFHmEINTL
5,16 REIAARFBIRDAZ DI FECIRREI ChH Y. FL—2—1&ELTHE
DECRAINZDEHN TD 7 DIEE) 75 & BRI H ANGEh S 8E
TNTWB

—hH. ATOEYDHEICKSHEEHAARTEBR ClEE <. LWhpHEIFZA
Mo llc T—A—1%]) (RER) O—RNEHAEWERIL. HRBED
MEZZEE LIS MBEOE] N 1931 F12 8 27 BICREEINT
Wb, BRERICHKILET A1) ATREENA. BRBREDBEAERS
DRBREDcOD. TORMIBITHENED o8 LH UIRSIEASE
FROHEIEN SV LENT. 19344E5 8 17 H. FEWHENWEZ fc5 1
IERIERE] DMABEIN I5IC MOy O] FROENZEHEIE L.
MEGHERRBENEOWELEY LIEE=(F 01 FOERHL—F) H
1935 8 A 21 HIc EBrEn3, <D oA ROBEH—ZF] LEARND
NFERIE o fefedd (RER). 1935 FERFICWED BAREBROSEH T
5.0 LhLansqato MERE L] HAERIE. BSRZNIEERRESE
EFenahofc L DT 1936 FITAD ERINEAEE L. BARGERTA
BT EITNTWAERD BARR. DF W HAAERX—/\—FE8R CAREIN
feo I 1B0OERBHITIE. F—F—FHBICFREG L TRBIN/ERON
FlclcHABFEZ DI cHAMRE L TRELB EMENT

&&Ic. BECTER L TBAMNRI BEROEEICEA D>, BEMOBICHE
TENS MFRTER) FESD TBERERM (K. BEOX—/\—
FHEAEBWKRYT S [ X—/\—+1 >/R—X Superimpose] & W DIBEN [EOY
JINBEED 1931 FE5HSEE LTz, 1931 EOPHE T [E@E ~—F—
NERRICBWSNSHZE, H< L THREBEA DB Cld A—/\—
A VR—AREFLTWNAS] (BB, MRFEEICLS) EFHEIN
TWeHN 1936 E5TIE [E@ENE b —F—DHAMIEZ DAEICES]

Is



Jt W oA

(RERERE TRREEICLD) LRESND, DEY 1936 FHE
Tl BARREER— —FRAR CHHLERSN, [BAM =045
2—) S—FROENEREL £V S HRRE SR BB LIZEEZ5NS,
BHICT CETENATOREIE AN Ba%, Ml (M3) &
LOUTRICBELTHT S,

A+0RE TEA BR0ZEE F—+—BEHOALOED
FeEow dg LA
e s BEAFRE XA RS 7~ I3 ) DEAR)
®aﬂ(§g$’5) "B ot smEORA ()55 ke o SSL—R))
A& A BAER=AAARRE DN ERE
Feow g Lk
FONEIR = X B (BB ARR) | (399 B B
OBRE. WRE #4728 [ EBEEOHTFEEAOAN) (7F2UR710)
A =BT (A —) TR LCEATE) DX EME
19345 114
e I e U=C
OERETLT siommn ) mRasEn RO BARE)
AR = AATEA—/ — T H %\

M3 ATO®REIE THAM MiEE

B 5MEEAREMOVEA CLE o fc—A T BatEATDRRIZ 8
LTciRal BANGERRIS T DL ZHEBEMFE NI, BEARICEHRIENEZ A
ETHOTH PIZIE 1B FcRBENT vy - FHRUD TEBA
SER) FFUDF L= 3 reREAFEL LRI IBBE R E
A TFIXERR) N STV CEBENUISER SN

S bYW

1930 FREF D SHEBRBEI DR A ABRRZ 18 LI AL O 2RE
PRINBECBIE. BARRE|ICBWCEERICGGEHERED S L—2—& L
CEEY 5,20 T TRA DI ZER THE D8 h—F—thikpo <Y
CERL TV BAMBER CIE. AV v —MERMH TS b—F—1kicA
DD 1936 FLPE. BAMEDIZIE b—F—fbEN e & —MBBIICIFEREE
nNTW3, LHELRERA4DTY LDIT. EBRIFZORLY L2 bR

16



b —F—HR O

RIFMRTEN TO o ESICT1936 FICEFT A L b TEEL WD S b —
F—TEHEVERRFFEDERENHIRT 5, TNSIEHTEERAIRMTH
(%A« R—/\—« b—F— 12 LZ L TRHEINED. ZOEMTEE
ROIERENEICEF L. —IRAICIE TRESIhR) SPRIENTULN S (HIE 122-
125), FREHRR &, TA LY MR LT 1 IVAIC, BH SEHHARE
RO K D IE AL DR S A TAEREE CH D, 1930 FRBRF. FFiC
RER, 25 EOMBESA R AEAE L. BHRBOIRR TRDET &
T Bansdbhadidlc. DEEE 1940 FEX TlEmERICRE
DN T LM e,

& EHERTOHBAIE. Y1 L MO SBBRER/IFITEELTL
FeDTIEEWV, FIZIE TBRERRBE) © BREWISE] &PHENSFhEER
Hixg LicLO— FHALRCER L, 1925 F 3 BICRREI NS I TH
EROFENZL XTI N TV & AMGEEDGC LS. FTDH
BBIEERE TER TGV R LEEO N, BO=EMEIF CALZ# T LT
feo KOTHA LY MREBOBABBIOMERIE. b —F—BITHHO—K
LOTNEFEENDS LY, HEBEOBRED_—XIcEb>&E>EBILTE
B E Ol EEABDE LNEL,

1930 XD F—F—BAROY 1 L MRE[EEE EBIL. £ BAAFF

m +oETITON. &
BE|EFE % %IS;;?E % |EE % |B¥ % | &f =& HI5 TlEED
£ P b —F—tD
1930 - - - 41653 100 - 653 EELRECER
1931 4 07 2 03592 99.0 - 598 Y. AHIOEVE
1932| 28 5.5 16 3.2046391.3 - 507 SIALHEBEHS
1933| 36 7.3 19 39435888 - 490 HACLEofch &
1934| 72 165 49 11.2/316 72.3| - 437 2OH\ FEDFAET
1935[ 142 30.2 139 29.5/190 40.3 - - 471 [(FBASHTIEIELY,
1936 | 274 50.7 80 14.8 137 25.4| 49 9.1/ 540 H_RAEKE T
1937 371 63.6 10 1.7/ 138 23.7 64 11.0583 PO THLDOEES
1938 386 69.7 16 2.9 25 4.5 127 22.9/ 554 PRE RO ERH
1939|467 84.8 -4 3 05 81147551 ICITPONBLSICHE

X4 @*EB'JEE AABRESA FALIR TR Y. TNIIRED R

17



b W OB

WTW5, ESICIEBERELVET L EYPT « 74, DVD CHEHEE
THRENMIBNCZVARTIE. RETLEPT 1 77 CHLESBRED
ZE DERb—F—1 RELTRAEDETHETN TV S, UEDT
EDS. BEAMESRICHIT HALTIET 1 L MFIEFICEEL WD
TIIEL TR TN b —=F—BTHDZEEL 3. FRATEHEER
ZECC SHLGBEERIT VWD EEADTES D,

10

18

ﬁI_ILI

TIVR NF— ARA V. R—F 7 FixE TRESAIERICHATOEEDHE
FBEN (Gaudreault 4). HFH TlE 1920 EFRFEEE T, 772 TlE h—F—
EENZETHIHNEEL W eEENS (Gaudreault 3),
SIRHNELVKAB TR EESNAIEIE. BFBLET NHE BRFESEEILE
IC MY ZBET) EBHERELTHB LI, TAUHDZERNERITIRET
5714 IVLERERLTEH, REICEXTEY O F—F—THaITNIaHEE<
Gl ALY M RBAFTREZHAL. BELEROHEBERICERE LYY
> RBE (7272 LIBED « IVAIKERSRR) THhb.

