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1906 FED T TV AT AEMRICHER LT 55& LTHIRDVLWER
HTCWeAT7 T - Ot —)b (café-concert) ©X 21— v - R—)liIC
oY, BENICHEZ T 515- L CHERRENZEE R 81RDT .
REYETOEBO—DICBE > TVWHBIOREIN. EEBHET7 M7
2avELTCEIRILT S, N\THESEREIC, V3T AJITR Ua
ST/ O—F"HGEENNET BICT 1 )VLADIRFGREE R NG D
AT, KT 5TBICRE DMBEZRETCEDIE. 1897 F 12 5 28 H
DF|IILER, HAOMBEMIZZFES L CW/\THD 1 #HITBEGEDL -
= (Meusy, Paris-Palaces 129),

ZDINTHDEZER (1904-7) (CHESL LTzBRE (3 Scenes) > v >/
WONOXRSDHIC, EE5#=MESGME (Scénes ciné-phonographi-
ques) | (UF. T&SH=0E) L507) HEET S, 75V AOERH
RFEET 4 —Fv— LIEBSHK =B IX BEHDOV ) V2—IIBEE
nregE. A7) —VIcBLEENERFOEIRY. £ LT 7500 %
BILTENSZREATE2MEREMEWND 3 DOEEN—EKRELZEH>TH
YE% 50 X— M VATEROIIRME Ch b, B EA A—IZFEHITE 55,
HE. BEREMERE ANANITEHEDEEDON 5. T1ILATDE
DICHEEHIE L CHERNICEHREE 2N ERIT LIRS, Wbk
77> FBRE (Phono-Film, Talkie) | & L CEAFENKT o, T7ab5.
BRI/ \THOFEELS [ SN AU ATIE. V—7-
74 LA MEE (Lee De Forest) DI 7./ =71)bL (1919 FIRFEFEVS.
YOURFY ~TAIVLR) . T7AR2TAVAR (IR -F> 7o

4

YU 2 FRRE ORI, E AR D A TN 7o =ik

AT TwENETIV - D3)WARYD TDv X 22— (The Jazz Singer,
1929) xEELT ZLUTHEATE. WokpBZF - b—F— (o R-F2
T1IVLT) THRONEERZFIOISNSEE) (1930, BOBTEE) I
EELT EEPRE#MABZ LN ERETWOEDI

THOLIEY Y FBEDFERICHS [Eat=mE Z8/FLIT7>
VA INTHIE B 18R FICHDASHE LR E DRI Z X
L7z 2 RDOIERIMEZRIEL TS, —HldE TEREFEOEGE] (Le
Muet Mélomane, 3./ v JVIVA, 7TIbT 4+ R-EvHEE) THY.
HAEIFER MEENMEDSTES 1] (Quand on a travaillé!. FF4. BE
ZHITREE) THBED. T TRTORELTZNTHDT A VL
HEOTHSEETEND (Bousquet 854-855), T DEMNERT DD,
MEBEEL IR T 2LENCEBEEEEZEA CO/\THES TIEDES
1 & B ROEEDFEHD. BEIEZEDFRBEIIH STON T e D
TETHA, BB =BE 2T onfcy v I UBBORERIIE.
1897 A5 1903 FEH TIEIFAD 2 RITAEY . 1904 FIC 8 A, 1905 &
I 27, 1906 FEIT 6 A, 1907 FEIT3 A, 1908 FElT1ARKE. RLTT v
IWEDTZ 7 4 DHFILERBRH L TWARTIFEL, SIEWVWA. T XA ZDM
DN TV VOMB TH>TEH. R/ THDRFE L TV ESH/ N\ T -
431)—X (Pathé. N°4) ZFERALITZTNIE. BIREBERDDPOHICH
RS RBESEFLE LT ETIRED O, " EBITBRTHE DI
1908 FICRRIIENIZT 4 /UL - A—)UE (Film d'Art) &/ \T#E&EDRHIC
& TAIVL s A=)V DOBES 5 TS (X=BRE) ] DFRITHRF
HIEFSBE (HBAINEZDT 77> bELTD, BBAHRR%
HE|RSTIHE) NMEAINDEL Tha [EE%=mE) &L THRET
BT EEABEICT B4 T a VEKHERY RZhEN Tz, TDKDICH
7Y RBREBIDFERICIE. BEREWDTITAT 477 EBRE & WD HiT A
TAT7HREL. PHOTHELEENR Y IATNCEMBRBIORENEE
BREGZRMEHEINTWVEDE (EMBENEESFELUADETRE
LTl BB Eili. XFEGENEZASNDEAD),

ZFNTIE. 1904 A5 1908 FELEFE CHRDMEMHHAES L T /N
THE TEEE (T0DEZEHEEEELTWDTHA 5D, LT,
ZOBRMEIE. NTHPT 1)UL - =)L K BEMBRBDSRSEIC ED

)
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KOGEREEE S LIEDEA DD, A Cld. T2 LIERMICSA ST
&, £ 1EEH AFAICE L. I\ THOMRBEREIZ Rz L7
T AGIDBBMES [T+ ./ « %« A ~ Phono-Ciné-Gazette) (1905
F108-1909 F 12 B) ORILBRICDOWVWTHN. FEEORERTHS
IREY-T7/7=0L"J1 (Edmond Benoit-Lévy) &/\T#t&DEAKRIC
DWCEETS (BI1EH), TNSERBEALLT1906E58 13 H (H)
WNUD OATOBICBEWCHEINEGEEED B3 - RER
(Féte-Cinématographique et Phonographique) ] CAGREZESHTcR—F >
D 1EEW =B D7« 7 LHFEICDOWNTHESHNCT S (EI1E),
=BT, INTHET IV Z— )V E DB TR ENTE [EE1 = i)
TS HEMBICOVWTRERET L. (B3 =E] &=iBREEES DR
DYUZRFESHICT S (BIE), TOLSICTTY FRBIORRICHZS
ToVR - NTHE TEEH) EOBRICIERAZET. [EEHE O
BHON INTHOZER (1904-7) |[CEAEENESHE =B, BREOR
£ (1908) ICEUMEENI==ATBRE (Film d’Art) [C#Y AT N Td < BRE
PRGEESNEOMNCESTEA D,

I. 074/ %-HEvh) ORIIE TEEHR TFEV-T/T7=LJr

T2 AEREE OERIC IO EWEEGERME CHD T4/ -
T ALY M OIEEYL B 2EFETINAESREPEE Chore (K 1.
190548 1HAF), ZD17+/ - ALV BMHATENEEE 75
RSB EREZEIRHE LIRS EELGD ol fetd. T DIEHEER
EHAT9 %77 A1) D (Za—3A—0D Talking Machine World) ¥ )X (O
> N D Talking Machine News) *° K2 (X)) > D Phonographische
Zeitschrift) 15 EDESHEMEASE|ICL T BEFHLERV ) 42— (H
B) TEOFBROENETE oY, BEEMODE LHFEFIFEELE
V. BEFREEY. EASOENEITE 2T (“Anos confréres” 6)

ETADFEREIFIFADNy BTEBHEPEEE LTOREZKRZ. 10
B 1 BIcCl& BRE Cinémal AZDRAICIATE 1T+ /- % - A€ K~
(K 2) NEFREWRD, TOEEMEIMEINTZBERIE. ERDO=R
FRICdH D TeBREBTIBICHE WL THTTElC AT 2BEDE R A £ h5#:F o
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EEST. BBEOBMEGZY Z DG, AR—Y, k&WoBH LWL
Za—AOFHREEM oD THD D. 1), ZOLTC T4/ - % -
HEw bl OELTIE 75 VAICOHY OB D/EHBRPHFE T« —
Fr—LIEBREY )V A—7BE LB L. FifeldImEnizBBERaERE
WEBHLIEEED ZOFRE (K2) HAWHLELETRELTWVWBLSIT,
AENMeKHELTW D TH S,

7252 AYOMBHEEDORBHO BB M ChH ). TORTIROIRER
IREY-T /D=L (1858-1929) A\ HE& L TIIAIANMAE
1600m & W2 FiARERE THCEEF) (LEnfant Prodigue, 1907) ;&1#%151%
'ﬁj& _C/‘L//_}Eﬁ?% TET T0)WL s =) EBEONFEZER
BREe (SCAGL) DAIFRICEAZZEEEE Nz A ThHdhofcl &
| ZEEBRZRUN (Coissac 345-451, Sain-Mesmin 6), &WD D& T 1 JUL-Z—
JVAEDBUE LT BREID FBRES CER R EREROMER LIcEERIE TN
U BREZ DEDICEENTIBENEHT BT L 65" Lk [EEHR)
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EEREDONIET /T =L OFEN I\ THOBE & ZNUTHER LWE
B A—EDEDYEBRIEZHSTHD (7./7 =071 HENE
HETELf THEEF 1E2FEED 1909 FEICT 4 )VL « B—jUtT kY
DAL TENS),

IS T4 /%ALY b BMFATENTORRIT/ AT D>
TWIAREIRICBEBITDE. 7/ 7 =071 &\T1EDERRERG
HEHREHU LR 5T LD (Abel “In the belly of the beast”), BREFE 1)
Fry— R« TANUTKNUE ISTHISEITENDIEA. DEURI T+
JVLDERFEEDARIEILKICERZH T RIT 1906 FHSBEITHTT
MANDILA, b bEHaE EfTDULVhS [BEREG] 275> &I
KV ERNMIREIRTEEZ R, £ LT 1908 F=4J5E. /\THHEBHN
BUVE L TcPREBIE BT D 6 DOFrat (RERE) #FRIL. L&
JU (Location) (CEDKBHEY AT LHHETT %, M3 ICEEEH INE6D
DREEDS B, NIIHEA 71 AEFE D4 DOREE RT - F
LZ7 R -IVRATATRZRAA AV VR TT7 M N)boa -
VRRI) ERTELTWEOHNEEBRR T/ T=LJA4E>DTH%

== - = (Leproust 34, Valleiry 67, 1
+Logadon: » weksEsia ety Fo—)jL MRS 4] 26),
eece Filmg occeccccccacs | oLl IN\THoLYLy
ML PATHE Freres AT LEETT BT AVl B—

TSI RN L T IVt EDHBEEZED. 1908 &£ 3
B e R o S B 7 BlcmEDBICHEIENZ2R

- ‘“a e | WEEONFICLTIRE o1
o5 °'"‘"'““°‘""°“‘“ e e | TOEKE. IN\THOEELS
sonen  RLYRIVEEETIREL TV
| St : N ZFNEERIC, HRNEE

BEEYT S ABRBIO [E7E
Dt ZEH OSBRSS
BICEOTHIET 5LV S AIE
M3 /7 ORE (Loal- oz o227 Glmn 7). TC
FIESZAOOREE) (Pce,  CESHGREAERELIED
15 Avril 1908) BN T TV AYDBEM SRR

5, iy - 130-38)
LA BELGE-CINEMA | 4, pe de Brauzier its. Tei-phese 111.68)

B REUE O, B D A TN 7=l

ERTHY, EMBBEIEDLEEZDIFTT/ T =L I EoleDTH %,
RETIE, I\ THEEEHOBDY 2L BAMNITEIEY 5fcdlc. RED
BB T CRAE N TEEH = IE ] [TDUVTRETLTHTLN,

I.&5H - REROEE—R—7>0 [E5H - BRE)

AERDEE CNfe K DI BB =ME & 7 Z >V AREDF 2 3
FIVEHEETH2ERNIFZEME LT EaHEOY ) 2—|CiFE T
niegE. R )=V LESNERFOBIRY . LT 72500 %
BILTZENSZFEATEH5MEREIE VD 3 DDOFEICE A SN cBRE
Thb, TOEBHNEETIAEIZ. BEt. S, 1EOE#END 3
DDA T 1 72 ANBDFEWNS T HFATHGENTOE I TES:
BHCRBOBERNMESNZEDTHS (K4, SBRFOBMERANL. —
HEBEAAETOMBEETT. LW D DI TIEEWLD ATFa—7
ENLTEEROBEEEENS. JUALPEBILEDETAA—VERR
EL T Wz, DEY. TT VA« INTHOEE S I 2ETRAETHEN £
MEN2EE RV =2V EDAA—VIIEZEDETHE L DB PHIC

; ;

X4 1904 FlcHiF 2EFH EMERZ B SO TCIRRRR ERTAE
(THD 1904 FhRAZATICELD) (FRy—)b MHFERESE 31 137)
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GBF FEL WD TH S,

1906F 58138 (B). 278 (H) D5t 2EL /N\UDMEATORIC
BWTREIN [T4/ - % - ALY b HED [EEH - BER]
(B5. 6) & TOEITHARDBLIEICEH T, FKICESF T/ \THHDOEE
NG ERTZERZ KIEIHOR LD TH B EEA DA D, ETIETFY
AEMSLICHITS [FELEREH] (Talleiry) LEEONCE—LEEH - IR
BSROBRRERAS 174/ - % - ALY DEREZ5 RLTEERL,

3000 ALEDERENEE Y. 50 > F—LORERISHEFEZ o1
EREF =T A N T OERICIE Y. REROESHOB C. HAER
BREICKDERMMTAEDONT, EHIT /\THIIH LW EREREEE
ERATCEERE DNDONICTHKE LT < Nfc, COEMBEBDE NS T\
BREEE L (BAEESHIENTE R, HHE—HDOBREAUTDIL
BET A RV DELDIHEET REDT HTHAITEESBDRENZ
EY U TN\ THOREZDHDT L) (Mair)

TOLDIT, BELLLESHE - MBROBKRNBLRINS—HT. B
1« MBROFEBRDAR—T ARV THBT 5> + A7 (Francis
Mair) HEDKDIC. ZOETITIERD KL SBALZEREEDEEES>TY
feo ThabB, TIRTHDIEL W EERY A, Z T TEERITIED
LEARICHE>TEEL, FOHTHOIET, REPLERE. BB D
BEE L. bhbnITiFRr I NEBENLEL TWLWSDTY | (Mair)
EWVWDBRE LIEAREETH S, RIE. BESHOHBEREEMICAISH
DEEHAHNISMEFTEDMBIN 7O TS LD BHBREINE T & T1)b
LD DWEBEEEKICTOY 2 AOZEBHIMTHON SRR H S T
EDBRICEMEIN TV, T5IT, B—OEEH - BERTIE 17 KD
FBYERDS B ORDFIEE ofclecdd. £REZNICRESESZHDV )
VEA—HDERTETCHOT. TNHRERICEICEDEWEEIESED
HELTTA—T A TDOEAHEEBNTTEWN EFDUZANTW
TDEDIT, THES T4/ - % - HEv b IFESHE - BERED
BT ITBHET. AT IO LDERZIBESNSALETIRRT T CHE
MBS EBHEEHN >

I0

B REUE O, B D A TN 7=l

PROGRAMME PROGRAMME
Féte cinén::::c.graph1m\e =2 Féte du C\i“l:ll.;mn.togralahe
Phonog;.aphicrue : cnanmszf e
.onc.nmszf pan - Pﬁﬁﬂ@ = GIﬂTE s GAZ:EI&: E
PHONO-CINE-GAZETTE &Bimanche 27 Mai, ¢ 9 heures du soir
Bimanche 13 Mai, ¢ 9 heures du soir GRANDE SALLE DU TROCADERO