BHABEIE, £H—MD RALELZE] (AFTFZBER) EERAMOTDFES
BRE MRASE ) (REHRZEE) LUNIEFIERTH S,

19350 MOy O EMTIX TEWEFHZIC, TTHOFLICEZ T, ik
5855 | BLMTEORGEHRNERLELSTAOT U > ol ++EE
Rfebm>—7T7> 1 mbE. RCEANBIES I HEET ! BRESE FREDE
RIcBHAREER ) LERENTVS (E0wY 1935,
BIZIEHFREOMBELSMTIE 1929F 11 B 22 BICO TEZEET 4+
BT AR AEEESRE] LEEINnTVS (ZEER),
COBBEDZERBIEEFBAICGIN, BBIE TTNRITORBELW F—F—T,
BRRGHENEOTHEERE D CEFRNFEZTOLOE. SHETOHARICR
I HBRBEIEED BT S TORE TBDZBAHF ] & W DIRAREEH FDEARRM
BEBNEEDSIEDTH B EbNTWNS (B,

ez LEBOATORBITEMCERR D TESHEDOTIEEL. BITEROAE
HHEZ SRR ET O T EERU B ERL,

Tey—-%-Fv ) OBE EIISEENMNEYLIERD Ay b1 4
A ML) EBCFETH S,

TZHE—) 1F BBICEXRO—FET, BRI My o) BERICEEZ
BEMLIEFEADELSTHS WL HE—),

[FHER—/\—] HEKT 5 UOREITHEED Superimpose & 2 1 FFRET



b —F—HR O

LHBENZ, e LREITFESDENLDH 5,

[ZORFEETH0E (1) BEROEEEDLT 2) RVWEADHI2BEITEET
B, BEDCEEEZEC HEHIC. HETHEELES 3) MbEHEIFRE
DFESTHRL D) ALy bBEE LTEIDRICERHES I,

EEEN)V > D Bundesarchiv [CIRE T 57 X —VBEREAMR N1 VE
b—F—BRE THZ<VT7DREI (1931) ZHRELH. EENEFE DAL
FRICKBHFMIEFZNZERBARATE LGN Olce TREBET A IVAIKIFEBATSE
DHEST. A—NN—FREDIFSNTL L,

21CHAHHBEDOAE (24 ML) IFFREERL. B BAFRZEEDN
5. 5 MHARSEE) IFBABEBICH S,

HERFICLDE. ATIEAREDIECHENS MBREEIEE | SMFIENSKSIC
&Y. BRI TIE BREREE ] SMENnfzEEnsg (HE 13).
IFx<ER TlE. TERORIBRET) THISH THEABRERBTE N, T5#5
ICTCENBHEARER] CELRL (HRDER) . NMBERORE] THHT I4—)b
HAGEMER] EERINTVS (BEDEE).

FIZIEEE 150 TEROBEBRETL ICEALTH EIE TMHFREDHAFER L
LEBAEE Tz, bz is—8E Lofch oz (N EEHEROER)
s L. DBEDOREE] & ITanlox L THEBOMEIED HASERRET D T NEE D
KRR, MEIRICGGEF LK RA TV S, Bifr. RELSEEZHO A1, BESIEE<
Wt LT T EESEMICERE TLDH. TOmEEREAL Y IZEERAC R0
REZF W, £<. BOMEBORHRE IE. BOTITIED > FZBREITEN
TN EFFENTWS (KD,

FICL D& MHARFICL SR EAREMITREBDEFAZTOEEZE LI LI,
HAGE CHBBENICHERZEMEIAATHHEEND (F),

Bl ZALTEXKFACRIE TE 2 DBREICHAT 5 BAEBOEBDR &I AlITRNTz
BEEHICKAFIRMUINC, SBFNICTELVWHAETHEWNT EThHB, BIBET7 A
UABERFBE TEMRINE, BEHEASHNEELTHEONTWVWAZETHB, T
NEFEELBEY GOBREREH DEDTH e, ThHHNSEBMICENIE,
b D BAZBRRIEEMICIEARII L TWBICEES5 T, B E L THIERTH S,
EEDDIEFEMNFEV] EBRXNTWND (BEKTF). ERIET7 AU AHDUCLAICIRET
DHABUERT « IVATEEIFRELED. BRBREOASICL SO, £
RN K BB TH DO TS TEEWVD, FMHICER LD7GUVIRET
BEINTVE—AT. MBEAREORS PIMGZIEEE CIEFHATERWNEER
BATH T,

1935 FEHFIC FBRENF—EDOWEESR G, 2FHE) (& T o)ba>) (10
B1R).IF— @£ (108 11 BH). Moz (10831 0). &
HomMEl] MM B1TE) s U7 L7701 (11 B 21 B). TAZEEE+ZA5]

9



b W OB

(1B 28R) TH5.

20 BIRISMABRBICG THE ZBMBEZERAFRE) (BATEEE. 1938). 2l
BRITE DI (BHREER. 1941) BEHH .

21 19301938 fEiE [F2TERI S48 1 BS SRR O TEFRER/ER
FHI. 1939 &1 TAAMET —2\— 2| EEICEEIER.

22 TH2TER Tld BRI OFERBATIDT (24 2—/ 58—+ b—F—]
EBBEETN TV, BEEAT - BEMEARE L (FHRm.

51X R b

07> 0VAT«) K& [FXEH 1931 F6 8 11 BS. 20,

SRR TEHARR [0y J) OFF DM [BREER) 1931 F3 85, 44,

T>REL— 3>y RE #2658 1931 F88 11 BS. 12

IBREIFAFEEFER] 1931 FE. IFXTEII 1931 F4 81 HS. 239,

IZhE—) K. IF2<EH 1931 F3821H5. 1.

Mo ERREE #1929 . T2 TAEHI 193054 A 1 BS5. 228,

— 1930 FE., TF2<EH 1931 F48 1 HS. 245,

—1931 FE., IF2<EH 19324481 H5. 187,

[UEBREIAEEREE ), [FRXTEHI 1936 F 4 B 1 B5. 290,

DBEDRE] L&, T8I 1934F7 8 11 BS. 47,

EREE TO> 7 D/|El THx<aE) 1935F1 81 H5. 129

JEEBEMY ALY DS b —F—BITHICE 2MBEDFREMEE R DFEBEL
MBR=) 8595 (1997 ). 4751,

— [V WILDME — R A RITHVT 5% EFEMESUE). [BUEFHVEERI] MEERER
R (ASZEPRT. 2006 &), 152-155,

>0 7« Iv X L& TFRTEHRI 19315181 HS. 55

BHE X207 -47 - Iv X ORREET 2] IFXTEMI 1931 F2 8
2185, 77,

FZEEE) LS. TRRSAEHE (YT) 1929F 11 22 H. 3,

BB TEFERE (X—/\—) E+&] (FIIERB. 1985F),

EKTFRR TBEDE IFx<a®] 1932418185, 55

KR, TFRTEHI 193655 821 BS. 97,

TzticiEl RS [Fx<E®mI 1931 F£ 108 21 5. 17,

DES) KA. TRRFAHEL (FT) 1929 589H. 3.