GRANDE SALLE DU TROCADERO IAFPAREILS ET FILNMI PATHE FRERES)
(APPAREILS ET FILMS PATHEL FRERES] T o e e e
LES INVISIBLES
LE CHEMINEAU [Scine des Misciasla)
*JE VAIS CHERCHER DU PAIN iz
—i . LE DETECTIVE

LES PETITS VAGABONDS
*VUES DE L'AFRIQUE FRANGAISE

'ronvgwfé-r:“«-rsunzlaca ‘LE CHOIX D'UNE RONNE
: "ON DEMANDE UN CHIEN DE GARDE
LES TRESORS DU RADJAH *JULOT VA DANS LE MONDE
*VUES DE L'AFRIQUEFRANGAISE = —
LES MALHEURS DE MADAME DURAND *EN VACAMCES
LES VOLEURS DE BICYCLETTE *LE POULET EMPOISONNE

—2+ ENTR'ACTE % TRIBULATIONS D'UN POMPIER
CRIME D'UN AUTRE LA PEINE DU TALION
* PITOU AMOUREUX
* L'HONNEUR EST SATISFAIT
* LE POULET EMFPOISONNE
* BICYCLETTE PRESENTEE EN LIBERTE

- BDIREA.UHEIFI:IIRENAGE “LES ETUDIANTS A PARIS
* RICHESSE D'UN JOUR BRIGANDAGE MODERMNE
FLEURS ANIMEES COIFFES ET COIFFURES

=% ENTR'ACTE #=--——

"LE FILS DU DIABLE

5 B[0ESH- -MESR (PCG, 6 H_[EFH-HESR (PCG,
1906 %5 A 13 B) 1906 £ 5 A 27 B)

TOICHBIEWVWD Z T4 7 LZTDEDDARLRELEEFEL T\, Th
& 3FHS 5 FADEEcEENZESH - ERDRAY =Dk
EEH KHEO6m X 6m (REME 36M) EWVDS. IWBABICBESKET
TlEEH,>TeRICE RSN, AR—TAIVDATIERT ) —2DKE
TIEDWTC BBAIDT 74 b AT BT L5 BEAVWKEESTEMA
ICMES LS. DEERCEE Liz) &R TW5, LA LEAS, Thn
FRITDREETIEIFASH TV DEELTHRY ) — EOBGEZ R
ICRTELEG T EIFARARERLA D, 7 AU AIKBWVT 1910 FRXHS 20
FERITOFT TEREINEWVWDRD HBEEE (Picture Palace) DUNAEAEL
DTFHLEIFARL2EEEONTWVWSH. TOMER,NFEINZD
IXE2 1906 EDETHY . THEDSOLDICEEDMAILY )7 LT

II
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Wek LTH. 2 COEBEHRIBFICA Y ) -2 B25EEH 75 AT
THOEA 2. TN ZUICERIIMEZTDEDZE LG LW DEITIAL
BTZEEIZ DEDE R LATWEEEZBDTIFGEWEA DD, DFEY.
A7) =2 EOBGEBICT 52 LE7E < REPENES —FEBICEEN
EREE AT RBWNCAIRREN D BDTIEHEWEA DD,

EDETA, TOE—LEEHK - MERT—EDOARZ TS >2DIE.
77 S LITFEHEIN TV AW HEH—FRD [EEK=HE] ThHol.
g, NUDAT T - AVE—IVDAZR— v YV VBRFR—T
(Polin) &7 « —F v— LIcESH =ME [V 7 2> TILT DOXE Vénus
du Luxembourg) TH B, “1GASNBFICENIE, BYREBSHDEH,
FLICELTWzEND Mair), TOEEH - BRERO 7O 5 AT
HIAENTWAERBEE. T T D M) v IHIREOAHICS % <
MHIAFENTERE LTSNS MU v IBRE TBICEZBED] (Les
Invisibles, 1906) ®. T« 27 b 10d—D L - ZEZT)V] ho#E
EEBLIEEHOBENEREEDONS [TZEE] (Le Chemineau,
1905) ®.EVZ—Y 1DFRFEO—D2EEDLNSERME [/ %L T
(Je vais chercher du pain, 1906) 75 &, HEHVE LWV SN—ZART T4 TD
HECEWEENIZHDTHBICEDDDST (Abel, The Ciné goes to town
170, H Ky —)1 THHFRBRESE 4] 105, Gaudreault 239). BEIdxZF 5 LIcE
FGBMERRIRL LIS, TESH=ME] LE58RBICKVEIRH D
HHEREEDLIZDTH S,

CCTINTHORITLTWEBKR Y 2 — (T4 RXT) DFEL S,
KUEMEDBWNARZIHFLVEELAAT T - A= ILDORZ—
FLWLD. KUERRNEHEERDPBEILEINTOEEWSERIFFE LT
RBWeA D, BT5LK. TOTLITEBHRANERFORAZ—F|FITHL
TEBEZR > TWED 2B EEETIEEL, 52X E/\TIE
1906 F 58 138 (H) OF—CESH - BERCERNICHREL. RS
ICEEhE ST TV 2> TIV0 DX % 1907 EDAZ2A7ITHBE L
TW5, ETAD. COEERHNHFR—Z U HiIch/\THEEBEL
CERLTW b TIEBL, 21/ THh2 I/ H0D [E5H
=BRE (Phono-Scéne) | (K 10) . 7AUH  IIVVIHDT T VAL
EMNRFELIELO—F (®11) B\ Th, R—ZVOFEHIFIAIN

I2

YU 2 FRRE ORI, E AR D A TN 7o =ik

K7 J—E##EI/O/ T+
TlEInicR—>> (#HaEo
f# &) 1 [LAnatomie du conscrit,

1905)) (Gawmont) Répertoire POLIN

sih man LUL-MEME
-
ig? ; 'E 'Efl 17.561 La Hoiteuse,
wih r_._gl : &
Fawi iy
f'l I.: ﬁ'_"i o 17,520 La eommission mal faite
g iﬁ- g 17627 Elle m'a eu.
"g oo 5o b 17235 1 Frotteur de la Colanellc.
e A b 47527 Le thosse du Commandant,
o Uk aéI_ 2 }_ 17 613 Invitation 3 I'An
o+ 4 ! Ao
| ko " * 5 ﬁ
H ApAEx
q ?_é. & 17.533 La Noce d'Isabelic
17.531 Les Plis la Main
: 47,532 Pour me for
ol iy 17 619 Quand je su
1w e 17.143 L Recit de P'Ordonnance.
17,513 Le Reziment qui chante
kg 17,528 Les Troupiers de Marguerite,
S 17.630 La Vénus du Luxcmbourg.
- — 8 IVVYUHODR—ZDE
K9 FEARFOBESHK > B> U > 4 — (Catalogue
2 — (Catalogue Pathé, B FFETREE) Edison, 1906)

TWBDr, BERUORSEHEEREISH 2 EEREZBAD L&
) A —DBMIEREBA S ENTET. 3T IVELDICE
oD THD (FET/\THDFET LILEZHDH 2O TIEHEAR
FHTA—Fr¥—ENTWVDB, K12, T5L T HROESHEXRIIE
BRZ =R [CEDMBEREIFETY . —BORART v IGER
2= ERNNDEBDEETHE Ha L. BEREICHB LD TH S,

75V AYHREIC S 2ERDBEGHE LS. BIEAZF O;F L DE

I3
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RIEICER LIBEFEO/MREAS, [BREIFEAEREE DD 5 AMED
BERENEZ TP EHEHLTWVS (MR 1), /IMAIZZ DIERIC
DVTEHSMC L TRWEWNEEB TR ORI L DI BEH ) >4 —
i onfeiF: (AEOHZHERR ) O;EZTICREENC [EF
=BRE | A\ EEREOREENAEZER LT GBET. —EDRE
ERIELTWREEZRDIEDTEDRA D, TN TR [EEH = BE |
HERNGRAZ—HFZ T« —F v — LIBERII Ca . SfBREicE
ARMBENcCEZRITRTHT S

I . E=MMEICE Y AETNEE—INTHET 1 IVL - 4— b3t EDREIC
ThEhiz &S5 -0E (CBd 33’

BB XX BT A LANICEEREZREZ EA CO o/ \THHIFRAIZESTID
5 IEg#=m Z8EL. [T+./ -2 A€y b EED E5H-.
MER] ICBWVWTH, ERMEE P OICESHDE DS POCERT %
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ASNTWVWBDERBICDIF, 1924 FEICESZH L I— FOBETIHRED
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A INCHBF B EDTEIC L VR, T 1908 E3 823 A, /\7#t
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NTIE. ISTHDEMBREOSEIC [BEH OBEBUAESELTLV
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FET7TAR7=372>
WETART=4TZ>
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Sauce). [RZL 715 >DARZ] (Les Malheures de Madame Durand) . T3 A
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T 1 IVLBRGEIC DWW T DEHDEIEN T WD, L2V AT LOFEHICDWNT
&, (Meusy, “La stratégies”, Alovisio) #£E,
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i C & I

2003 FlCHREN a7 77> - JU v INCLBTHTDE/
4927 (Grissemann) (CKW, T RA— - 7IL—D2FEHNS5ND
Z&KIEBd, INET rB HRBRE DT E (the king of the B’'s) | & L T4
SNBTEDED VIV —THZH. I LHFISNTLEDL D
e NN DRRA GBERBEN. 2fEOEEBS LHENAZ LT
%, DFY BHEOHE ELTOIIIR—LANTE, 1 Tavia
MEZIECHETEHIA/ )T 4 —MEZEEWEL Tl SR ED—ERD
RTAIVBINCEILL NSNS T EICEDDTHD, T TEZFDED
5V —OFEADME, O/\— b F R U5 EHBIL TR N TH
BERDAL) (Menschen am Sonntag, 1929) HER L1\, T OBREDA]
BEMIXE TICH BN, SETICE COMEIFHRLIGGHRESNTE R, 4l
ZIE. TOMEICIER Y T -3y bOBEEBRMEATNS GELL
I l), BAIFEZTNUITDOBBEIDFIIAEEICHD DD EVDEKT
AN =B ZRA > b DEV T U T4 AL« RAY b EBHTWS,
LI > TZENUCDWTUEEDEDEBIERLNEEIN T E e TNET
COEN G CONBME. DT EANFLICETIN. T OMBIOEMERE
TECDVWTEERICIEfN oSNNS T EidH>TH. THUZEFMICE
HNEFonasZ &ldEh ofce LHOLBMREDZD Y ) T4 AV« KA~
PERLCAHLETEH. BUERRERARENHHEBDOND, THIE 2D
TUTARIV - RAY MTESNBALD IhNEEAL (BERZDAR)
[kleine Menschen]] TH2DHE5T. COMBEOSEXEZR 2. B
{EETBEDELELD OB ABHNS TH D, COMEZHLCHME. EEL
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N2 %, BUEDRFZFEDF - IV RIVOEREHS DD D, HBMETCT
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%%ﬁ ZDTEIDVWTIRATZEENEFHOFET 2D TH Y £
FEBIIRS SV RIFICIEELES BN EZR D, BENEITIE. D
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BIOV RGBS C EMENC L 2R D, REDEVEITIE. O
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SHh5ES 50 ELLEEFID 1957 &, X—~ 1) - &7 —F OBRED
BREEFZHDESICTS VYT -+ M1 T+ —ERODESITE ST
%, [BAAOBREIFH NP EE NG E Y E N >Z SEAREEDITES
ICBEALVELY, SADESBED, HBWNNEBRRDLESHEDIT, BB
BER=BIHEAN TAENE TN TOERE— A CHE, BOEED
HBREWNENELEDT LTSS, IARDBVED SV EETHOLE
ICEBET. HAVEBAERDSH TS, RTH FaNT L. BROT
L HBEBDT L. BEONAYADHRE, Fh, 250 0ITRNTHES
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2 wasatier: | Filmstutio 192
rjiprun.sa -Firma: Friedric

el des Bildes: mﬂns%neﬂ am Mﬂmﬂﬁ N s,

Filmstodio 1929 zeist soinen ersten Versuch.
Meuschen am Sonntag,
. ein Filn vhne %haasp:e]er : .
©  Leitung: Moriz Seeler, = .
Munusknp: Billie Wl]dcr nach elnor Rapartago
von Kurl Siedmak.
Kamera: Eugen Schilfftan. =
Hegie: Hobert Siodmak, Edgar G. Ulmer.’
Disse fiinf Leute standen‘hier zum ersten Mal;

in ihrem Leben vor einer Kamers.: Houte.g-h.q %
i A sie alle wieder ihren Berufen nach- ..-{'u’
. 2 B S — KNo24926 B & (Reg1e)
Robert Siodmak, Edgar G. Ulmer

Oy

Menschen am Sonntag |

FILMSTUDIO 1929
— Leitung: Moriz Seeler —

zeigt seinen ersten Film mit

Bﬁgﬁ{& Bordhert, Christl Ehlers, Annie Schreyer,
‘ ﬁ%ﬂgnng von Waltershausen, Erwin Splettstofier

,,.so

Manuskript: Billie Wilder
: Kamera: Fugen Schiifftan
N\ Y Regie: Robert Siodmak

Rl i und Edgar Ulmer
=3

AuBierdem:

Das erwachende Agypten

Expedition: Kurt Zimmermann
unter Mitwirkung einflufireicher agyptischer Persinlichkeiten

Photographie: Albert Endrejat
Bearbeitung: Johannes HaufBiler

&

K3 1930F284H. v—TJ7-2 72 —U—
77 AVAT U EILTDOT LI 7 EBRER B.
Borchert NDIBRPRICERE SN TOY T L
B2 (Regie) Robert Siodmak und Edgar Ulmer
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ARG FOBMG (1997 F) 1ITBLT /LR —I3 2 BREIBSIC
MLtﬁH?HUWWPN&£OTL$V(Q&Mm&9$m\Lwﬁmw
BIhlE R ON—MMcBSEDE LTS (C. Siodmak 173),

Tld, HEER. FRESORBTESHEDTHAOH, HAIE. #HER
DIIVE - J—RIEEBE. VF RZIETOMBEOH EE A #TE C R
%5tﬁﬁﬁ%§%zbtUNwU>¢%f%@%(m%smmow%‘
HENTE LD ICTOMBEOBIBAYIETODHETIER, INTE
ANATH B, BBIF—AEBEIBLTUVVEL, VA R =I4 RT— 7“1\
EREIEE FTEDIFTENEEZ T, T V4 R OBE|C
HISLWE A TEBDNEESHEALERDIH, ELHFS, BEBEEL
TH5RLTHE. HEELNE L. BEEICIhOTENET S, 5
TEUDEVNESIICBOND T EEL4H oD FOBRICUIELETH
V3BT B, FAGRIC L TEIRY AUV EEAR DO DOMEIZHE NS
HEBONH BEICIFBRLIEERVNTLES, " LAl ¥4 K
RUERELE T « VL ERAED LTEICAN, REO—BRESPEDL
FTTAIVLEBST VBN L. £5PCHEREREERT &
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1929) * DFBICEEEE>TWVEOR—ZVI TR - H7TOEETH

BINA - WX74/ti\LQ%ELOVTQﬁhT/ﬁ#77®%%
OLVTHLEL, “ HICBREETR - FIZEE DO 7 - 7 XF— (Eisner
335). ZJUk+1)—X (Riess315-316) T5(TIE/N\V R -H- TSy Z—
(C. Siodmak xvii-xix) 1&7/LR—DRZEVNTVEL, “ 74 ZF— 1) —
ADBVEEFNZN 1952 F, 1956 EDOEDTH B D, FHIZIK. 1950 &F
RE¥EDS 60 FLGEITHNTTD KAV DOBRERMEE Film-Dienst 55IC R,
S5N5OMEDTEHC BN TH, TIL<— @%m%%®%¢%®$c%
HIZETS5TEREY (Film-Dienst, Nr. 14, Nr. 27) . ZiE. T ODOBSHR
K@ﬁ%%ﬁﬁ%wdont74w9—\//Z?/\/1#77 &
BEHEDTHBENDNEMINTWVBEHLDE D TH D, LIeh> T DE:
HELZNEEBRTEEW N 275 —D DIb—IcLB TR1Fy
K« R—>] (Naked Dawn, 1954) |CHIEEZT M2/ KD ELT (Ju-
les et Jim, 1962) %i{g> T3 LIEFBBEHESRY TldEL,
TDEINICENTNDFEED [F/E] (Sinyard, Turner 404) T35 DK
STEIRRITH ST BIZIE. FAVBEREI SN DY RERITE DIV
R—ERITF W+ LIV IDERD TV AZ Y b ELTWEAT A -7
J—EhH, 1968 EDA 21— MHEADA L] OEEICDVNTIR
ViR, BEERENGEE L TWD, T TCOEREIEVILR—DVF FIH
EWDTeT ETIEIEWT t%bhthﬁZTméoinﬁ v el=vd
DIERIEZEHZE T ) —LEEBDIEHICEINIZEDTHBDEWVNDDTH
%o [TOIERIIFADTDITEDNIEDIRATE, ZTOEFMLE—1 v Y-
Y—5— (TERBHDOAL] DRIRE) LMUEBWESAT, RGBT
Kicofz, WAEM. BRBAICRP L TUeK, ZNTRIE 1Y DE)
B THERAOBBETEME L TWAR, ThE TEERY ) £4DF
SNTWe, © (FB8) £—5—IEVDEEATWEAT, IBZFNESE
5T ¢%, ZLTRDT A ADSRS TCRIEE. RIEHDETAICTD
ZEFOTCE ) — - JA)VA—E—HEICDR > CRIZATE, Fhifebldznz
—HElcE L IeL, TN TRIEAA S ZRBI LB, BWERIEZHLEN
BEDESfeks TNUIFRHEFRELS5BEED b ofckl, T
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SR EMENTVBEDHBENE TIESNTE [T 1 JVLAZI A 1929]
THb, LH LI T TEYEENIEEDIET DMEBIODI T, T DEUERAIE
COMEDZOIESNIEEDEE DTV, [FNT. 2Ty F Y
TORREREER. V7 RIVDFIT & L TROMR T ALK > THAC
WA 5N ATe] (Gandert, Gregor und Gregor 15), DE WJAIREZEE—1 v
Yo =S —HHEDEDICEZ N E T AR, V) —PIcENEREEIC
THBEE>TWVWBDTHB, LT AIVE—DEEELSH T —t
EHEECHTRE L TEWN S (Wilder [b] 70), BIZIE. WO TDY—HZ
NTHB, LHOBRREICHTLTEMNETAIA—ICLBDITvErET
DT EHEEMMFB, T)—PIEEF-W- L7 & HICEHEIHEDL S
TWhIFTHBH. ZOEHT DIETlE &ALzl &1 ILA—
WEZZTED DFVTAMA—BEORBTEHEENFHEL WA E
IC55%)e [E— WY - £—F— KZDERE TREBEEDN DS DD
HEEPICEELTW, ANV - IF Y=V EI RA— - Tl —
NV ANTESTIEFFH LWL 2 ADZFITHAHD. AATI DY 1TR
2 EHITHAZOREICII> TWNME) (Wilder [b] 70), A R 7P
IIR—EWVEEEDT ) —+X (1891 EEENTHZH5. T ORREDE
TEBSIE 30 REEFE ThH B, TOREVF X UIE 20 ¥, TIL<—I1E 20
REETHD) OMBENF Y T7EEZCH, TOTEEHBHLEEDT
W (Fefev 7 RRUICENETILR—DEER V) —CILERTIEE
ISHNEDRERZLTET, EELY LEASEZFOREATALIZELTWY
% [R. Siodmak [a] 42])

TNTIEIILR—E? BAEFEETILR—ET ) EDHEIEEICL
K LIEEL>TERC LIS NTWS, LhirL. ZU—EIk. w/L<—
DT &N T . FIFITINDST2DHYF R V&N TWNS, £
27 —XlET T TIEVH R DORROEAFNTEN TUOEOD, SR
N s =Y 7= NI EWDSNIITCH B, HEF
WIEXO - 74 )VLDERTH e “ZFLTTDNA Vv E » Z—
Y T7—IVDEFHY—ET ThH Y. H PRCEERD TV —ITHEA T
BT EITBZEBDTHBH. CORBRCHO>TUIZTDL DT EIFFEE
TNTWEWTHAD, LHrLZTTiETNUECDT &icldmnamnNTT
BT, EEHCESETOERTIE. ATR - J1)—E LW 48
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X4 1997/98 F. M. Koerber |c&k DR SN TV €L « 2 — b D—ER
Do BITDEIER TEREHDALR) OF 3 v bHAEDRLSZEIREN
fEDOHEERH DT EHERS,
WHEEAEBBEINAS T EDGD DeblF TH AN EIFEE Z DBED
BUEICKER®RBZRI LTV LA L. COME TEEHDAL] O
FFaxX2a2) —HGEAEEZR T, TRV EGEVEDDA T 1 v
VARRDOUIR—TH AT EEBZIE. COMENDTILY—DEEH
WENE EDEDHEND T &L HAWEZDOMEICEETH>feh & D
TEEDDDAELDEVNDEDTH B, LLIDEVAIERIEYVF R
I LWEWAITE 2 TWADHE LEL, TUTDWNTIERID > 7
R 7ICBES 2amialca@ Y feLDN SAKRERS 7 R 73T DFtEHER
INAT EFEDh o THEBDALD ICHST ABEERAD &L
W5,

116

V. @iRETOY b AVTARYTY FASHRY . RIS BRESE

ST OMBOMAERY LIcDiEE) — -« DAV EA—Th b, TLT
FZITEA— b - F FR7EBML TV EDHSNTWS, LHL
RIF. TTUICHEMEEBHIEELTWVDS, TDTEICDWTEIERTES:
N s &ITE5D (BVIE) . BFEH— bHOZDOEME (1997 F) (HWL
TZOMBICDWTHBEZ TV A 77 2B LTWS, TTTIEE
TENEZRS COMBORBHTH S 7Oy bR ZdHTIH LY [N
IV > DESBEKRERFET. HEADF%, 5EEHH L THONE
LZOFICHEES, FLTXROBRBHICT— A LKEDEHFS, Kuldak
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EEENTL B, BE.
D REBNT B 2 A
BOLZDFIENDLDF
SUEBHNTH B, ZL
TRIDEEN2EBD
BDFIBRT BT EDB.
ENCDAANDEERS
DRITHAE S, BEEEDZE
EEREBOY 3 Y b1 SHEE s :
ZE=NY b NVUPE s s pesa Ty b a Tyt
MDA E T CEDEDS, C-T—5—X B-RIbEr/Lb, W-v-
EREATENTWNS, 5 I7IE—Yv ey
LEBFDEFRCEENT %, DAY TIVHANILVY ANTEELTWNT, E
CRY. AGOBEWEY EZLIFITEE, BAOHZEDIELEDE Y Sy
HR%LTWB, Z L THEANMEDS, BRA.BUOEHIIATEMT S
(C. Siodmak 97), L O— FIEDEEDLME B - A/l v ). BRED
IFRNSOEH (CI—5—RX). TAVEDEE W-v: I 72—
JwF L) FLTRYY— RSAN—DBY E-21 7Ly oo
FuH—) SHACOBMBEOIRTHZ (®5), * FALERK. BL5HH
BRICR LWMEREEY . NV ARBOMICITE, kE BEL, #
BT EAD. PEVCENTEERLL S BAL EROBHRL GBE
Wb DTH B, * 7 LTENLUNMAD BB BHEEZIEE LTS,
INTIEFLTTH D, 7L TTDT ENTOBEHTHEE NS>
TOZFDHKEEEESTL B,

LHE T OBEIE T D& SICEEE T O MEFDEDTHEN. D
BB DENEIC BT BIBATHREENEN o e T LICEE LT, BIEAND—
AB - R vib bE, WANZLobY Lizadb iz, Z0ETHER
IKEENREDTH BN EZICERR LTV, T8I LIE LIZTABIZER
DT O—DBRAT—ILEDIICHBH T T TEVEE L RIEES S
B ote, BEAZY TDANABEDT— IV THLER LTV, T4
IWEA—EROBDY — 2 EE BT BTE0ICF TITERICESML TV ]
(Zander, 15.8.1998), TelCiREIEBEIONMED LD TIZED DfeH. HIE
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ELEDBITIEZFNEY OZHBEENTW T EN. EDB - Ribkevib
hDEBD—DE LTHEEINTVDEHE (1929.7.16) HhS5HHD T
EDTED (Borchert [al)o & SITRLZDBIE THOLAN S, T DME
DEBEEE— VY - P—5—EF RIZITHBTEHNc. MEBADKL
DOHEEKDEIBFOER (1930.10.30) H56. TOBRBEEMEICZNEZY
DIEMEPMES TV S RIBEBRRE ST ENTES (Borchert [b]), = #f
ICEHBZIE, BEICH > TDBREDAZTICDOWVWT, AR Y TD—AT
HHEY— - IA ) E— %H&%CK@&DLWDTDéﬂbhbhw
BTG T VR CHEEESD-, Z 05 0—ICh B/ EHSH DT
FABEAEY T, FNTHIMEEEDETELDIC L TERE CGEAT,
BSETIE 14BN ASOEICII > TR TICBREEF L, BLIFEH
TH2C. —BFEITOTETVTRENRICAY TS TH DT, b
NHONIEEEE T > KD oIAATEL] (Wilder [b] 69),
el &S EMEINCE A > T4 R T Y FEEWEDFRICER L.
MY AMETIERRA 5 H BT LlEHofc, [ONbhIEBEZLEh
eIV T OMBEREERES AR I DBMEAR Y HT S LT 5
LD RBYDALDREENDT EEBERINETH S, (FIR), bh
NS ERET 2EHAEL > TV, EVDDIEESIE T7a] &0
SHAMBEDENEDE LT LE ST, Tl BENDH 2NN L
BENDIEWAMDEIET BEWDTRTDT ETH D, NEFmAEDT IV —T
ICESERBITHAS L, “ e, TOFHEEH BEKRICHNTELL
HBHEHKICBWVTCERY TH B, BOSIERRIEZEEEREIBT 57O
Ty aFILTIEREVLDN BSIEVTNEMESH O CREREICIE
DOTCEREVSTETEELGRTIF 2T TR, Y1—<VEET
5077 NV EDESIC, BEOEBRICBWTTIF 21 7HE LNEWLHN
IIVR—IEF W+ LIV FIDT VR S THo1= L. 74 K<l
?%F-5>7@79x9>h?%oto
|2 T DBREIO R EBR & %ﬂ@izﬁbitﬁbwﬁ%wo
u?%tmog®%§i1%0¢2545 NEENTWBH, 7Ovy
INAZ—BIGEMEN A ENS LSRR TENHEENDIT TIEE
Lo YBE EFRRBESROALNZ T THEL, BSDEBOX{LEFE B
T ENTEDLSBEE L DEMEHZBREN LBRENDIZFRH S >

30

IRH—- G- -wbx— THEADANL) (1929)

Teo MBIBPIZEWDTEBPT CH B, BIZIE. 701 7-/35 X &~ (Haensel,
Schmitt 47-48) &, ZD K D EMBERIZO—DTH5S, LH L. TDBRE
DNRFRENEDIEZ DK S HERIS ClEEh oTce ZTNHREINZD
l&. 7 —7 7 B EUES Tt PAGU (Projektions AG Union) D& T DEBEF = —
T EEBITEIERE Z LTE A EMMEDSVORBDREBRDES ~ 675>
TWe, 1913 FRECRV/NEGIRBEDO Y —T 7 72— 0—771
JVATF >4 [\ (UTK) Tdofe (Kreimeier 136), ' 1920 FEAEHAIC SIS
707 F vV FMBEIORREEENS THEEADA L) B EMEIN
DECIITBWTTHD, TLTTOMECKY . ZNETIFESNTL
Th ol RFa A2 —FFBICE B ) 7 ALDOHEREEEIND,
A CZOMBIOEEEZEORICIFRITN) Ty FTHEZE L. BT 5
TEILBEBHEE WD, LHL 1929 FEEBFCH > TUINIVY V THEL T,
=T 7HWESAERL ULV GED ST, TXMARURY F- 27,
1927) LUREALEBR foc. BHRTEOEMARY 1 72 HhAX S %[EIL
TWDITEDDD ST, T—T7 7IET DOBBIDESRAICH T ) BRI
HEHTIUELTWGED 2 TeDTH B, LHErLNIV) e D—T 72772 —
DFEANTH DT/ A« TO— R Y OBRBIDEITN S BEDOE NS
T T EWNCEH T OBEE UTK THEYISN AT Elch b, HYYHAD
Failicid. 7Lt M EDHRBIEETHONS/NTIL - Ty P OHEEE S
LTEVWEREZMNITTEELTHWLS (R. Siodmak [a] 44), F/eHKZ
DABEICHED D TW/NTIV - =T T UH Bm R - TIUFHEX
DEEEED=HIC, BEREDEREFICRBINCERERY 7 ARAHNS D
MEEETEE LRI SV ORENEEHE T ENT (Benninghaus
252),

V. BCERMIBEDEE. #ROBATE. BEXRHE

&C THEHDA L) [T—ADBEFEMMEL IRELTWVDY—Y
H'é% (shot no.522 L[F) o ZHIDDWCBEERKER o fiBEEREMES
DOBMEHOBREDFICIRN S (shot no.523 fh. K 6), T L TCZDBEEE
Bl K B ENERDODN2FELREBARORICEND T LITED
(shotno.527 fth) , LHOSZNIIBEBSNTERZRE D A S THRA T
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TA4I) ELTEAL
N5 &Icizs,

LTATTZOEBEE &
BRIDNBEEH ATV
Tl BRBIA AT
THNUE. T OBRE
IECENNGIEEE o
BOCLThD, T 8
BIEEROBA L TN
B RIS IR
I HEMIBABITEY 2D, P TIEEDE S HEEDERNEEBEER >
TeBUYR EDREEDNHEFEE L CWVED 2 TeDOh EE AR, IFEL T
OB THREADALT & BICUILX—BEDI 1 V2 1—TEHEER
TWBE ST (Bogdanovich 565). BERHLDI A - TV TICLLB TH
ASHEFESTZE] (1929) ICRIEESIF CEEENIZEDTH D, T DI
BICHITBEBERELEVLD. EADBBADEHESE ST L0 2
REANEEDTIHEL, RER THASERESTBI 1£1929%F1 88 H
ICFITT7THIEMEN, 4 B9RIIEERYZTTC. £LTC58 19 HITE
NV TT LR ER 782 BICiE—#M8 EBENT (Tode, Gramatke
227). 7 B 5 BITI& KAV D Die Rote Fahne #< T DBREIC DUNT DERET
PBEHINTWBTENSLTE (Berger 125-126). THEEHDA L] D
BUEICH Iz D BT BT DMBEZE R ThA S T EHNHERENS, BHE
BIEFRE LT, DILR—DNERB K3, £TTIR—5IFTIVETD
BYE| CREA T TNDDTH B,