MERDOERZTT<] [RE. [FxTE]I 1934F3 B 11 BS. 7475,

TERIFERE] [RE. [RREAEAHEI (FF) 1929%F 6 813 0. 3.

M —BR THABEFREL D) (PRAFE. 1976 F),

20



b —F—HR O

BEf=E DaEo®r). TFx<EaR) 1930468 A 11 BS. 29,

— SRV - F Y- NL— R TFRTEHRI 1930F9 8 1 B5. 64,

— 'Oy JDOBWH ] Screen Central, no. 16, €0y 1) N/ T L ME
ZIRR (1986 . ) IF IV T Ly b DFEITEERR),

[ERERRUNERENG SEREHATEMIC ). TFX<ETRI 1935F 98 11 HE. 11,

I v—v—DER) L&, ERFEEABHR) 1931 F2H 26 H. 3,

REM—EE DEEOSE]. IFX<EHRI 1934 FE7 521 BS. 53,

MEABESERET ). [F2X<@EH 1931-1939F% 4 B 1 B5.

[ BABRE 7 — 2 \—X ] (http://www.jmdb.ne.jp).

I\ b - F > - NL—F1 [RE. THERTER) 1930F8 811 HE. %4,

MB/\—t> b b—F—138] IRREFBHEI 1929F 5812 H. 5

re)—-%-Fv R RE IF2TEH 1931 E7 821 HS5. 25

H)IERE MRE - b—F—). [F2<E®I 1930F 98 1 HB. 101,

[FECHARBBEICOWC —HA/WREEDIT LV KEES L TFRTIBHRI 548
= (1931 F2 813 H). 3233,

HERT DEREA) (EREE. 1990 F),

N EATE T2h8E—]. TF2TEH 1931 FE4 81 BB, 7374,

— EROBRRZET ) [FRTEMI 1934FE58 188 71,

— TR/ 97> IFXTEHR 1929411 A 21 BS. 27,

remwy ) K&, TRIREAEHED (FF) 1931 €3 A 28H. 2

— LS. 2B 1935F7 B 21 HE. 104,

—BREEE. URFSHTHR) 19312878, 3,

— L&, IRREEFE (FH) 1931F288H. 3,

— LA, [RREAFEL (FH) 1931F2811H. 2

HEFL. IRRBEBHMEI 193128 8H. 6,

— L& TRRBHE#FE) 1931 F28 108, 3

WS Ty 77— a >V ORREL TFR<E3R 1932 £ 1 821 H5. 2223,

[MEFMERRZEEFER). [FREHRI 1932E3 511 5. 89,

FAHEAZ TBABES 100 ) (&Rt 2000 F). 81,

FLw RRAF>) [RE. TERREABMBE) (FF) 1929F 58298, 3,

IRERNEE) LS. TFRTEHRI 1932F3 811 B, 28,

Gaudreault, André/Lacasse, Germain. “Editorial.” Le bonimenteur de vues animées, iris,
no. 22 (automne, 1996): 3-16.

Icart, Roger. “b) les Adaptations.” La révolution du parlant, vue par la presse francaise.
Institut Jean Vigo, 1988: 110-113.

Komatsu, Hiroshi/Loden, Frances. “Mastering the Mute Image : The Role of the Benshi
in Japanese Cinema.” i7is, no. 22 (ibid): 43.

21



[WeEiff2E] 4 % (2009)
Cinema Studies, no. 4

Spectacle as the Resisting Site

——Josephine Baker’s Dance and Song Scenes in
ZouZou (1934) and Princess Tam Tam (1935)

Risa Nakavama

Introduction

Zouzou (Marc Allégret, 1934) and Princess Tam Tam (Edmond Gréville,
1935) are the star vehicle musicals written for Josephine Baker by her part-
ner Pepito Abatino.! By the mid 1930s, Baker had widely been known as a
dancer/singer in France. The French film industry at that time was in a situ-
ation where a large amount of production companies were producing a few
films with little available capital.2 Therefore, French stars could “get out of
hand” or their eccentricities could flourish, making their films as “personal
showcases” (Rose 160). Mary Kate Kelly also contends that Baker “likely
had much more agency than she would have had she been working within
the U.S. studio system” (122).

In addition, subordinate groups play an important role in entertainment,
though the entertainment industry, like the majority of other industries, has
usually been controlled by white male producers or management. For exam-
ple, (female) professional entertainers have had some control over the pro-
duction, for it produces forms instead of things, allowing performers to have
more leeway to determine the form of the products (Dyer 18).3 Also, Baker’s
African American background adds another meaning to her performance.
bell hooks contends that performance in African American culture is the site
“where one could transgress the boundaries of accepted speech, both in rela-
tionship to the dominant white culture, and to the decorum of African-Ameri-
can cultural mores” (212). African American performance, therefore, could
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be more than a cultural form and be utilized for voicing their opinions. In
other words, performance of the underprivileged can possess subversive ele-
ments. Although Baker could not change the ending of Zouzou and Princess
Tam Tam in which her character does not get the man she loves,* Baker had
fairly strong artistic control over the performance side of the films.?

This paper focuses on Baker’s song and dance performance in Zouzou
and Princess Tam Tam in order to examine the role of spectacle in creating
ambiguous or subversive meaning in the texts which are explicitly colonialist
or orientalist. These films are also her first and second sound films, and her
star persona was changing from primitivism to elegance around that time,
though the primitive image did not disappear. The two star vehicle musicals
well present this aspect of Baker’s persona, and have similar themes and
structure: for example, Baker is depicted as savage or exotic other; there are
three to four musical numbers; the Baker characters fall in love with a white
man but interracial union is a taboo. These films still present stereotypical
notions of black woman in European settings in the narrative; however, the
song and dance sequences in these films create specific meaning in the fan-
tastic structure. In other words, the song and dance sequences could be the
sites where the colonial or patriarchal power structure collapses and a new
and different order emerges. Just as her complex or hybrid persona, song
and dance scenes in Zouzou and Princess Tam Tam present complex images
and meaning of the black body embodying positive energy and freedom, and
project images of communal, utopian harmony.

1. Zouzou

Zouzou is not the first film Josephine Baker starred in, but it is her first
sound film.® It became a successful film when it was released, though critics
dismissed it as “a conventional Hollywood knockoff” (Ezra 100). The film
opens with a freak show scene at the circus of which Papa Melé is the ring-
master. Dark-skinned Zouzou and white-skinned Jean, who were adopted by
Papa Melé, are introduced as twins born between a Chinese woman and an
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Indian man on a Polynesian island.” After the brief childhood sequence of
Zouzou, Baker’s Zouzou first appears while she is tapping on a table after a
child asks her to “do the crown again” (00:10:06). At first, the camera only
shows her legs tapping and then pans right to the mirror on the wall to show
the full body of Zouzou, bending her knees and imitating Papa Melé inviting
an audience to the show.

Here we see the fragmented or fetishized body part. This may suggest a
Freudian or colonial sense of the fetish;® however, the tapping feet present
different implications. Dyer explains the importance and the complex histo-
ry of tap dance in African American culture:

tap dance has had an improvisatory, self-expressive function similar to
that in jazz; in minstrelsy, it took on an aspect of jolly mindlessness, inane
good humor, in accord with minstrelsy’s image of the Negro; in vaude-
ville, elements of mechanical skill, tap dance as a feat, were stressed as
art of vaudeville’s celebration of the machine and the brilliant performer.
Clearly there are connections between these different significations, and
there are residues of all of them in tap as used in films, television and con-
temporary theatre shows.? (22)

Even though Zouzou is imitating a clown in the circus, it is unlikely to see a
clown tap-dancing in a French circus scene. (The first circus scene in this
film at least does not show a tap-dancing clown). In addition, as I described
above, Zouzou briefly bends her knees, which is a familiar Charleston pos-
ture Baker often presents. The Charleston is an African American vernacu-
lar dance about letting go or “liberty, freedom, the throwing off of old re-
straints, including, of course, sexual ones” (Rose 24).10 Along with her clown
gestures such as eye crossing in the same scene, her dance here indicates
the importance of Baker’s African-American oriented performance!! which
has little to do with the plot of the film. Tap or the Charleston presents its in-
trinsic significance in the beginning of the film.

These characteristics in Baker’s performance can be elucidated by apply-
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ing Henry Louis Gates, Jr.’s notion of Signifyin (g). It is a trope or figuration
in black discourse that subverts the standard mode of literary practices.
Metaphor, metonymy, synecdoche, irony, etc. are utilized in the practice of
Signifyin (g), and African-American rhetorical tropes such as “marking,
loud-talking, testifying, calling out (of one’s name), sounding, rapping, play-
ing the dozens, and so on” are subsumed under Signifyin (g) (Gates 52).
Also, “formal revision and an intertextual relation” as well as “[r]epetition,
with a signal difference, is fundamental to the nature of Signifying (g) [sic]”
(51). Although Baker’s performance in these films may not seem to be ironic
or to explicitly critique the dominant white culture, repetition and formal revi-
sion exist in her application of minstrel gestures, white performance, etc.,
possibly subverting stereotypes.12

It is also noteworthy that Zouzou appears in the mirror as reflection in
this scene.13 It is easy or normal to continue to tilt up to show the main char-
acter but the camera pans right and shows her reflection in the mirror. She is
literally performing in the frame, foreshadowing the cage performance in the
latter part of the film.14 It may suggest that her image is objectified; however,
it seems to assume different implications here. The image of Zouzou in the
mirror appears to be a kind of trick or shock. In either case, the film does not
give us a chance to gaze upon her in a normal manner. In addition, Baker is
also doing a kind of peculiar pausing, imitating a chicken, or some bird,
which is one of her repertoires, and is different from the usual objectification
of the female body.

Lacan’s notion of image/screen and subject identity is relevant to the ob-
jectification of Baker’s body in the mirror. Kaja Silverman offers useful ex-
planations of this idea: in Lacan’s third diagram, the point where image and
screen conflate is the place where the subject’s identity gets established (75).
She then emphasizes “the social and historical status of the screen,” which is
“culturally generated image or repertoire of images through which subjects
are not only constituted, but differentiated in relation to class, race, sexuality,
age and nationality” (75-76). Therefore, “[t|he possibility of ‘playing’ with
these images then assumes a critical importance opening up as it does an
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arena for political contestation” (76). By tricking the audience, Zouzou/Bak-
er seems to present her specific identity as a black, female performer in this
brief scene. In other words, Baker/Zouzou is both the subject and object,
suggesting her agency in constructing her image.1®

After performing a clown, Zouzou plays the ukulele and sings a song. In
contrast to her “primitive” dance performance, her singing assumes sophisti-
cation. The song is actually the one sang by the circus troop. In the child-
hood sequence, Zouzou memorizes and sings the song in her bedroom when
Papa Melé enters to check if the kids were sleeping. Throughout this perfor-
mance sequence, the small girl is the only audience member, which suggests
akind of a utopian moment free of the male gaze. The “primitive” and impro-
visational dance and singing in the domestic setting, as well as the child audi-
ence in this sequence could imply innocence or purity.

In the next part, Jean (Jean Gabin) who is now a sailor comes back home
just before he gets discharged from the Navy. He soon gets a job at a music
hall, and also finds a job for Zouzou as a laundress. She irons clothes and de-
livers them to the music hall. The next “performance” occurs in the laundry
when the girls urge Zouzou to imitate the revue star, Barbara, singing the
song, “Clest lui” (00:27:11).16 Zouzou puts a shirt around her waist, sings the
song, and also crosses her eyes, which was her trademark. So, although Zou-
zou sings the same song as Barbara does, and this scene crosscuts with Bar-
bara practicing singing the same song on stage, their styles are marked as
significantly different. While Barbara sings reluctantly and sometimes off
key in front of the male piano player and the director/producer, even forget-
ting the lyrics, Zouzou performs the song more passionately or animatedly,
surrounded by an enthusiastic all-female audience. This juxtaposition helps
to stress their differences. In addition, the laundry is another alternative
space made up solely of women and governed by a woman. In other words,
the matriarchal community contrasts with the patriarchal space of the music
hall production.l” Zouzou proceeds to throw the laundry to the back and at
the end, puts her hands on her waist and shakes her upper body, which is an-
other trademark move of hers. Zouzou/Baker, in this sequence, is Signifyin
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(g) Barbara/Meery; that is, we see repetition, revision, parody, and possibly
irony, typical tropes of Signifyin (g), in this song and dance sequence. Addi-
tionally, Zouzou is the one who finishes this sequence, which foreshadows
that she is going to take the scene and become the star.

When Zouzou delivers the laundry in this scene, she takes Claire, anoth-
er laundress and the daughter of the laundry owner, to the music hall. Zou-
zou, Claire, and Jean later go to a dance hall and Claire and Jean, who dance
cheek to cheek, fall in love. Although Jean also asks Zouzou to dance with
him, she doesn’t. She is supposed to love Jean and dancing but it seems that
she does not want to dance the European-style ballroom dance because it is
not her kind of dance unless she arranges it.1¥ When Zouzou is alone at a ta-
ble, a man approaches her and tries to force her to dance with him but she
strongly refuses.

Later in the film where she delivers the laundry to the music hall, Zouzou
is once again surrounded by girls when she tries on a stage costume in the
back stage of the music hall. They appear happy to see Zouzou in costume
and cheer and powder her because she is in love with Jean. She then shows
herself in garb to Jean, and he asks her to be on stage because he wants to
adjust the stage light. She looks embarrassed but immediately breaks into
an improvised “primitive” dance again. Since Jean is testing the light from
the side, it creates a large shadow of Zouzou upon stage. She is curious of the
shadow, and tries the “index finger dance” while looking at the back side of
the stage where she can observe her movements (00:50:10). She then tries
various moves, shaking her head, “shooting a gun” with her arms, crossing
knees, putting her hand on the head, maneuvering her head like a chicken,
circulating, walking with “four legs,” and kicking her legs high. A large
amount of these movements are derived from the Charleston. This dance se-
quence is more thorough and dynamic than the first one. Like the tap, the
Charleston also produces meaning as a dance form. On an emotional level, it
is suggestive of a subversive aspect owing to the fact that her dance is unique
and more powerful than the ones performed by the dance troupe in the film.