KRITTIVETD THAZEZF>E) Tld., TOMEEZERE LTS
EVDREOHEN A SV BEOBEHNMEATN TS, BENT HEE
BERRATZY 3y MDHE5T. TDOBHNT 2EELHET 2EHEL
S L TWAHETAERACY a3y by, BREICEATNTWS, D%
Y ZOBEIFSR Lk D ICBE ERMGIBEE LF > TWADTH 5,
TDEANSTBE THASEZF SR FBEICSEDEENRTVS
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HLEDIEME TH B EWVS T EEHDSTKICERTEREDEE>TV
%, TOEKRTTLE MGRIENRERDEDTH S, DF Y ZOBRE
&, BEHEDRICA Y IAHBICHEE RS V> ETIEEL. B
OEMBEEE BEDFNOFMICHER L. BMBERTWAEWVND T &I
ESWVNDSTEBDNEV TN GREREABREICER T HRETHA
S5, 1930 ERH 5 30 FEIFER o712 1960 ERIch > TH T L b METT
PREETN. FEIELV DRI GozDhE LNGEL, LH L.
1930 FLED T DERRICH > Tk TRXEFHRYDETADH 5,

ETADN THAZEFSIZBI K oREEZIF CEFE Nz THEER
DALY ITIFEBELND B, DFEVRICENoNcLDic. TTIKH>T
& THASERFSEE] ITHIFHMEAA TSI VHNEEAATIY (A
BEAN) NEBEREESN. BEERNGHEEN BB EINTWS, £izH
BEHDODAL) IZH>THT IV TD ThAZRF B LERRIC. B
BOEIFERO 3 ~ (shot no. 526, 527 fth) HEAITNDS & WD EELL
HEESNUTT EN TN TEEERLH D, DFY THASERF >R
ICBWTIE. B<KBURD SFRET 2BEN, HAHWNEERETHEENSH)
CBBNEWVWDS TOCRADHES T REEXDRT G ELHOE TR
TNTWVBH. THEADA L) ICBWVTCUIREFEEDRFE EILRRE
N5 EEEL,

TOEST, THREHDA LD (TE ThASZHE>7z81 S8BT
HFHRSNDEIFEA. BLEMNEEELEREIEN. HARKRIEEXR
WebDEBH>TWS (fefa. T TREBU (& ThASER 18 &0
SHEHA LG L TCWVHEFE LV OSEIRIREHNSEBHBE 5. &
FTLEEENIHRZ S DELDTEENEWVD T EIFESENEITNEES
BWTHAD), LHLTDTLIKEESPESBENDDEEZ SN S,
ZEZE 0B THEREADAL] (& THASERESTZB) I[CREENT
PRENZEDTHHH 5. SPNEFOREEHMHTBNIEEDHEYEE N,
FNHBEITIRHEINZDTHA 5D, LH L. £E5P5F5 TR\ E
BODDDOND, EWLWDDIEFTOBEE 1930 F 1 A 29 BITN/LU > D
BREICIRTINTWVASH. Ay MELTREZHFAIINTWVWEH S, 7
gk WHE2EBETHA DD,

COMEHNEMEENDE]. 1929FE5818ENS7HB7HET. FA
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NTW3 GIEEEFi—Ukb, NV, 90— TEHERIND),
FRUEH. UEAZ—ICLYRE - BREN. BEZ 1000 DBERGE LT
REOBE O 5L (1929466 8 13 BHS 26 B) 5E8HEDTH Y.
> a2V b AL kD Koenigsbau-Lichtspilen CEREICfE iz, 7OY
S LIE2ERT 16 D L & BB EBD SHERE N, 6 8 16 Biidy o)L

F T IC L BBEIDEEETON TS, “ZFOB 6820 HIC ThXS
ERSfB] fHOOY TRES BHED TN TRRON o5 T LBE N
FDTHBH. FHUL1929E6 B 17 BleN)L 1 > O BEHRREIHLEIC &
V364 A—MILOETRIFERRITNIZE D TH >z (Kracauer [c] 250-
251), “ LIeh>THZ5< TARADAL] &, ZORIECEL, I
IR TICE D ThASERESE] B KA Y TSN ZBRICBERIC K
DAY hENfez L ERELIELDEEZ SNZDR, L TF0OMEE
LUTFDES ThsE BN,

FEBADAL] BECHEY. RIFLME. VI Ik - OV 7HE
DAL A IV TCERHEAANHETHNFEEN TV e, & TATT DBEDH
AERGEDRIE, BBLS LE. BMEBEOSERICA > 2—421 MDD
EETERAINTVWAD, ZFIEERBFEOBKREH— RESVIC (Zensur-
karte 24926). [Rig:EU— - Ja LA — J)Lk - IFRIT—7ICK
BIVEINZ—D RS ) ERENTWS (A— b » V7 RV E T DB
STV THEICH— N EFEND T EITED), T THSHERIT BT,
LB EN O R AT Z BV 7 MET A ILE—D'R
BCHNTWEDTIEENTHASH (Fofa, Hlicon—hk - o# Ry
ICENIE. TAILE—IET OBREIC 121 1 BRIEIFHER L TRV
I772) (R. Siodmak [b] 11) * £EEDNB)s EWSDETAJVA—IEF -
W LT oD TREOAN] Der letzte Mann, 1924) ORIATEHEISNS
S A ETE 5T H— IR A T — D SHARE A TOBH S T B,
ZTTIAIVE—HT OBEENEICH - > TEZD LS EEDEEEZFN
BEETNTVEDOTHIUL, ESICFNEFHIY & BT EQTRETH
25, LHOLIAIVA—BE, BECHIYRATSA2—TTR—D
DESREERAEZNEIELTVBDTHBD (Wilder [a] 73). " HER7E
B TAIVA—ICEBFOERIFEENTLEL, 7 Lieh> THHDE
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BaEFHONY ETEHLHEVDTHSH. TOBBEDORIEEFTLTED
NETYEADFEWVCEFELTWD, 22BN TTAIVE—IE THL
DEEGEREEWN Y T UAORREICIFIVRILZ—T 1] hdofcbE
WTW3 (Wilder [b] 70, [a] 71), 71 ILA—TcBIEERADY A & AER
IT5 NDEEBZEBDSBEFL. B, BOMBERZEDLSICGBET
THEERRT 5, £ L TZDERICKLVESNTZEDHS T DIUEHEE
TNTWK T EILHED, TAIVE—IERDESICE D, 2 BEHiEEE.
MHOFEO LA LT2IcAOT 1 7 AL ZHULHE L OO NDEITIE Y £
TWBEDTH B, ZZITE TFv TEERPICEZEITN ZHDE
W ZLTTDOBEICERET 2 5 ADALIE [ZHUEHaTHY . Fi
TH5l. T L THENMIIOMEICSNT, 2 A@%ﬁb‘%ﬁ%‘ééﬂzﬁﬁ U
FFFEBRUCAY DAZ—DEBE%S|EHE, PHATCBUBRITILATY
{</—> (shot no.199 LIF) (. /NEERMIERE - BB#H 77O H/bIC
FIREINFHDZIEBR % T &1EHKS (Sinyard, Turner 405), LA LT
VR T DIAASHERSTBIN R Y TEMENZBICGRBEBICELY A
b ENFET EICERHGEN. BRETIFE SN TV EFRGARHTET
EECAVE T MIBESNTLES T LTGRO THB.ZLTH— -
DA RIIICKY BERICATRUBMRS 28D H Y TILICDWTOHE
FWT7IVRICT BEDITRBEN. ZOABEITAS TEELGEEINS T
LITIEBDTH B, DTN T TICBWTENEEBDBICHHED B FI%
BIEEABLN T EE WD, © THIBHADA L] OYFIOI 4Tk
PREENT LITETDESEHIBEND 5.

BEhYI

M ERTERELDIT. TOMBIEMGREREEHHERD, T74b
BE 1. IHEENVHO—ETRIEKDIC. TOMEIIHEEZ2 A2 DA -
VAT LEEST BEABERHICK Y IER A AU ST ENTOHIREICEDL
NTEWESNIZEDTIFGEL . FTHSBN TR EENICBES NS
DTHBHT L, FIEBOHTRIZLDIC. TOMEISHEEEES LT
TR, JILR—5DEZSNTWVWASHBEICZ DRELZASEDTIX
50 TOBYEICDOWTHIEENICKRAGEHRNRE SN, IREICH > T

35



R

SNONHEVEHONEIEDBEWNAY) (ATX - J1)—E8) HEHZD
BUFRCHEBWICED O TWD T &, KIEBNVEEE VI CRIcE Dlc. &
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EEBDIE. Ao CRIFERMICHIT 2AEL SN CE o COBRYE| B
LT, TOELMOEZEZIRIEL GERL. SOICTOBR EDT X%
MASNTY )T« AIVIERA > ol LCHEFIIDHZ A, 0
BRBIDRIREIEZ 5 | EMERD T ETH B,
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Francois Truffaut, Vous étes tous témoins dans ce proces: Le Cinéma francais créve
sous les fausses légendes, Arts No. 619] 15. -21. Mai 1957[], p.1, 3-4. Zitiert nach:
Francois Truffaut, Die Filme meines Leben: Aufsaetze und Kritiken, Verlag der Autoren,
1997,S.34 (ILHE— MEH AfBBEKL. BDAX—TJ)l - T7—75I F
JUtt. 2002, 318-319 X—2))
ZOBEE. 1930 F 2 B4 B, N)VU Y TREAETN D, TORIE 2014 A—k
IWDORETH>fce LHOLA VI FIL-ZAEEONTLEWN RERSAIE—
EHEFELTUVEL, 2001 FIC BFIICK Y REFTENTZ T « 74 (DVD (& 2005 &)
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John Ford’s Monument Valley Revisited:

A New Perspective on the Quintessential American
Landscape in The Searchers

Tohru KawamoTto

“T’ll take you home again, Kathleen
Across the ocean wild and wide.”"

Introduction

Whether amidst the dust of the location or in a crowded theatre, the un-
dulating landscape of Monument Valley,z stretching between northern Arizo-
na and southern Utah, always infuses the viewer with awe and excitement. It
was only about seventy years ago, however, that this unique geographical
configuration formed by millions of years of erosion gained worldwide, even
nationwide, recognition. In 1939, when John Ford released his classic West-
ern Stagecoach, the valley eventually rose to the status of the quintessential
American landscape. But what social and cultural conditions motivated this
achievement? What place, first of all, does it hold in the history of landscape
representation in America? This essay charts the process by which Monu-
ment Valley lifted itself from obscurity to the status of an American icon,
tracing its history back to the emergence of landscape painting in nineteenth-
century America.

This does not end the inquiry, however. The overview of the valley’s his-
tory in American culture is followed by a closer reading of its representation
in cinematic texts, an investigation that has not yet been conducted in a sat-
isfactory fashion. This essay treats in particular The Searchers (1956), one of
the masterpieces of Ford’s oeuvre, intending not to reaffirm the cultural sig-
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nificance of the landscape identified above, but rather to renew it. The
Searchers has been both praised and criticized for its representations of race,
but what are the relationships between these and the methods of landscape
representation with which they are inevitably intertwined? This question is
considered in detail, which in turn necessitates a description of the charac-
teristics of Ford’s representation of the valley from a new perspective, using
a metaphor concerning the neglected side of the director’s life and imagina-
tion. The combination of multi-aspectual inquiry and metaphorical descrip-
tion will help distinguish our analysis from the previous literature on this
subject.

The following chapters do not attempt to cover the entire representation
of Monument Valley in film, but rather present an interpretation of one as-
pect of the valley that still merits social and aesthetic reevaluation today.
Hopefully, it will generate prolonged study of this most celebrated American
landscape.

I. The Advent of Monument Valley’

Landscape assumed a significant role in promoting the cultural indepen-
dence of America. In the early to mid-nineteenth century, when the country
had already achieved political and economic independence, but was still part
of the European cultural sphere, the untamed nature believed lost in those
already-modernized countries attracted much attention from painters and,
later, photographers as a marker of differentiation between the New World
and the Old World." As the westward movement progressed, their interest
likewise shifted from the wilderness of the East to that of the West, and the
Rocky Mountains in particular gained wide popularity.5

Meanwhile, an aesthetic concept that had swept eighteenth-century Eng-
lish society was given new life in the society of nineteenth-century America:
the sublime.’ To recall Edmund Burke’s classical argument, the sublime is an
aesthetic category for analyzing the experience we have when confronting
something vast, fearful, and incomprehensible that causes in us a delightful
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awakening from our indolence in spite of — or because of — the resultant
disturbing awareness of human insignificance. This paradoxical exaltation at
the core of the concept rendered it highly appealing to the American society
increasing in political, economic, and cultural power, which explains its im-
port from Europe in the nineteenth century. American cultural figures of the
day declared the prosperity and unity of the country by asserting that Ameri-
can — not European — landscapes were the ones worthy of being called
sublime, providing a common source of pride for the citizens without a com-
mon cultural background.

American landscapes known at the time were not, however, necessarily
all that distinct from their European counterparts. The Rockies, for instance,
had similar mountain scenery to the Alps, though they were quite different
in scale. But the late nineteenth century witnessed the discovery of an evi-
dently uniquely American landscape: the Grand Canyon. Nowhere in Europe
was a counterpart to this immense gorge to be found, with its many colorful
strata carved by the Colorado River over millions of years. It is also worth
stressing that, as David E. Nye points out, the landscape of the Grand Can-
yon contained “virtually all of the elements Burke associated with the sub-
lime in natural landscapes, including power, vacuity, darkness, solitude, si-
lence, vastness, infinity, magnificence, and color” (10).

Monument Valley, then, can be seen in this light. Edward Buscombe, in
his seminal essay, “Inventing Monument Valley: Nineteenth-Century Land-
scape Photography and the Western Film,” has already suggested this view-
point: distinguishing relatively American landscapes (e.g. the Rocky Moun-
tains) from absolutely American landscapes (e.g. the Grand Canyon), he
classifies Monument Valley in the latter category (121-27). With its bleak yet
stunning rocky hill landscape, Monument Valley, too, could certainly serve as
a sign of American uniqueness and greatness. Quite interestingly, however, it
took another half-century for this peculiar landscape to burst into the spot-
light of American culture, although, as I shall explain later, the timing was
more than simple coincidence.

The reason for such a long delay of the advent of Monument Valley in the
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American mind was simply that, as Buscombe notes, “It was then, when
John Ford first went there [in 1938], the furthest point in the continental
United States from a railroad — 180 miles” (125). Most Americans at that
time had never visited or even heard of the place; when Stagecoach was re-
leased in 1939, there were only two advertisements that overtly featured the
landscape (Poague 91). Its present worldwide recognition owes much to the
film’s critical and commercial success,7 which then encouraged at least three
other directors to use it as a backdrop in their films within a space of several
years: Kit Carson (George B. Seitz, 1940), Billy the Kid (David Miller, 1941),
and The Harvey Girls (George Sidney, 1946).