This contrast becomes conspicuous later in the film when Zouzou goes to
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the music hall to get a part for the musical. When Jean gets arrested though
he is innocent, Zouzou decides to perform on stage to earn money to release
him from prison. By then, Barbara the former star elopes with her Brazilian
lover and leaves the stage. The producer/director of the show who has al-
ready seen Zouzou performing her peculiar dance gives her the main part.

Before Zouzou appears on stage, a lot of white dancers open the show. In
fact, in both of Baker’s films, elaborate musical numbers similar to the ones
in Busby Berkeley musicals are used in the climactic musical sequence, mak-
ing a contrast between the black and white performers. These white female
dancers are what Siegfried Kracauer calls the mass ornament, whereas Bak-
er’s is coded as the sole, individual, star with a “face” and agency. According
to Kracauer, these girls are no longer individuals, and the “bearer of the orna-
ments is the mass and not the people, for whenever the people form figures,
the latter do not hover in midair but arise out of a community” (76). He goes
on to state: these girls “are selected and combined in the aesthetic medium
according to a principle which represents form-bursting reason in a purer
way than those other principles that preserve man as an organic unity” (83).
Therefore, for Kracauer, the mass ornament does not have “any explicit
meaning” and thus “inferior to nature” (84). In addition, these girls “are a lin-
ear system that no longer has any erotic meaning” (77), thus contrasting with
Baker’s erotic body. Compared to the mass ornament, Baker’s dance is more
organic, erotic, individualistic, and has reason.

After the musical numbers by the white dancers, the film presents Zou-
zou in a cage, singing a nostalgic number, “Haiti” (01:13:08). She is scantily
clad save for jewelry and gossamer clothing. She literally embodies a canary
in a cage, singing beautifully. Although it is a pretty bird inside the cage and
not a fierce beast, this image of her evokes primitivism, plus the stereotypical
equation of black people with animals.!® In addition, at the end of the num-
ber, Zouzou jumps off and gets out of the cage (like the birds she lets out in
the first part of the film) and pauses like a flapper, which is similar to her im-
age drawn by Paul Colin.20 Although it is problematical, the scene also pres-
ents a utopian sensibility in the image of a freed bird and of the free-minded
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flapper, and in the nostalgic tune sung in her soprano voice.?!

Her half naked, erotic body and exotically waxed hair distinguish her
from other girls. These attributes also consist of possible sites of power, and
what Wendy Martin notes about Baker’s tactic is also applicable to Zouzou’s:

What needs to be emphasized here is that Josephine Baker used the con-
ventions of gender as well as those of race to achieve success; that is, in
addition to playing with the trope of the black savage, she used feminine
artifice to successfully arouse the sexual appetites of the white male audi-
ence. (313)

The fact that Josephine Baker worked on the construction of the image of
primitive woman, either on stage or screen, differentiated her as the other
and thus became important for the purposes of political contestation. Her
“primitive” and “sexual” image not only lured the audience but also became
the resisting site, eventually multiplying her positive attraction as the twofold
other.

Baker’s racial and sexual otherness, or her singing, dancing, and semi-
nude body can consist of Michel Foucault’s notion of “multiplicity of points of
resistance,” which Linda Williams uses in her discussion of pornography:22
“Just as power exists as a multiplicity of force relations rather than a single
force, state, or individual, so resistance to power is a ‘multiplicity of points of
(quoted in Williams 56). Williams states:

””

resistance

The value of this plural conceptualization of power, pleasure, and resis-
tance lies in its potential to prevent the feminist critique of phallogocen-
trism being criticized. It also suggests that resistance can begin any-
where, wherever this power is felt to be oppressed. (56)

Baker’s spectacular, erotic body thus assumes “power, pleasure, and resis-
tance,” projecting a distinctive image and meaning in the musical.
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I. Princess Tam Tam

After the success of Zouzou, the same production team created another
star vehicle musical, Princess Tam Tam. Baker’s character, Alwina, is a Tuni-
sian Bedouin. Max, a European writer, goes to Africa to seek inspiration for
his next novel, and sees Alwina when she is stealing oranges because she
does not have any money to buy them. He becomes fascinated by her be-
cause she is so different and “natural.” The film is overtly colonialist or orien-
talist from the beginning and the dichotomy between nature and civilization
is repeatedly utilized throughout the film.

One day, Max and Cotton, his coworker, are invited to the ruins of Doug-
ga, the remains of an old Roman city, to have lunch with some European tour-
ists. The scene cuts to the ruins and we see Alwina/Baker dance for the first
time. Because of the outdoor setting and her costume, the scene probably
assumes the most “Africanist” feel among the other dance scenes. Before Al-
wina starts dancing, we see her descending the steps of the ruins, waving to
children who cheer her (00:11:10). The children surround her, and she picks
up a black doll whose legs and left arm are bent, bends the other arm of the
doll, and imitates its posture with a funny face.23 She then climbs up the
steps while imitating the moves of a chicken, moving her head back and
forth, and starts dancing. Her posture still looks like the doll’s, implying that
Alwina is an incarnation of the black doll. She performs an “authentic” Afri-
can dance: shaking her head, tapping, and kicking her leg. Baker’s use of
parody or clowning again implies Henry Louis Gates Jr.’s notion of Signifyin
(g) — repetition and revision.

While this part is presented in a long shot, the next move, shaking her
breasts, is presented in a closer shot (breasts up), emphasizing the movement
and possibly fetishizing her breasts, though they are totally covered.24
Again, this dance also implies the power of Baker’s dance and body. The
scene also adopts the effective use of cinematic codes, i.e. the use of different
shot scale to emphasize movement.
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In addition to Baker’s dance, the scene also presents a lot of children par-
ticipating in the “show,” playing a flute-like instrument or a drum, clapping
with the music, and moving the body with the music or with Alwina’s dance.
By showing the smiling happy faces of the children, who are sincerely enjoy-
ing her dance, not like Max, who always laughs at Alwina, the scene indicates
communal harmony between Alwina and children,?® free of any white gaze.
This sense of community is also expressed by the horizontal camera move-
ment over the children. Just as the first dance performance in Zouzou, Baker
performs in front of a child audience and entertains them with her unusual
dance.

While she is dancing, Alwina sees Max and other Europeans on camel.
The long shot of them is Alwina’s point of view.26 She stops dancing and ac-
companies them. The Europeans treat her badly, so Alwina puts some soil in
a salt container, passes it to them, and runs off. They all make funny faces af-
ter eating soil sprinkled food. Max sees what she does and gets even more
amused by her. He tries to find her, which is also similar to the plot of Zouzou
when the musical director tries to find Zouzou after seeing her perform.
Max then hits upon an idea that he will civilize her and write about the pro-
cess in his next novel. He pretends to love Alwina and she falls in love with
him, although she does not seem to clearly understand what that is.

Baker’s singing is also an important spectacle in this film, just like in Zou-
zou. In a kind of a date scene, where Alwina and Dar, Max’s servant, go on a
boat ride, she sings a song about celebrating the ocean (00:30:59).27 She is
presented in a close-up, and the scene cuts to close-up shots of the tip of the
boat and the man’s rowing hand, which are Alwina’s points of view. The
scene shows fragmented parts of the man and the boat, suggesting that she
is the one watching, although she is also watched by Dar. In addition to the
song’s calm pace, Alwina/Baker’s soprano voice and the shots of the ocean,
which match the lyrics, present a sublime sensibility quite different from oth-
er scenes. Additionally, the camera also moves horizontally as she sings,
which recalls the camera movement used in the first dance sequence with
the children.
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As soon as Max and Coton start the project, however, Max decides to go
back home because his wife back there has been seeing Maharajah, a rich
Indian man. Being jealous, Max decides to finish his novel in one day, using
his imagination. The following part of the film presents the content of his
novel, Civilization.

Alwina gets dressed nicely, takes piano and math lessons, and becomes
ready to go to Europe. Max introduces Alwina as the princess of Paradou,
and takes her to the opera, horse races, etc., making his wife jealous. Howev-
er, Alwina is not really happy about staying in the lavish room with no sun-
shine and visiting various places where the high-society people go. In fact, in
the scene where Alwina sits alone in her room, listening to eastern music on
the radio, the long shot of her behind a fence-like object appears similar to
Zouzou in the birdcage; she is longing to go back home.

Being fed up with pretending to be a princess, Alwina decides to go to the
places where “real people are having fun.” She and Dar go to an amusement
park and a bar. Then they enter a sailors’ dive where black people are playing
music and singing songs. After listening to the band’s performance for a mo-
ment, Alwina starts singing a sentimental song (00:53:51). The lyrics, “Un-
der the African sky, each moment seems better than anywhere else,” remind
us of the “Haiti” number in Zouzou. Just as Zouzou presents a nostalgic sense
with the Haiti song, Alwina’s singing offers a similar quality and tone. Every-
body in the bar listens to her song in quiet contentment, which implies that
her song creates a sense of community among the working class people.
This communal sense is reinforced in the circular camera movement while
Alwina is singing. The shot seems to get disrupted when some upper-class
white customers enter the bar but the camera nonetheless completes its
360-degree circular movement, returning to Alwina. Although these upper-
class white people somewhat interrupt the scene by entering late during the
“show,” the shot implies an all inclusive, utopian sense.28

Alwina then performs her “savage” dance in front of the customers. She
shows her back side to the camera/us, proving that “the rear end exists,”2?
taps, and kicks her legs high to the left and right. She also imitates the
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moves of the swimmer and the wave, probably because the place is a sailors’
dive. Then, as the tempo of the music quickens, she taps faster, jumps for-
ward, drinks a glass of liquid without using her hands, and shakes her breasts
quickly. She also dances with a man to slower music, kicking her legs to the
back, and finishing with ballet turns.

This dance sequence also presents an African American vernacular style;
however, compared to the first one, it is more improvisational and hybrid, in-
corporating European style or different moves such as the wave which also
looks like the hula. Baker is probably most well known for her banana dance
or her image of a primitive African; however, as critics point out, her dance
and persona are more complex and ambiguous as this dance sequence im-
plies. Karen C. C. Dalton and Henry Louis Gates Jr. state that she is “a true
vedette. She was at once erotic and comic, suggestive and playful, intense and
insouciant, primitive and civilized” (918). They also describe her as the em-
bodiment of both “the energy of le jazz hot and the elegance of the black Ve-
nus” (918). Farimah Tobing Rony also points to the hybridity of Baker’s im-
age: “Because of the hybridity of the stereotyped images she embodied, both
spectacular Primitive and fashionable French star, the figure of Baker is sus-
ceptible to disparate interpretations” (199).30 The pastiche style in this se-
quence suggests this hybrid image of half-civilized Alwina, as well as her cre-
ativity, improvisational skill, and subversive potential.

In addition, this scene also presents a lot of reaction shots of the “audi-
ence” or the customers, black or white, in the night club, looking curious and
admiring or enjoying her dance, except for Lucie (Max’s wife)’s friend who
scorns the “princess.” The scene additionally suggests Alwina’s power to at-
tract the audience, breaking the boundaries among people through dance
and creating a community; the “princess” dances with a lower-class Europe-
an, and everybody including the black musicians and the white bartender is
equally fascinated by her dance. Furthermore, there is a woman who ap-
pears to be “wearing a blackface” among the audience. This could imply the
filmmaker’s effort to add more diversity within the community.

In the next scene, Lucy’s friend immediately tells Lucy about what she
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saw at the sailors’ dive, and Lucy comes up with an idea that everybody
should see the princess’s dance to make a fool of her husband. She asks Ma-
harajah to hold a large party and invite aristocrats, the princess and her hus-
band.

Like the last stage performance in Zouzou, the party starts with a show by
the “mass ornament.” As Lucy planned, Alwina dances her “savage dance” at
the party after being made to get drunk by Lucy’s friend. Alwina takes off
her shoes, descends the spiral stairs, removing her silver dress, underneath
which she wears a black dress with long slits, and dances energetically. Asin
the first dance scene, she pauses like the black doll, shakes her bottom,
breasts, and head, shows her back to the audience, and kicks her legs. In this
sequence, we also see close-ups of her face as well as of a black percussionist
and his drum along with other musical instruments. There seems to be no
such a percussionist in the diegetic space,3! however, the film shows him by
juxtaposing images of the percussionist and Alwina through editing. As the
dance gets close to the end and reaches the climax, the pace of the editing
concurrently increases. This interaction also implies the call and response
style of an African American tradition.

In addition, Brenda Dixon Gottschild’s definition of Africanist dance—
polyrhythm (“dancing with two or more centres operating simultaneously”),
ephebism (“youthful energy and dynamism”), and high affect juxtaposition
(“the sudden changes of dynamics”)—characterizes Alwina/Baker’s dance
in this sequence, which is also applicable to Baker’s banana dance (Burt
68).32 In other words, the circular hip movement, a flexible and sensitive
body movement, quick, unexpected moves, her smile, etc. in this sequence
are Africanist. However, as I state above, Alwina/Baker’s dance is not only
Africanist but very much in the tradition of African American vernacular
dance practice. That is, Baker’s dance in this scene is her creation or Signi-
fyin (g) that assumes “irony, multiple meaning and innuendo” (68). There-
fore, her dance is not just a performance but a site of contention.

In addition, the juxtaposition of two different kinds of dance in this part of
the film again plays an important role. This juxtaposition helps to emphasize
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the energy, vitality, spontaneity, and freedom of black dance, providing an al-
ternative to civilization and dehumanization of the Western dance.3? The fact
that Baker is dancing in front of the white dancers moving mechanically in
the background, also helps to emphasize her energetic dancing body.

When Alwina finishes dancing, the aristcrats applaud and go up to the
stage, surrounding and cheering Alwina. They even chase her off the stage.
In addition, the scene includes the camera panning over clapping hands,
though briefly, which is the similar camera movement seen in other perfor-
mance scenes. The scene projects the image of a black performer succeed-
ing in captivating the white audience and being successful through creative,
African American dance, subverting a traditional sense of race and sexuality.