It was not, however, with Stagecoach that Ford’s use of the valley and its
iconic status in American culture were fully established. Joseph McBride
writes: “Compared with Ford’s later Western classics shot in Monument Val-
ley, Stagecoach contains a relatively small number of scenes actually shot
there and none featuring John Wayne or the other principals. . . . Only the
first seven days of that schedule [forty-seven days of shooting] were spent in
Monument Valley” (290). Even the famous, or rather infamous, “Indian at-
tack” scene in the film was shot in Lucerne Dry Lake in California’s Mojave
Desert, not in Monument Valley.

But after the war, the valley gradually and steadily strengthened its pres-
ence, as Ford shot a series of Westerns there, such as My Darling Clementine
(1946), Fort Apache (1948) and She Wore a Yellow Ribbon (1949). The fre-
quency of its appearance on the screen increased, as did Ford’s choices of
camera placement in the area. Jean-Louis Leutrat and Suzanne Liandrat-
Guigues, in carefully tracing the development of Ford’s shooting in Monu-
ment Valley, regard She Wore a Yellow Ribbon as a turning point (166): Ford
shot an entire film there for the first time, and, more importantly, inserted
self-referential outdoor shots. Leutrat and Liandrat-Guigues write: “She Wore
a Yellow Ribbon is . . . characterized by at least five panoramic shots which
refer back to the previous films. . . . The audience is invited to evoke the
films which have gone before” (166). Indeed, one can argue that Ford here
demonstrated to the viewer his mastery of shooting on the location; subse-
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quently, he added three more Westerns to his Monument Valley canon —
The Searchers (1956), Sergeant Rutledge (1960), and finally Cheyenne Autumn
(1964),8 one of which I will discuss later in detail.

The valley’s increasing presence after 1939 and especially in the postwar
period was also conditioned by the social situations of the time. After its ini-
tial hesitation, America suddenly shifted onto a war footing, triggered by the
attack on Pearl Harbor in 1941, and brought victory to the Allies with mini-
mal damage on the mainland, gaining a new political, economic, and cultural
hegemony in the postwar world on the momentum it had established during
the war. It is not hard to imagine what role Monument Valley played with its
rocky hill landscape in this at least seemingly glorious period. As mentioned
above, in nineteenth-century America, the sublime landscape functioned as a
shared symbol of the uniqueness and superiority of this multicultural nation;
Monument Valley was then newly “discovered” and distributed throughout
the world just as such an ideologically laden landscape as the Grand Canyon
had been in the previous century.9 (Most of the later appearances of the val-
ley in media, though often clichéd as in Marlboro ads, could also be under-
stood in this respect.)

Ford’s representation of the valley is, in fact, most prominently charac-
terized by the stunning size contrast between the rocks and the characters
that inspires a feeling of the sublime in the viewer. Film critics have enthusi-
astically praised these soul-stirring images of contrast. For instance, let us
refer to figures 1 and 2 (Stagecoach; She Wore a Yellow Ribbon). Their ideo-
logical effect aside, these extreme long shots of tiny human figures against
massive buttes are undeniably overwhelming — this is all the more true
since the viewer is identified with these miniscule figures throughout the
course of the narrative. Of course, such images can be found in other direc-
tors’ Westerns as well — The Last of the Mohicans (Clarence Brown and
Maurice Tourneur, 1920) and Pursed (Raoul Walsh, 1947), to name but a few.
Western films, though with a number of exceptions, have preferred deserts
and canyons as their settings to mountains, trees, and lakes since the early
stages of the genre’s history (Buscombe 118-19). It was nevertheless John
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Fig. 1 ) Fig. 2

Ford who presented these images in the most dramatic fashion, engraving
them most deeply in the minds of Americans and people all over the world.

Another important feature of Ford’s representation of the valley is its
omnipresence. In his Westerns, Monument Valley could be transferred to
any late nineteenth-century American frontier. Though it is actually located
on the Utah/Arizona border, Ford used the valley as a stand-in for southern
Arizona in My Darling Clementine; Texas in The Searchers; even Oklahoma in
Cheyenne Autumn. (Don Graham half-jokingly writes: “[In The Searchers,]
Monument Valley is transported to the Panhandle [of Texas]. One can drive
forever in the Panhandle and never find those gorgeous red buttes” [73].)
This, curiously enough, homogenized the diverse landscapes of the Ameri-
can West — making it seem as though the peculiar rock formations existed
everywhere — and thereby privileged the valley as an American symbol. In
other words, the transposition of landscape from one place onto another
qualified this local scenery as a representative of the entire West. Here lies
another key to the valley’s wide popularity; and this feature, too, is less
clearly recognizable in the films of other directors — most of them rendered
the valley faithfully to actual geography, except for Stanley Kubrick, who
used it as the surface of an alien planet in 2001: A Space Odyssey (1968).

The discussion I have presented above, however, offers only a static
reading of the quintessential American landscape, an understanding that is
pictorial and photographic but not cinematic at all. Film is a medium that de-
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picts, to borrow Samuel Fuller’s famous remark, “love, hate, action, violence
death — in one word, emotion”"’ in the flow of time and space in the narra-
tive. Landscape in film therefore cannot be considered separately from the
narrative and the characters inhabiting it. Indeed, Buscombe notes the ne-
cessity of analyzing Ford’s use of Monument Valley in relation to the narra-
tive (127), but leaves the detailed research untouched. The following chap-
ters will carry it on as far as possible.

I. Circular Narrative and Racial Representation in The Searchers

As mentioned earlier, each of Ford’s Westerns portrays Monument Valley
from a different real-life location. This omnipresence, however, can also be
recognized within a single text; The Searchers is representative of this phe-
nomenon." In this film, one of the most critically acclaimed Westerns ever
made, the buttes and mesas are almost constantly present on the screen
while two men track down an abducted girl over five years. The landscape,
as a result, seems to cover a much wider spread than it actually does. This
peculiarity becomes immediately clear upon a comparison of the film to Easy
Rider (Dennis Hopper, 1969) and Forrest Gump (Robert Zemeckis, 1994), two
of the later American films that include a sequence filmed on the same loca-
tion, where Monument Valley comprises only a part of the landscape during
the protagonists’ journeys (19:41-26:46; 1:51:19-1:58:45). If the differences
in the objectives of their traveling are considered, one can still hardly deny
that there is something unusual, even unnatural, in the representations of
landscape in The Searchers.

How, then, can we interpret this in relation to the narrative as the film
unfolds? Joan Dagle’s “Linear Patterns and Ethnic Encounters in the Ford
Western” is highly suggestive in this regard.12 Skillfully blending narratology
and post-colonial theory, Dagle points out: “In the Ford Western, [the] move-
ment away from linearity [of story and narration] in the postwar period is co-
incident with an increasingly complex investigation of the racial implications
of the Western’s meta-narrative” (102). That is, the more interracial interac-

50

John Ford’s Monument Valley Revisited

tion and the subsequent merging of racial identities progress, the more the
spatiotemporal complexity and vagueness of the narrative increase. As usual,
Dagle treats The Searchers as the most conspicuous example of this (119-28).
Since landscape in film is essentially constructed in — and therefore bound
up with — the flow of time and space of the narrative, her argument seems
to logically overlap with — or at least can be applied to — our argument on
landscape representation, as I will explore later in detail.

To clarify Dagle’s point, the film’s controversial and innovative racial rep-
resentation needs explanation. The 1950s were the heyday of revisionist or
“pro-Indian” Westerns, an aftereffect of wartime democratic propaganda that
awakened awareness of social minorities.”” A great number of Westerns in
this period, such as Broken Arrow (Delmer Daves, 1950) and Apache (Robert
Aldrich, 1954), put themselves at odds with the traditional depiction of the
Native American-white relationship. The Searchers is arguably the most com-
plex of these, so complex that it “cannot easily be slotted into the liberal,
pro-Indian cycle” (Neale 9). Instead of simply inverting the “whites good, In-
dians bad” dichotomy, the film calls into question the very gesture of drawing
a boundary between these two races. More interestingly, this is done not by
casting a mixed race hero (as in Flaming Star [Don Siegel, 1960]) or an Indi-
an heroine brought up by whites (as in The Unforgiven [John Huston, 1960]),
but by casting a white hero and then establishing a mirror-like relationship
between him and an Indian chief."

Ethan Edwards (John Wayne), the white hero of the film, hates Indians.
But this hatred does not derive from a racial difference; on the contrary, it
derives from his sameness with them. Ethan is disgusted by Indians because
he cannot help seeing in them his own hideous nature — insatiable sexual
and destructive impulses. Ford scholars have often pointed out that the story
of the film properly begins when the Comanche chief, Scar (Henry Brandon),
acts out Ethan’s repressed desire: Scar rapes the wife of Ethan’s brother,
whom he secretly loves, and even massacres his brother’s family that he
cannot be part of despite his desires to the contrary. (A claim to the film’s ra-
cial stereotyping can thus hardly be dismissed; yet one should also not over-
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look how Ford used it to demystify the white hero’s persona, as I shall ex-
plain below.) The only survivors are their youngest daughter, Debbie (Lana
Wood), and their adopted son, Martin (Jeffrey Hunter), who is one-eighth
Cherokee with otherwise white heritage.15 Scar takes Debbie into captivity;
Ethan, accompanied by Martin, starts on a journey in search of the missing
girl. The search for the white female captive by the white hero is, of course,
one of the most basic Western plots, but The Searchers adds a new twist to it.
As the journey drags on, and as Debbie moves from childhood to marriage-
able age in Comanche society, Ethan’s motive shifts from rescuing Debbie to
killing her. As Richard Slotkin aptly puts it, “search and rescue” transforms
into “search and destroy” (467). Ethan’s racist feelings are so deeply embed-
ded in him that he thinks a “racially tainted” white woman, even if she is a
blood relative, deserves only death.

But what strikes us most is that, as Ethan’s hatred for Indians is dis-
closed, so also is his “Indianness,” or his closeness to the despised racial
other. No other whites know them better than he does. It is true that the
hero of the Western film is by definition a mediator between civilization and
the wilderness — the territory of whites and that of “the savages” — and is
therefore usually represented as a man with considerable knowledge of Indi-
an customs and ways of life. The radical nature of The Searchers, however,
lies in that this knowledge not only proves the hero’s skillfulness in mediat-
ing those contrasting worlds, but also “includes an intimate acquaintance,
even an identification with stereotypically ‘savage’ qualities” (Slotkin 465).
Surprisingly enough, Ethan massacres the Comanche as they do whites, and
mutilates their dead bodies in ways based on their beliefs and customs. At
one point in the story, he shoots the eyes of a buried Comanche, explaining
that, in the beliefs of the Comanche, an eyeless body “can’t enter the spirit
land” and “has to wander forever between the winds” (25:09-27:16); near the
end of the film, he even scalps a dead Comanche, this time Scar, who is said
to have scalped Martin’s birth mother (1:54:29-1:54:38).

Like many scholars, Dagle treats the sequence where Ethan and Scar
meet (1:20:56-1:25:24) as a manifestation of their mirror-like relationship
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(123-24). After years of
wandering, Ethan and
Martin finally locate
and confront the Co-
manche chief. What
characterizes this con-
frontation is, first of all,
a well-formed shot/re-
verse shot cutting be-
tween the now long-
time enemies, Ethan
and Scar, literally and
blatantly establishing
them as mirror-images
of each other (figures 3
and 4). The sequence
likewise discloses their

mirroring in various
ways, but above all in
the verbal exchange that follows. As an accusation of marrying a white wom-
an, Ethan says to Scar: “You speak good American for a Comanch’. Someone
teach ya?” A few moments later, Scar responds to him: “You speak good Co-
manche. Someone teach you?” — a striking remark that alludes not only to
their pairing but also, and more importantly, to the white hero’s intimate con-
tact with a non-white woman. What is revealed here, in other words, are the
traces of interracial interaction inextricably entangled with his command of
the Comanche tongue.

The film’s daring representation of race had been widely studied even
before Dagle. What distinguishes her essay from most of the previous works
is the attention to the parallelism between the vagueness of racial represen-
tation and that of spatiotemporal representation in the same film, the latter
of which she specifies as follows: the repetition of images and sounds that
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remind us of the well-known opening sequence (121); the obscurity of tem-
poral and spatial markers during the protagonists’ journey (121); the inser-
tion of a complex flashback sequence in the middle of the film that is rarely
seen in Ford’s Westerns (125-26). Dagle rightly relates these external com-
plexities to the internal ones concerning racial identity described above
There is likely to be some dissatisfaction with Dagle’s argument, howev-
er. First, she stops short of enumerating some of the contortions of spa-
tiotemporal representation in The Searchers, and does not fully explore the
idiosyncratic nature of the film’s landscape representation that is interwoven
with the space and time of the narrative. Dagle describes Monument Valley
in the film as “the space of cultural confrontation” and “the landscape of a
psychological journey” (122). While these are valid characterizations, she
nevertheless fails to closely examine the innovation of Ford’s representation
of the valley, its intriguing impression on the viewer, and the director’s pecu-
liar imagination behind it. Second, she treats space/landscape and characters
as two interrelated but separate entities and overlooks the significance of
their interaction that the film carefully explores. Indeed, what seems to be
lacking is a phenomenological perspective that regards characters as bodily
beings living in, or rather with, space/landscape. The aims of the next (and fi-
nal) chapter are, then, as follows: (1) to redescribe the film’s landscape rep-
resentation in a more vivid and evocative way suited to its uniqueness and
originality, and (2) to reexamine the dynamic relations between the charac-
ters and the world that encompasses — even constitutes — their beings.

. Acrossthe Ocean Wild and Wide

We have already seen that, due to its omnipresence, Monument Valley in
The Searchers seems to extend almost endlessly in the flow of time and space
of the narrative. Fully appreciating this unexpected spread, then, stimulates
our metaphorical imagination and leads us to wonder whether Monument
Valley is no longer a land with buttes and mesas but rather a vast sea with is-
lands of various sizes. That is, it begins to appear not as a desert of sand and
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rocks, but as an archipelazg,ro.16 We should recall here that J. A. Place, in dis-
cussing The Searchers in her classic book, The Western Films of John Ford,
states: “Ford uses it as Homer used the sea. It is rather like the sea in its
changes, its colors, its moods” (171).

Although Place does not offer a detailed explanation, the analogy between
The Searchers and the Odyssey is pertinent: Monument Valley in the Fordian
text can rightly be compared to the Mediterranean Sea of the Homeric text
in its imaginary size (vast enough for several years of wandering), its rolling
scenery (undulating with rocky hills or islands), and its disorienting magne-
tism (preventing the travelers from proceeding immediately to their destina-
tion).17 Ethan and Martin are then, as it were, the drifting sailors of the
American West.

John Ford was a man of the sea. His well-known statement at a Director’s
Guild meeting in 1950 (“My name is John Ford. I make Westerns.”) often as-
sociates him with the dry land of the Southwest, but a further review of his
biography reveals the importance of the ocean in his life. Born in Cape Eliza-
beth and brought up in Portland, both coastal towns in southern Maine, he
sailed for his father’s homeland, Ireland, in his twenties. He took two long
voyages to the Far East in his thirties, and bought a ketch that he was going
to use as an alternate home in his early forties. After the attack on Pearl
Harbor, he made war documentaries for the Navy Department in the Pacific
with his own photographic unit, part of the Office of Strategic Services
(0SYS). There is no doubt of the deep influence these maritime experiences
exerted on his sea films, such as The Long Voyage Home (1940) and They
Were Expendable (1945). Is it, then, an unreasonable assumption that the
same holds true for his Westerns? That is, is it not the same rhythm of U.S.
Marines sailing through the Philippine Islands in They Were Expendable that
reverberates in The Searchers, where Ethan and Martin thread their ways
through a series of buttes and mesas?

From such a point of view, we can shed new light on the often forgotten
but beautiful scene in The Searchers (1:25:24-1:29:30) that Shigehiko Hasumi
has praised as a “magic moment” in his thought-provoking discussion on the
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gestures of throwing in
Ford’s films. After a
brief reunion with the
now-grown Debbie
(Natalie Wood), Ethan
and Martin, knowing
that she has already
been absorbed into the
alien society, pitch a
tent by the creek near
the Comanche camp
for the next day’s ne-
gotiation with Scar. Ir-
ritated and disappoint-
ed, Ethan picks up a
small rock at his feet
and throws it into the
creek, which gently Fig.6

ripples the surface of

the water; then, as if responding to the spreading waves, Debbie suddenly
appears on the top of a sand hill across the creek and comes down from it
(figure 5). It is indeed a “magic moment” in which it seems as if the ripple
Ethan caused surged over the land and brought Debbie back to him on its re-
active waves; it is even reminiscent of the breathtaking scene in D. W. Grif-
fith’s The Unchanging Sea (1910), in which the sea waves crashing against
the shore take the long-missing husband back to his wife (10:30-13:30) (fig-
ure 6). Ford’s unique directing here imbues the land of the American West
with the semantics of the sea.

Also noteworthy is the film’s frequent use of dissolves. According to Pe-
ter Stowell, The Searchers has 41 dissolves within 675 shots, whereas Stage-
coach has only 18 dissolves within 636 shots (133). In narrative cinema, the
dissolve is often a vehicle for indicating the passage of time; since The
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Searchers tells a story
that covers five years,
Ford’s decision to link
a considerable number
of shots with dissolves
seems perfectly rea-
sonable. It should be
added, however, that,
as Peter Lehman Fig.7
writes: “At times he

[Ford] uses dissolves within scenes which do not in any sense require their
continuity broken” (Luhr and Lehman 111). This encourages us to put forth
a more flexible and productive interpretation: those dissolves can be con-
strued as an artistic device providing a sea-like seamlessness and mobility
for the landscape that unfolds in the film, which would otherwise be seg-
mented and immutable, rather than merely as an index of the passage of time
(figure 7). Monument Valley in The Searchers is thus like the sea in montage
as well as in mise-en-scéne (“its changes, its colors, its moods” [Place 171]).

In this amorphous landscape — a space not only complex, vague, and
twisted, but also changing, fluctuating, and even intertwining with another
space — live the unsettled and unsettling travelers who ceaselessly merge
their identity with the cultural other. But this statement by itself is not
enough to fully grasp the dynamics between landscape and characters. We
should say, rather, that it is this landscape that prompts and makes possible
the cross-cultural negotiations between the self and the other and the con-
stant transformations of their identities. Landscape is, as Mikiro Kato defines
it, “a mobile place, or an emotional device, in which human beings have var-
ied experience ranging from stupidity to revelation” (129); and, as Kato as-
serts, in spite of their physical constraints, some filmmakers have succeeded
in scrutinizing that complex interaction between landscape and characters
(123-33). He cites Federico Fellini and Michelangelo Antonioni as examples;

we should add John Ford to the list — at least as far as The Searchers is con-
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cerned. The film’s innovative racial representation would be much less vivid,
persuasive, and compelling if Ford did not allow us to experience the ever-
shifting landscape through the eyes and bodies of the leading characters.

But here we might ask: do cross-cultural encounters between the self
and the other in the amorphous landscape only cause hatred, jealousy, and
revenge, as in Ethan’s case? Is it impossible to escape from the vicious cycle
of mutual hatred and violence? At first, it may seem so; yet later Ford sug-
gests an alternative answer. While traveling through the landscape, Ethan
himself has, though somewhat in spite of himself, effected a gradual transfor-
mation in his racist attitude. After the bitter reunion with Debbie, Ethan tells
Martin that he has decided to leave all his property to him (1:29:30-1:32:08);
on the one hand, this signifies Ethan’s abandonment of Debbie, but it also
signals his acceptance of Martin, whom he had despised for his part-Chero-
kee lineage. Significantly, Ford helps us to apprehend this transformation less
through the dialogue than through the shifting and changing landscape that
encompasses and embraces the white hero.

Ethan is not an observer of the landscape; rather, he is a resident — even
a participant — of it. In the aforementioned rock-throwing scene, it was
Ethan who mobilized the landscape, drawing Debbie back to him across the
sand hill. It can be said, then, that this act anticipates Ethan’s acceptance of
Debbie in the climax scene, although at this moment he mercilessly bran-
dishes his gun at her — in other words, the attractive force Ethan caused in
the landscape foretells the later disappearance of his repulsion toward Deb-
bie. There is, in fact, a correspondence between the rock-throwing scene and
the climax scene, where Ford once again makes Debbie run down a sand hill,
this time pursed by Ethan (figure 8); when she stumbles at the entrance of a
cave under the hill, at the very moment the viewer expects him to kill her,
Ethan reaches for her and lifts her up in his arms, saying: “Let’s go home,
Debbie.” (1:55:16-1:56:17) (figure 9). The correspondence is, then, as fol-
lows: in the rock-throwing scene, Ethan picking up a rock is followed by
Debbie’s descent from the hill (figure 5); whereas in the climax scene, Deb-
bie and Ethan descend from the hill, and then he holds her up — a beautiful
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alternation of down-
ward and upward mo-
tion as if the imaginary
waves Ethan caused in
the former scene still
continue. This is how
Ford visualizes “search

and destroy” once
again turning into Fig.8
“search and rescue”
(Slotkin 467).

For a further un-
derstanding of the in-
teraction between the
landscape and the char-
acters, we should also

take a look at the hero-
ine of the film, Laurie Fig.9
(Vera Miles). Laurie is
Martin’s lover who awaits his return at home throughout the story, and is
hence less associated with the landscape. Ford scholars have recently devot-
ed increasing attention to her because it is in Laurie that the white society’s
racism emerges most visibly in its most remarkable form. As Gaylyn Studlar
observes, although “Westerns normally are expected to assert the good
woman’s role in bringing civilization to the frontier and maintaining it there,”
the white heroine in The Searchers delivers a “bloodthirsty speech . . . while
[quite ironically] she sits in her white wedding dress” (54). At one point in
the story, Laurie insists to Martin that he should abandon his beloved sister,
saying: “Fetch what home? The leavings of a Comanche buck . . . sold time
and again to the highest bidder . . . with savage brats of her own?” (1:47:08-
1:47:52)."

This is certainly a surprising remark; more important, however, is that
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this “bloodthirsty speech” comes between the two occasions of Ethan’s ac-
ceptance of his “racially tainted” relatives, Martin and Debbie. In such a way,
Ford encourages us to compare the reactions of Ethan and Laurie — the for-
mer a drifter, the latter a settler — against their racial others, only one of
which shows a significant, if slight, possibility of changing one’s racist atti-
tude. Consequently, a simple yet profound truth is revealed: although it can
cause a chain of hatred, drifting in an amorphous landscape and subsequently
merging with the racial other is also the only effective way to foster interra-
cial understanding, solidarity, and tolerance. Landscape is indeed “a mobile
place, or an emotional device, in which human beings have varied experience
ranging from stupidity to revelation” (Kato 129, italics added).

The Searchers does leave many questions “unanswered and unanswer-
able” (Dalge 126), which could be taken as a virtue or a weakness. We are
never told why and when Ethan decides to save Debbie instead of killing her;
neither are we sure whether he completely abandoned his racist thinking,
since Ethan, having taken Debbie home, leaves alone without saying a word
at the film’s close. That said, we may still conclude that, in The Searchers,
Ford carried out an extraordinary cinematic attempt — allowing the viewer
to live the problem of racial heterogeneity and the difficulty/possibility of
mutual understanding through the unprecedented rendering of the landscape,
ever-changing and ever-shifting like the sea.

Conclusion

Whether one stresses its vertical sublimity in a single image or its hori-
zontal spread in an interracial narrative, Monument Valley assumes different,
even contrasting, roles — it can serve as both a privileged sign of American
unity, uniqueness, and superiority, as well as an evocative stage of racial
merging in that country once assumed to be uniform. John Ford in The
Searchers used the valley as a dynamic, archipelago-like space, where the
self, like the waves of the sea, inevitably encounters, superimposes itself on,
and passes into the racial other. This introduction of the aspect of race and
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the metaphor of the sea aims to represent a new, more mature stage in the
study of Monument Valley, though it is still one tentative reading of the
quintessential American landscape in cinematic/cultural texts. When Ford
died in 1973, Woody Strode, who collaborated with the director on four films
(including Sergeant Rutledge), said at the funeral: “He should be buried in
Monument Valley” (qtd. in Sinclair 212). Perhaps his soul rests there; yet the
Monument Valley he and other artists represented should continue to live on
in the vast, even endless field of our interpretations.

Notes

1  These are from the lyrics of “I'll Take You Home Again, Kathleen,” a song written
by Thomas P. Westendorf in 1875 and sung by Ken Curtis and The Sons of the
Pioneers in John Ford’s Rio Grande (1950).

2 For a concise survey of the valley’s history and the life of the Navajo there, see Mon-
ument Valley: Navajo Homeland (DVD).

3 Due to space considerations, this chapter provides only a minimal context in favor of
a closer examination of cinematic texts in the following chapters. For a broader
investigation of the place and function of nature in American culture, see, for
instance, Engel.

4  For a detailed study of landscape painting in the nineteenth century and its cultural
context, see Novak.

5  After the Civil War, the relationships between American landscapes and national
identity were further strengthened by the creation of the national park system and
the development of domestic tourism that continued into the twentieth century. For
a thorough discussion of this subject, see Shaffer.

6  Although an extended discussion cannot be carried out here, the sublime, loaded
with more meanings than in Burke’s argument, has been widely employed to analyze
key aspects of the modern world. Maurizia Natali, for instance, uses the notion to
discuss shock-and-awe spectacles in American visual culture, their ideological and
psychoanalytical impact on the viewer, and their contribution to the reenactment of
the country’s imperial fantasies.

7  Monument Valley appeared in a few cultural texts even before Stagecoach. George
Herriman, for instance, used the distinctive rock formations for backgrounds of his

comic strip, Krazy Kat, since the 1910s (see Drabelle). In fact, Stagecoach was not
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even the first film featuring the valley; it was The Vanishing American (George B.
Seitz, 1925), an early successful example of a “pro-Indian” Western, although the
film was not influential enough to raise the landscape to an iconic status. Likewise,
in spite of his well-known claim, Ford did not know the place before 1938. In reality,
Harry Goulding, the owner of the trading post in the valley, attracted Ford to shoot a
Western there. For further reading, see McCarthy.

Wagon Master (1950) and Rio Grande are often considered to have been filmed in
Monument Valley, but McBride notes that they were actually filmed 120 miles north
of there, around Moab, Utah (288).

Significantly, the postwar period also saw a reappraisal of the sublime — a new
aspiration to immensity and grandeur — in the American art world, which is most
prominently recognizable in Barnett Newman’s well-known essay, “The Sublime is
Now.” For a good survey of this tendency, see Alloway 31-41. Some scholars observe
in this revival of the sublime a belief in American exceptionalism and superiority
similar to those found in eighteenth-century discourse of the sublime, although one
should not forget to respect the uniqueness of each artist’s works in addition to the
tendencies they have in common. See, for instance, Balfe.

This remark is addressed in Pierrot le fou (Jean-Luc Godard, 1965).

Another notable example is Cheyenne Autumn, where the buttes and mesas never
disappear from the screen while the Cheyenne migrate from an Oklahoma
reservation to their Wyoming homelands. I have a detailed discussion of this film for
future study.

For another interesting reading of the valley in the film, see, for instance, Hutson.
Hutson here points out the parallelism between “the vast holes or laconism in the
landscape” and “the inexplicable holes in the story” (103).

For a further discussion of the cycle, see Slotkin 366-78; Neale.

In this essay, I use the term “Indian” as far as Western films are concerned, although
“Native American,” too, is a problematic term.

Debbie’s elder sister, Lucy (Pippa Scott), is also taken away alive, but soon found to
have been killed.

In his recent work, Treatise on the Archipelago-World (Gunto-sekai ron), cultural
anthropologist Ryuta Imafuku illuminates the transhoundary cultural imagination of
some of the world’s greatest artists from a new epistemological standpoint — a
standpoint that understands the world not as isolated continents but as an
archipelago. (This is a remarkable practice of Edouard Glissant’s “archipelagic
thinking.”) The following section is partly indebted to his work.

Day presents a detailed comparison between The Searchers and the Odyssey in terms
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of character formation and narrative structure.

18 While delivering a “bloodthirsty” speech against Debbie, Laurie does not seem to
mind Martin’s part-Cherokee lineage, which indirectly endorses the white society’s
deeply rooted discrimination against “Indianized” white female captives. For a

concise discussion on this subject, see Slotkin 461-73.
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The Meiji Restoration Film and
the Politics of the Look

Takafusa HaTor1

Introduction

Genres composing Japanese period cinema have received short shrift in
cinema studies. ' A few scholars have noted the necessity for full-blown re-
search, only to postpone it. ? Before everything, the Meiji Restoration film, a
genre of the period cinema featuring the convulsion at the end of the Toku-
gawa shogunate and the birth of Japan as a nation state, deserves diligent at-
tention in that diverse problematiques of modernity such as nation and cine-
ma, history and melodrama or family and memory critically intersect with it.
The present author has already published an article focusing on the Unasaka
trilogy — The Twilight Samurai (Tasogare Seibei, Dir. Yamada Yoji, 2002), The
Hidden Blade (Kakushiken Oni no Tsume, Dir. Yamada Yoji, 2004) and Love
and Honor (Bushi no Ichibun, Dir. Yamada Yoji, 2006) — in order to trace the
process of almost unnoticed fading-out of the Meiji Restoration film from the
generic imagination circulating through the film-discursive community of the
twenty-first century Japan (Hatori). The ensuing article aims at compensat-
ing for what was excluded from the former one because of its limited space:
synchronic but mutually independent attempts of three stimulating filmic
texts created circa 1968, i.e. at the demise of not only the period cinema but
the Japanese studio system — The Assassin (Ansatsu, Dir. Shinoda Masahiro,
1964), A Cruel Story at the End of the Shogunate (Bakumatsu Zankoku Mo-
nogatari, Dir. Kato Tai, 1964) and The Assassination of Ryoma (Ryoma Ansat-
su, Dir. Kuroki Kazuo, 1974), in the order of release date — to distance
themselves from the conventions established by the preceding Meiji Resto-
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ration films.