Conclusion

The performance sequences therefore present not only Baker’s natural,
primitive, or erotic body, which contrasts with the “civilized” one, but also Jo-
sephine Baker’s creative force and powerful dancing body, which provides
multiple and subversive meaning. Each scene implies the complex mixture
of various signifying practices as well as black female sexuality that affected
the constitution of Baker’s performance. As a musical or entertainment, Zou-
zou and Princess Tam Tam present the slippage of colonialism and patriarchy
through the dance music numbers, presenting utopian moments in the inter-
action of the performer and the audience, in which racial, gender, and class
boundaries becomes blurred into a communal fusion. Spectacle in Zouzou
and Princess Tam Tam is thus not just some necessary element of the musical
but a site where Baker’s complex persona and subversive energy emerge.

Notes

1 Baker and Abatino said they were married but marriage was nonexistent (Rose 115-
16).

2 Their financial situation also restricted their access to new technologies, and
filmmakers also had to improvise on occasion (Rose 160). See also Vincendeau
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(17) for the industrial situation.
Dyer goes on to state:

Just as it [entertainment] does not simply ‘give people what they want’ (since it
actually defines those wants), so, as a relatively autonomous mode of cultural
production, it does not simply reproduce unproblematically patriarchal-
capitalist ideology. Indeed, it is precisely on seeming to achieve both these
often opposed functions simultaneously that its survival largely depends. (18)

When she asked Abatino why Zouzou couldn’t both be successful as a performer
and get the man, he answered, “Zou-Zou is a star. She lives for her work. Like you”
(Rose 162).

According to Rose, Baker was taught by ballet choreographers, but she apparently
forgot the steps, ending up improvising her own (58). Sieglinde Lemke also states,
“Baker created dance movements as she went along, apparently on the spot” during
her early career (109).

Zouzou can loosely be categorized as what Rick Altman calls the “show musical,”
which presents the production process of the performance and the way show girls,
producers, etc. interact with each other behind the stage, as well as the show itself.
See Altman, “The Musical” (300). Princess Tam Tam, on the other hand, is not
about show biz per se, but the film also includes elaborate dance performance by
professional dancers.

Papa Melé seems actually to say “a Chinese woman and a redskin [peau-rouge]”
(Ezra 100), but in this paper, I will quote from the English subtitles of the DVD
because of my limited command of French.

For a useful account of Freudian and Marxist fetish, see Williams, 103-06.

For a detailed analysis on the importance of African American tap dance in the
musical, see Clover, 722-47.

Another example of the step Baker performed is called “Through-the-Trenches,” in
which “she crouched, bent at the waist, and pulled each leg forward while seeming
always about to fallen her face,” mimicking “the way soldiers moved in a crouch to
avoid sniper fire” after WW I (Rose 47). See Sterns and Sterns for the details about
the Charleston and other dance styles.

Kraut also notes that Baker’s dance practice is “firmly rooted in African American
vernacular dance traditions” (437). She continues: “The black vernacular dances
[...] were indeed repositories for African retentions and transformations. And with
its polycentric, polyrhythmic, and angular qualities, Baker’s dancing manifested a
number of African-derived aesthetic imperatives” (440). It is also of note that in the
scene where Jean is writing a postcard in an “exotic country,” we see a Polynesian

kind of dance by a bare-breast woman (00:09:06). Although she may be coded as a
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same kind of “savage” like Zouzou, her smooth dance contrasts with Baker’s
angular dance in the following scene.

Kraut also notes that Baker was signifying and argues, “Baker developed ways of
distancing herself from the stereotypes even as she reproduced them” (438).

Child Zouzou also appears in a mirror when she is introduced, and in two mirrors
in a later scene.

In fact, she jumps off the table she is on and “gets out of the frame” just like she
jumps off the birdcage later in the film, although she again gets in the frame with
the girl soon afterward.

Another oft-discussed issue surrounding Baker is her race and gender in relation to
her black/Creole, erotic body. In the critical discourse of the black woman’s body,
the Hottentot Venus of the 19th century is often compared to Josephine Baker.
Because of her huge buttocks, Hottentot Venus excited scientific and ethnographic
curiosity, and participated in or aroused the discourse of black female sexuality as
deviant or hypersexualized. In the 1920s in Europe, however, Baker rewrote the
collective image of black female sexuality, represented by Hottentot Venus, in the
process of constructing her stardom and became popular among Europeans
(Lemke 100). In other words, Baker’s nude body could project an image of a
normal, healthy black female, even though it was still an exotic one. Lemke also
notes, “Far from being a passive object of the voyeuristic gaze, as the Hottentot
Venus had been, Baker was an exhibitionist who did everything possible to turn her
spectators into voyeurs” (103). See Coffman, Stuart, and Kelly among others for
the details about Hottentot Venus and comparisons of her to Baker.

Kelly Conway calls this singing performance “realist,” distinguishing it from the
latter one performed in the bal musette or “spectacular.” For a close analysis of this
and other singing performance scenes, see Conway, 139-44.

The film’s presentation of communities has to do with the contemporaneous climate
in France. Elizabeth Ezra argues that the film is about nostalgia, and states that in
1934:

traditional structures of community were being threatened by both the right
and the left; between the right-wing leagues and the Popular Front, blueprints
for new communities were projected onto the ruins of the Third Republic. Film
was rapidly creating new representations of community as well as new
communities of spectators. (102)

Because Baker’s dance did not apply the static poses derived from European
tradition, supporters of the Resistance admired Baker as a symbol of freedom
during WW II (Martin 320).

This scene suggests Baker as an ethnographic and erotic spectacle, and being
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doubly fetishized. For a discussion of Homi Bhabha’s “ambivalence” and Freudian
fetish in relation to Baker, see Coffman, 387-90.

His primitivist/modernist drawing of Baker and other black people are among the
famous representation widely circulated at that time. He also created posters for
Baker’s shows. In the film, Zouzou walks in front of her poster drawn by Colin (his
signature appears in the upper right side of the poster). Colin's Le Tumulte Noir
which contains a few images of Baker is one of the famous collections on black
subjects. See Whelchel for details.

Dyer emphasizes the way in which musicals present utopianism “at the level of
sensibility, [...] an affective code” for which nonrepresentational signs such as
“colour, texture, movement, rhythm, melody, camerawork” play a significant role
18).

Kobena Mercer also offers positive or subversive interpretations of the porno-
graphic image. See “Reading Racial Fetishism: The Photographs of Robert
Mapplethorpe” in Welcome to the Jungle, 171-220. Also, issues of the black female
body in the 19th century and the early 20th century are often discussed in relation
to painting and also photography and the white body, although they are not limited
to these areas. See, for example, Wilson, Gilman, and Chadwick.

This scene has an autobiographical implication, since Baker “learned a lot from
mimicking rag dolls whose arms flopped around at wonderful, awkward angles and
in odd, unpremeditated gestures” (Rose 47).

For a discussion of black body parts and gaze, see Coffman, 381-83.

This scene also has an autobiographical connection; Baker adopted many children
of different races to prove that “race” is a constructed notion.

In both films, we see several POV shots of Alwina. It is of note that in many cases,
she is watching men or the man she loves with another woman; for example, in
Zouzou, she accidentally sees Jean and Barbara hugging, and Jean and Claire
smiling to each other and waking hand in hand when he gets out of prison. In
Princess Tam Tam, Alwina peeps at Max in the villa from outside after she rides on
the bumper of his car to escape from the police and comes to the villa by accident.
In the last part, she also sees Max and Lucy Kissing in the car.

The lyrics express a positive aspect of the ocean: “The sea responds to our efforts.
And tomorrow will make us strong. The road of happiness is the ocean.”

For a discussion of a utopian vision of the working class in this scene in relation to
the Third Republic, see Ezra, 126-27.

A comment by Baker. She goes on to state, “I see no reason to be ashamed of it.
It’s true there are rear ends so stupid, so pretentious so insignificant that they’re
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good only for sitting on” (Rose 24).

30 Michel Fabre argues that Baker’s dance was “a highbrow aesthetic contribution” in
Europe, in the same way that Jazz was received there, making her success
exceptional (128). According to Archer-Straw, Baker was packaged to provide an
identity that satisfied refined bourgeois taste (133).

31 In fact, a series of close-ups in the latter part seems to be shot in a different space
and edited together.

32 For a detailed description of the banana dance and Africanist implications, see Burt,
67-68.

33 Joel Dinerstein’s comments on Ziegfeld girls are relevant; they “represented preci-
sion, not individuality. Energized, dynamic, individualized motion was reserved for
the ethnic stars” (192).
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THB, FIARFHEEDINSDEH., EFE L TOERDOER R
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A AN FEEBRNCHIT DA > T4 7V DIREEEEE (F 1 R) DES%
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FERRI Cld. ETHh B EEGESINIEELEDA > 74 7 Ve bHMREE
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Everson 38-39),

CDEIBA VT4 T VDERRIE. D—F A RCHITHERDHEEI(C
EZDEEZET L. BOZEAE LTHEECES L2757 a3y MIEL.
BICEHOBEML SEAHEME L TEIM TV 2. BEORTLILET 5,
AT 47 VHBADREEAEREY HIBHIE. ZNHFESPEICH S TH
%, BUEDHATIETNULEDOEEMFIIHEG L, BEfkicOAZRREL
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S5THY . YFENGEER COERE S MENDEDTIEELDTS,

& - REFRE. TOH—F 114 AEFEIRIDESIDRRIA DT T
W3, FEERBRIICHIS HBHEIDER A2 1 ILDT & DI, AREDHERED
feHIT 180 B)IL—)LEBF LIEN S, BT 2EFARZEICRRL TR
CINZ—=UHhBBD. THNUIBREESZAEZEDONHE Y EWEAGFH
ZERETHT A RCDHAIEGHH TH D, BIAE T +)Lah/
7 —VEEERE] TBEF) (Pursued, 1947) ICHEWTEH Lz, BEMIHZ S
B&TH0N—b ZVFYLERBEAEOBREF T AR
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AT 4 TEERE) TRFEEDIREEL (The Sheriff of Fractured Jaw, 1958) T
DA VT4 T UNCKBIREBREES —VDBAFTEH, BLORFEAD
B5N3 (11:22 = 11:57).

WICEZE BB LONDGEWE I ZFERIC LI A—F A RIE /N1 -
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BIIXBBEIVHELIIT AR V/\Y 2 THY ., BELIEBDOBIE RS
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FDZ 21— AZEWN X ) —HIRIGICRIT DT 5, O1IER ) —DFEEE
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Manchel 104). BEOHEFRL S DM EHEARL TS, 71EY K-
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HHWAHHFEDESEXFIFLTWz) DTHS (Thomson 90), DAL
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O1c&E>THERENE RIBRERAREN TV HE2ED 5 DRkEE
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1949) ICT V7 A M DiZEIFETT T EICK DT BB/ 7y FEE
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BUBI(FR, 7Y Z— - X VBN B b B D TH 5 D,

I. eOERZRHNT

BIRERAEOKER. [T FFa X220 -850 EMHENSIE
SERREIODHT LUVEIRDN 7 A U AlcEEN T, TORIMD5ETBHIENT
EBEBY I FF2AVEZ)—BDIE FF 2 AR —BRENDER
L ENCELTES VT ) XLOIKRZHE LIBRERF CH Y. DD
B —> 3 VEREBMEOROICT A I EVMBEENICEE CTH S (T
NLHEIO/NY Dy FBREIERAZ DA TDEy MeReEERE LTV,
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5%J (The House on 92nd Street. ~\>')— - J\Y 7T 1945) (&, OF—
23 UREIE S TIRDBURDH T T LEDTHI &G DN EX
A—H—ABHELTWEDSTZICEDDDS T, BEfTHICEHIETNICE
KEGFHEBED
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FTnRFITEETSHZL, TEFESEHF] FESIT @Y v 2)Lo—mH
TIEREIIAECELGAFHELF > TV EHL 5 TH D, THUSEEDE
BREeH—DFVIFATr— a I —m CldE <CHEER VD
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Er—2—-07<X>2&EXRT 7)) —- 227 > (Roffman and
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RZJ\Y b (Mr. Deeds Goes to Town, 1936) T. 74 1)—« 7—/\—&C
BEEE. ZOHENMERICK > TEHHDERESRLT S (39%), &
BHWFNRAE— - NN=7 L—0 TRMFIEAICENTZ) (They Made Me a
Criminal, 1939) T. V3> - H—T 1)U NECAARRITEEEDRY H—
& AEDFVERBIEMHR CEET HEH THRAITODEWNHZ TR
(396),

ETANAERICTAS E. T2 LIRNVGHREERER., HAHVITHEER
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BEHECANGLABRE O TP (39798), KRB F+ 750D KB
5LESRCAL ] Ut's a Wonderful Life, 1946) T, VT —LRXAF1T—
MECDFEALHOTFT ZDIE. HIEPEHDER Cldx < HEBIDREM
THB (398), HHWNEY 3> - AZ—I T XD TBHARANDENZE] (Bad
Day at Black Rock, 1955) T. AXVHY— - M ATV —ELCSTETHE
RODIE. BIFPERTHEBFEATIF G AEERNRE S T@IzRE
FATHD (398), HTAA 30 ERICEHSHTOREISICE & AV B &
HBL (TUWY 200D EER [Fury, 1936]). T 40 FEALLBEIC
HHREEEOELEIEHBOEMREIZDE G0N SIF0WALEE LTRE
nE b Ui v 72BRBEOERHNHMICR L TWAK DT, 40 F£L
L. HE BEIOA A=Y DREBE LHRAISERE LIcDIFERWZ
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FomHEEREY Y RS O R EATERNE AV T 4 11 7 1 fRtE
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IECHEFBELDY EFDED, HHWVIE BB EZEBDEH TR S
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EDICRE DT LEDeDTH B, Vv T - 7V S UISHEFE EREEN
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71 (R Altman A Theory 241) EPHEND T +—< v b EFH LTV,
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SV BATOA—THBEESEZ2EDEEZTVBHE DIHDIEARERON,
TIWSRAERICHBT BT T TOMENE (-7 E0SBERICES
TIRABDETMAEITIE. H—T (Karp 12) OE(ELH B, —H. Y T4 AT R,
TIVERUMEICBIT RS =T 7 =S v A T a— B E. A A —
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Call for Submissions (Auxiliary Explanation in English)

The Japanese 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 MILA Handbook for Writers of Research
Papers, 6th edition. Manuscripts in English should be typewritten, double-
spaced, on one side of “A4” or “8 1/2 X 11” 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.

Submissions will be sent to the following e-mail address: cinema@art.
mbox.media.kyoto-u.acjp. 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 middle of September. After an
essay is accepted for publication, we will ask for a final draft file.
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