To begin with, in Chapter I, we will take up for preliminary discussion the
Meiji Restoration film of the classical stage, i.e. those released circa 1928,
the year of the sixtieth anniversary of the Meiji Restoration, when the genre
finally emerged identifiably within the generic configuration of the film-dis-
cursive community. According to one historian, the 1930s was a time of “re-
consideration of the Meiji Restoration as the point of departure for the pres-
ent ‘Modern Japan’ (Narita 14). The Meiji Restoration film of the classical
stage, then, must be interpreted in terms of the prevailing vernacular con-
cern about “the birth of a nation.” At the same time, however, if what follows
1s an article for cinema studies, we must know better than to reduce a filmic
text recklessly to its political context. Instead, we must be sensitive to the
politics of the text itself. ® This is the reason that we will focus on one of the
most critical constituents of cinema, the look, to capture the dynamism be-
tween the Meiji Restoration film and its spectators.

I. The Meiji Restoration Film circa 1928

1. The Homosocial Male Bonding

First, it is necessary to correct one lingering misapprehension about the
classical Meiji Restoration film. Film historian Sato Tadao claims: (1) “the
Reverence-for-the-Emperor film (Sonno-mono) and the drifting gambler film
(Matatabi-mono) [...] occupied the most important position of the 1930s”
(Sato 146); (2) “the requirement for a period-film star throughout the 1930s
was that he had aptitude for an imperial loyalist (Sonno no Shishi) and a drift-
ing gambler (Matatabi no Yakuza)” (Sato 149). His opinion presupposes that
the period cinema of the early Showa era representing the Meiji Restoration
was always on behalf of the Emperor’s camp (Sonno-ha), featuring clear-cut
struggle between the heroic imperial loyalists and the villainous shogunate
officers. His premise is, however, at odds with the fact that quite a few filmic
texts putting sympathetic stress on the shogunate’s camp (Sabaku-ha) also

enjoyed considerable popularity; those featuring the Shinsengumi are good
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examples. Hence, the period cinema on the Meiji Restoration must be la-
beled not as the Reverence-for-the-Emperor film but more objectively as the
Meiji Restoration film. * A few extant filmic texts circa 1928 rarely articulate
the political enmity between the Emperor’s camp and the shogunate’s camp
in terms of the moral dualism; if we borrow literature scholar Peter Brooks’
phrase, they conventionally eschew molding the Meiji Restoration into a
melodramatic “conflict of good and evil as opposites not subject to compro-
mise” (Brooks 36).

In the classical Meiji Restoration film, homosocial male bonding over-
comes political antagonism, though provisionally but readily. A sequence
from Kurama Tengu (Kurama Tengu, Dir. Yamaguchi Teppei, 1928) typifies
the principle, where Sugisaku (played by Arashi Keiichi), a juvenile street
performer (Kakubei-jishi) and a disciple of imperial loyalist Kurama Tengu
(played by Arashi Kanjuro), confronts Kondo Isami (played by Yamamoto
Reizaburo), the Shinsengumi’s commander heading toward Osaka to deal
with Tengu. Inspired in a dream by Tengu’s comrade Saigo Takamori (played
by Ichikawa Kobunji) “to test your natural pluck,” Sugisaku stands in Kon-
do’s way by himself to dissuade him from making for Osaka. His dialogue in-
tertitles read:

Intertitle: “Mr. Kondo! I've heard that you are an honorable samurai, a
sympathetic samurai.” (0:34:13)

Intertitle: “My [...] Kurama Tengu is a treasure of Japan. You [...] are a
traitor to Japan.” (0:34:36)

Impressed by Sugisaku’s integrity, Kondo retraces his way. Here, the male
bonding among Sugisaku, Kondo, Tengu (and Saigo), cemented in the name
of Japan, dissolves a political difference instantaneously.

Even if an act of terrorism eventually leads to the protagonist’s sorrowful
death, the Manichean moral dualism is carefully disrupted. In Sakamoto Ryo-
ma (Sakamoto Ryoma, Dir. Edamasa Yoshiro, 1928), protagonist Sakamoto
Ryoma (played by Bando Tsumasaburo), a leading imperial loyalist, and Sasa-
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ki Tadasaburo (played by Kasuga Kiyoshi), a capable assassin at the shogu-
nate’s command, seem to express their mutual respect for each other
through their repeated sword fights. In one scene, for example, noting a
troop of the Shinsengumi approaching, Sasaki suddenly asks Sakamoto to put

off their ongoing fighting:

Intertitle: “I won’t let anyone but myself kill you. [...] It will be a lifelong
disgrace to me to receive assistance from things like them. Please
sheathe your sword. I beg you.” (0:21:58)

Sasaki confronts the Shinsengumi troop, in order to enable Sakamoto and his
wife Oryo (played by Mori Shizuko) to withdraw peacefully.

Sasaki’s deed is to be recompensed in the climactic scene, where he suc-
ceeds in assassinating Sakamoto and his comrade Nakaoka Shintaro (played
by Haruji Kensaku), who is also a leading imperial loyalist, at length. Here,
as if in return, Sakamoto celebrates Sasaki:

Intertitle: “There still is a high-spirited fellow among the shogunate offi-
cials, isn’t there?” (0:27:52)

The grim scene of terrorism is imbued with the virtue of homosocial
“sportsmanship,” repressing a sense of the Manichean moral dualism.

Our final example, Revere the Emperor! Expel the Barbarians (Sonno Joi,
Dir. Tkeda Tomiyasu, 1927) ends with a similar climax of terrorism, through
the political relationship between the protagonist and the assassin is opposite
to that of Sakamoto Ryoma. In the filmic text, the convulsion at the end of the
Tokugawa shogunate is by and large narrativized from the viewpoint of Ii
Naosuke (played by Okochi Denjiro), who holds the post of Tuiro, or the
prime minister of the shogunate. His policy of opening Japan for commerce
to the West having provoked enthusiastic antagonism against him, he is to be
assaulted by a group of radical imperial loyalists. In the climax, staring at as-
sassin Arimura Jizaemon (played by Onoe Tamitaro) resolutely, Ii utters:
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Intertitle: “Though we’ve become mutual enemies, steering different
ways due to ideological distance, our loyalty to the state is the same.
Don’t call me a traitor!” (1:39:21)

Through a similar process to Kurama Tengu, with the protagonist’s magnifi-
cence overwhelming the assassin, homogeneity between the Emperor’s
camp and the shogunate’s camp comes to the fore, putting primary emphasis
on the virtue inherently shared by both of them. °

2. The Melodrama of Pathos

Our discussion in the previous section is one of the necessary steps to
comprehend the classical Meiji Restoration film. At the same time, however,
it still remains where scholars of the related fields — literature, sociology,
history or cultural studies, among others — could reach. Given that Japan of
the early Showa era was engulfed by “the crisis consciousness [...] for the
communality of a nation state” (Narita 13), it is understandable that the clas-
sical Meiji Restoration film avoided rehashing the political tension of the past
in terms of the moral conflict, soothing the uncertainty of the present.6 What
is important for cinema studies is to determine whatever sort of the melo-
dramatic imagination underlies the Meiji restoration film of the classical
stage.

Borrowing film scholar Ben Singer’s ideas on melodrama,” the point is
that the classical Meiji Restoration film lays more stress on “pathos” than
“moral polarization”; instead, its plot usually centers on the protagonist’s
solitary situation, designed to elicit the feeling of compassion from the spec-
tators, precisely due to the dislocation of the moral dualism. On the one
hand, the above-mentioned homosocial male bonding among the hero and his
adversaries rarely culminates in a happy ending; rather, as Revere the
Emperor! Expel the Barbarians! and Sakamoto Ryoma testify, he eventually
faces a tearing dilemma in which he has to confront an otherwise respectable
terrorist in order not to compromise his own political vision. On the other
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hand, his relation to his comrades, aides or family members is never uncom-
plicated; it is always imperiled by potential infighting and/or lack of under-
standing.

In one scene from Sakamoto Ryoma, the protagonist is put in a pitiful sit-
uation in which his well-conceived stratagem is completely beyond the reach
of the imagination of some of his comrades; instead, it is misinterpreted as
the result of his cowardice. Here, Edamasa Yoshiro carefully translates the
hero’s solitude into the direction of the look:

Shot A: Long shot of the comrades (Fig. 1). The most furious one in the
middle ground

stares at the camera

and shouts: 042 y. % oy -1‘ '531
L v

Intertitle: “All right! T'll
leave this meek
Kaientai right now!”

Shot B: Medium shot of
Sakamoto (Fig. 2).
He shows the right
side of his face to
the camera, keeping  Fig.1 (0:15:40)
his eyes front.

Through the shot/reverse
shot, the looks of the seeth-
ing comrades and Sakamoto
are designed never to inter-
sect properly, clarifying
their strained relationship
and the protagonist’s conse-

quent solitude. = -
Sakamoto’s refusal, or ~ Fig.2 (0:15:46)
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reluctance, to return his look toward his thoughtless comrades derives from
the same reason as his tolerance to terrorist Sasaki. As mentioned above, in
the classical Meiji Restoration film, Manichean head-on struggles among the
putatively all-virtuous Japanese nation should be dislocated with every effort,
in order to stabilize the national communality of the present. Interestingly
enough, Sakamoto’s consequent passivity in terms of the look reminds us of
the heroines of the Hollywood female melodrama such as the girl (played by
Joan Fontaine) in Rebecca (Dir. Alfred Hitchcock, 1940).8 Heroes of the Meiji
Restoration film and heroines of the Hollywood female melodrama have
much in common. Peter Brooks, referring to the archetypal female melodra-
ma Orphans of the Storm (Dir. D. W. Griffith, 1921), points out the significance
of the “aesthetics of hysteria” with which “the maximal conversion of psy-
chic affect into somatic meaning — meaning enacted on the body itself” is
realized on the surface of a filmic text (Brooks xi). He continues that “The
hysterical body is of course [...] a victimized woman’s body” (Brooks xii);
nevertheless, it also characterizes the hero’s body at his critical moments in
the Meiji Restoration film.

In the climactic scene from Sakamoto Ryoma, the moribund hero desper-
ately crawls across a room to approach his comrade, who is also fatally
wounded (Fig. 3). His excessively convulsing body is hardly explicable in
terms of realism. (“Melodrama’s relation to realism is always oblique”
[Brooks ix].) Instead, it expresses his psychic crisis because of his impasse
in which there is no outlet among all-virtuous Japanese for his feeling of cha-
grin, hatred or anger at being killed.

The premonition of death also provokes the hero’s hysterical reaction in
Revere the Emperor! Expel the Barbarians!. Gathering that the radical imperial
loyalists plot to assault Ii, his aides sincerely ask him to retreat from the
front line of administration. Ii’s answer is:

Intertitle: “The fate of a hero is pitiful. [...] Unless I die in a timely man-
ner, the world will become all the more turbulent.” (1:31:35)

Intertitle: “I'm exhausted from bearing the national crisis [...]. What re-
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deems me is the
light of death.”
(1:31:49)

Addressing his aides, he
laughs hysterically all of a
sudden, his face trembling
and his eyes vague (Fig. 4).

His outburst of hysteria ‘j’

stems not only from the im- .
Fig.3 (0:27:12)

possibility of molding his
confrontation with the ter-
rorists into the melodra-
matic moral dualism but
from his benevolent aides’
incomprehension for whom
“the national crisis” is com-
pletely beyond the reach of
the imagination and his re-
treat could solve all the is-
sues.  That is, his hysteria A
critically correlates with his Fig.4 (1:32:00)

pathetic isolation wherein he is the sole statesperson who is able to imagine
Japan as a nation state, which necessarily encompasses not only the terror-
ists but his uncomprehending aides under the flag of the virtue.

3. The Imaginary Shot/Reverse Shot

Through the previous section, we have surveyed the nature of the dilem-
mas which the protagonists of the classical Meiji Restoration film conven-
tionally face; there is no outlet for them to discharge their psychic burdens
among the all-virtuous but all-shortsighted Japanese nation. Nevertheless,
there still remains only one position from which one is able to communicate
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with the solitary protagonist with almost complete mutual understanding:
that of the spectators at the time of release. Interestingly enough, in the clas-
sical Meiji Restoration film, the “aesthetics of hysteria” is often coupled
with, or accompanied by, the protagonist’s sincere look toward the camera,
i.e. the spectators.

In Sakamoto Ryoma, the shots of Sakamoto’s convulsing body are fol-
lowed by those of him and his comrade worshiping the Imperial Palace, i.e.
the Emperor, from afar. Here, the dialogue title reads:

Intertitle: “Even if Sakamoto Ryoma’s body dies, my soul will guard the
Empire’s mighty ocean forever.” (0:29:24)

The point is that, though their looks are directed toward the Imperial Palace
within the diegesis, they nevertheless seem as if to stare into the camera, or
at the spectators (Fig. 5); consequently, the proper exchange of the looks,
which is thwarted when Sakamoto was rebuked by his furious comrades
(Figs. 1-2), is ephemerally completed between him and the spectators. Fur-
thermore, his reference to the “future” (“my soul will guard the Empire’s
mighty ocean forever” [emphasis added]) cements their bond all the more; at
least according to the narrative we have just followed, only the Japanese na-
tion of the “future,” i.e. those of the early Showa era, are able to make sense
of his (inter)national vision
and consequent unreason-
ableness of his heartbreak-
ing death. Y

In Revere the Emperor!
Expel the Barbarians!, we
also encounter a moment of

the imaginary shot/reverse

J ; = “\ S shot between the protago-
i l'
- ', \\\ \\\ \ SN nist and the spectators. Just
Fig.5 (0:29:17) before the scene analyzed
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in the previous section (Fig.

4), Ii is also eagerly per-

suaded by his wife Masako
(played by Komatsu Midori)
into his peaceful retreat. In
the middle of their conver-
sation, Ii, captured in a me-
dium shot, slowly averts his
look from her toward the

camera (Fig. 6), laying bare

Fig.6 (1:28:50)

his heart plainly:

Intertitle: “Life is nothing. Even if my body perishes, my soul will [...]
become a demon guarding the state. [...] I'll do nothing but let things
take their course.” (1:28:53)

Through a similar process to Sakamoto Ryoma, i.e. the almost direct ex-
change of the looks between the spectators and the protagonist on the road
to death, which is accompanied by the mention of the time to come, he barely
succeeds in releasing his psychic burden toward the “future.”

I. The Meiji Restoration Film circa 1968

1. A Cruel Story at the End of the Shogunate

As we have discussed in Chapter I, the protagonist’s sincere look almost
directly aimed at the spectators circa 1928, i.e. the sixtieth anniversary of
the Meiji Restoration, played a melodramatically crucial role in the classical
Meiji Restoration film. In this chapter, then, we will concentrate on how the
look is alienated by the ensuing generation of filmmakers circa 1968, i.e. the
centennial anniversary of the Meiji Restoration. Interestingly enough, not-
withstanding the downfall of the popularity of the period cinema as a whole
during the 1960s and 70s, several filmmakers exploit the framework of the
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Meiji Restoration film as their ideological vehicle. The imaginary shot/re-
verse shot through the screen is a subject of their artistic revisions. First, we
will take up for discussion A Cruel Story at the End of the Shogunate in 1964.

The filmic text begins with a scene of the well-known ITkedaya Incident,
into which protagonist Enami Saburo (played by Okawa Hashizo) is intro-
duced as one of onlookers."" In his first close-up shot, he talks to himself:
“That is the Shinsengumi” (Fig. 7). What is interesting is that, regardless of
his soliloquy received by none but the spectators, his look is not aimed at
them. The shot works as a reverse shot to its previous one, a close-up of
Okita Soji (played by Kawarazaki Choichiro), though it is uncertain if they
recognize each other (Fig. 8). The shot/reverse shot moderately foreshadows
the filmic text is not a drama of the look through the screen but of that within
the diegesis.

Most of the ensuing sequences unfold within the limited space of the

Fig.8 (0:01:00)
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Shinsengumi’s headquarters. The sense of its closedness is metonymically
amplified by one Shinsengumi member confined to the headquarters’ prison
for his madness. Its claustrophobic atmosphere, then, metaphorically reso-
nates with the main characters’ lack of vision into the outer world. The Shin-
sengumi members, including Enami himself as a recruit, are by and large oc-
cupied with infighting, power games or homoerotic love affairs within the
headquarters, then almost completely indifferent to the (inter)national vision
for the “future.”

The shortsightedness of the Shinsengumi members also comes to the
fore in terms of gender. Live-in housekeeper of the headquarter Sato (played
by Fuji Junko), the only female character playing a significant role in the nar-
rative, asks Enami: “If [...] the reign of the Emperor comes true, will peas-
ants really be relieved?” (0:29:10). Her reference to the time to come,
though casual and ephemeral, contrasts with Enami’s lack of (inter)national
vision. In the end, he is to be revealed as an agent of the Kaientai on a pri-
vate mission to avenge upon the Shinsengumi officers the murder of his un-
cle Serizawa Kamo (played by Harada Koshiro), the ex-commander of the
Shinsengumi having been assassinated through the process of cruel infight-
ing.

The climax is a sequence in which Enami’s identity as an agent is discov-
ered in front of present commander Kondo Isami (played by Nakamura
Takeya) and other officers. When, after his long confession of his malice to-
ward them, he is rebutted by Okita pointing out his own cruel deeds while
disguised as one Shinsengumi member, his psychic conflict culminates in
screaming: “Otherwise, I couldn’t deceive and approach you! Kondo! You are
the root of the human evil!” (Fig. 9). What matters in this close-up of Enami
is that, regardless of his look directly aimed at the camera and his face hys-
terically convulsing, Kondo’s look staring him in his face corresponds with
that of the camera. Here, he faces a dilemma in which he, wishing to articu-
late his confrontation with the Shinsengumi officers in terms of the Man-

17

ichean moral struggle (“Kondo! You are the root of the human evil!” [empha-

sis added]), cannot deny his own contamination from the vicious enemies. At
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Fig.9 (1:31:10)

the same time, however, his direct confession of the psychic conflict to the
spectators is completely thwarted by Kondo’s intervention. His above-men-
tioned lack of vision for the time to come, then, also discourages his success-
ful communication with the spectators of 1964. In other words, his look at
the camera, completely failing to break through the Shinsengumi’s claustro-
phobic atmosphere for the “future,” generically contradicts the critical con-
vention established by the classical Meiji Restoration film.

2. The Assassin

The Assassin, also released in 1964, is a filmic adaptation from novelist
Shiba Ryotaro’s How Strange Hachiro is (Kimyo nari Hachiro). As the original
title indicates, the filmic text centers on the oddness and solitude of Kiyoka-
wa Hachiro (played by Tamba Tetsuro) whom his contemporaries, not only
those in the shogunate’s camp but in the Emperor’s camp, consider more or
less incomprehensible. His solitude may, as was the case with the heroes of
the classical Meiji Restoration film, stem from his (inter)national vision com-
pletely beyond the reach of his contemporaries’ imagination. At the same
time, however, similar to the case of Enami in A Cruel Story at the End of the
Shogunate, his private reason may take precedence; he seems to make Ma-
chiavellian plots to conceal his inferiority complex as a man of humble origin.

One literature scholar negatively interprets the filmic text in that it sub-
ordinates Kiyokawa'’s oddity to “a psychological analysis,” i.e. the inferiority
complex and his “desire for power,” resulting in a commonplace filmic dis-
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course (Kono 287-8). However, he overlooks the fact that the filmic text
comprises quite a few flash-back sequences competing with each other, with
a variety of focalizing characters including both favorable and unfavorable
ones to the protagonist, turning out to be reminiscent of Citizen Kane (Dir.
Orson Welles, 1941). In other words, his psychology at each critical moment
of his life is narratologically relativized and distanced as a result of interpre-
tation by not-all-knowing focalizer in charge of reconstructing the flash-back.

The distance between the protagonist and the spectators, which is medi-
ated by the contradictory focalizers, smoothly resonates with that between
The Assassin and the preceding Meiji Restoration films. The alienating de-
vice in A Cruel Story at the End of the Shogunate is stylistically radicalized in
the climax where Kiyokawa is to be killed: most of the sequence is composed
of a series of unstable subjective shots of Sasaki Tadasaburo (played by
Kimura Isao), an assassin at the shogunate’s command vindictively tailing
Kiyokawa; the image at times jumps as if to represent Sasaki’s blinks; and
characters conversing with Sasaki address the camera directly (Fig. 10). Fi-
nally, Sasaki salutes Kiyokawa on a street, when the look of the camera/Sasa-
ki collides head-on with that of Kiyokawa (Fig. 11). In the next moment, Sa-
saki catches Kiyokawa off guard, succeeding in his bloody mission.

The Assassin’s generic challenge is corresponding with that of A Cruel
Story at the End of the Shogunate. The direction at the climax transforms the
protagonist’s look toward the camera/spectators into that toward the assas-
sin, then nipping the possibility that spectators, even though ephemerally,

Fig.10 (1:39:12)
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Fig. 11 (1:43:00)

receive his look at his last moment directly, in order to probe into the real
reason for his eccentricity. To put it differently, the spectators no longer func-
tion as a melodramatic outlet for what is supposed to lie within the strange
and solitary protagonist.

3. The Assassination of Ryoma

Our final example is The Assassination of Ryoma. In the filmic text, no
less than The Assassin and A Cruel Story at the End of the Shogunate, the bi-
nary opposition between the Emperor’s camp and the shogunate’s camp dis-
integrates desperately, let alone the melodramatic moral polarity. Most of the
characters are uncertain as to their vision of the time to come, almost com-
pletely overwhelmed by the ongoing race for power. Even the relation be-
tween protagonist Sakamoto Ryoma (played by Harada Yoshio) and his clos-
est comrade Nakaoka Shintaro (played by Ishibashi Renji) changes in the
twinkling of an eye; they intersperse treacheries, confrontation and reconcili-
ation endlessly.

Generically critical scene comes when Sakamoto, Nakaoka, terrorist Uta
(played by Matsuda Yusaku) and mistress Hata (played by Nakagawa Rie) try
to take a photograph. In the middle of the scene, a static shot of the four star-
ing at the spectators appears (Fig. 12), as if the look of the still camera over-
laps with that of the motion picture camera shooting The Assassination of Ry-
oma, or as if a successfully developed photograph is flash-forwardly inserted.
The protagonist’s direct look to the spectators here is, however, caricaturely
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demystified by negatively
referring to the “future.” At
the end of the scene, the
following intertitle, a mimic
of those in the silent cine-

ma, appears:

Intertitle: “Failure.
Therefore, this pic-
ture does not sur-

vive today, does it?”
(1:33:45, the italicized part is jokingly written in katakana)

As discussed in Chapter I, in the classical Meiji Restoration film, the imagi-
nary shot/reverse shot through the screen was coupled with the reference to
the “future.” In so doing, the hero’s psychic burdens were discharged to the
spectators of the “future.” On the contrary, in The Assassination of Ryoma,
the possibility that a successfully developed picture carries to the “future”
the hero’s psychic conflict, which stems from the unrest in the chaotic politi-
cal situation, is contradicted. Then, the affiliation between him and the spec-
tators by way of the exchange of their looks becomes uncertain. The witty
tone of the intertitle turns the convention of the classical Meiji Restoration
film into a joke. 12

Conclusion

With recourse to the methods of melodrama studies and textual analysis
in cinema studies, this article has surveyed the history of the Meiji Restora-
tion film in terms of the politics of the look, i.e. the imaginary shot/reverse
shot between the hero of “the birth of a nation” and the spectators. Through
the early Showa era, circa the year of the sixtieth anniversary of the Meiji
Restoration, the protagonist of the genre was figured, or rather purposefully

81



Takafusa HaTort

reconstructed, to be solitary in that his virtuous contemporaries, whether
his political adherents or enemies, were mostly incapable of comprehending
his (inter)national vision. The dislocation of the melodramatic moral dualism,
or the comparative absence of the overwhelming evil, drew the melodramatic
pathos to the fore. His pathetic situation was, then, ephemerally eased by his
exchange of the looks with the spectators through the screen. His psychic
crisis was soothed through the imaginary shot/reverse shot.

The convention of the look in the classical Meiji Restoration film is sig-
nificantly subverted by the following generation of filmmakers. Though each
of the three filmic texts — A Cruel Story at the End of the Shogunate, The As-
sassin and The Assassination of Ryoma — includes a shot of a protagonist
staring into the camera, his look no longer reaches the spectators without in-
terference. The transition of the nature of the look represents each filmic
text’s critical attitude toward the classical Meiji Restoration film as the
above-mentioned melodrama of pathos.

What is significant here is that the revisionist approaches to the classical
Meiji Restoration film are made synchronically but mutually independently at
the demise of the studio system of Japanese film industry, when the popular-
ity of the period cinema also considerably wanes. A Cruel Story at the End of
the Shogunate is one of the program pictures produced by Toei at the twilight
of its prime as a kingdom of the period cinema; The Assassin is the first peri-
od film of Shinoda Masahiro, one of the leading directors of the Shochiku
Nouvelle Vague; and The Assassination of Ryoma is co-produced and distrib-
uted by ATG, the Art Theater Guild, and directed by Kuroki Kazuo from the
post-war documentary cinema. The fact that three novel and stimulating
filmic texts with such diverse backgrounds alienate the generic convention
of the look coincidentally but contemporaneously proves the gravity of the
imaginary shot/reverse shot in the Meiji Restoration film all the better. The
next step of our research is putting back the films’ challenges into the politi-
cal contexts in a broad sense circa 1968, i.e. the centennial anniversary of the
Meiji Restoration, when not only the Japanese film industry but Japan itself
experienced far-reaching reconfigurations.
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Notes

In this article, borrowing one film scholar’s terminology, the Meiji Restoration film
is considered to be a genre; and the period cinema and the modern cinema are to be
the “mega-genres” (Wada-Marciano 44).

Film scholar Iwamoto Kenji, the editor of an anthology on the period cinema, states
in his introduction that “there is no room [...] to touch on the breadth and diversity
of [...] the period cinema”; hence “another volume must be indispensible for
surveying the whole” (Iwamoto 8).

Sociologist Tsutsui Kiyotada published a handbook on the Japanese period cinema,
one chapter of which he allotted to the Meiji Restoration film. He claims that,
borrowing such cliches of the so-called Japanese culture as “impermanence (Mujo-
kan)” or “sensitivity to things (Mono no Aware),” The Tale of the Taira Clan (Heike
Monogatari) and the Shinsengumi film are homogeneous in that they share a
common feeling of pathos or “condolence to those on the road to defeat” (Tsutsui
135-6). His interpretation overlooks the critical difference of pathos between them,
especially for the spectators of the early Showa era. As the present author has
pointed out in the former article, the classical Meiji Restoration films often end with
reference to the “present,” i.e. scenes after the Meiji Restoration. The sense that the
“present” adjoins the Meiji Restoration is further amplified by several leading
filmmakers’ discourses relating their artistic interest in the Meiji Restoration to
their filial interest in their grandfathers who have gone through it personally (Hatori
ch. 2). The contemporary spectators’ feeling of intimacy with the Meiji Restoration,
which is generated on both textual and paratextual level, decisively distinguishes the
nature of the pathos of the Meiji Restoration film from that of The Tale of the Taira
Clan. Indeed, the diegesis of The Tuale of the Taira Clan is unconditionally beyond the
filial imagination even for those in the early Showa era.

Though most of Sato Tadao’s research has become considered obsolete in cinema
studies, his incisive attention to the interaction between the Meiji Restoration film
and the drifting gambler film still remains valuable in that it indicates an almost
unnoticed clue to thoroughly understanding the gravity of the period cinema in the
modern Japan.

The Meiji Restoration films we have covered in this section never prove that all the
sword fights of the genre exclude any sense of the moral dualism. In Kurama Tengu:
The Age of Terror (Kurama Tengu: Kyofu Jidai, Dir. Yamaguchi Teppei, 1928),

Kurama Tengu (played by Arashi Kanjuro) stands up to a notorious bandit whose
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nonpolitical chieftain personates his name; so that their sword fight is represented as
a melodrama of moral polarity. The point is that, in the classical Meiji Restoration
film, the political distinction between the Emperor’s camp and the shogunate’s camp
is designed not to correspond with the moral one. The principle is to be inherited by
subsequent examples to a certain extent: The Convulsion at the End of the Shogunate
(Soretsu Shinsengumi: Bakumatsu no Doran, Dir. Sasaki Yasushi, 1960), where hero
Kondo Isami (played by Kataoka Chiezo) makes common cause with imperial
loyalists to struggle against Machiavellians, is a good one.

In the classical Meiji Restoration film, the image of the sea, whether appearing on
the screen or not, functions as a metonymy for the unity of Japan as a nation state.
Revere the Emperor! Expel the Barbarians!, for example, opens with a sequence of the
arrival of the Black Ships and ends with a scene representing a modernized and
peaceful port; the Meiji Restoration is symbolically narrativized as a process of “the
birth of a nation” through which the crisis of the seaboard is finally eased. As we will
refer to in the next section, we find a corresponding rhetoric in Sakamoto Ryoma,
where the dying protagonist swears to the Emperor that his “soul will guard the

Empire’s mighty ocean forever” (emphasis added). In addition, The Splendid Achieve-

ments of the Kaientai (Kaientai Kaikyo, Dir. Shiba Seika, 1933), which also represents
the life and death of Sakamoto Ryoma (played by Tsukigata Ryunosuke), ends with a
shot of a modernized warship at sea. Though it is difficult to conclude from the
extant version, the image of the warship and the sea should also symbolize the
communality of Japan as a nation state.

In his groundbreaking work on the American early cinema, Ben Singer advocates

”

regarding “melodrama as a ‘cluster concept,’” i.e. “as a term whose meaning varies
[...] in relation to different configurations of a range of basic features” and
enumerates “five key constitutive factors” as follows: “Pathos,” “Overwrought
Emotion,” “Moral Polarization,” “Nonclassical Narrative Structure” and
“Sensationalism” (Singer 44-9).

Film scholar Kato Mikiro pays attention to Joan Fontaine’s “action of facing away (or
withdrawing her eyes instinctively)” in Rebecca as the essential carriage to the
heroine of the female melodrama (Kato 43-4).

Sakamoto Ryoma also includes a scene in which the protagonist’s (inter)national
vision collides with the provincial one of samurais in the Choshu Clan. Here, he
barely succeeds in winning them over and arranging the military alliance between
the Choshu and the Satsuma.

In The Splendid Achievements of the Kaientai, director Shiba Seika takes a
corresponding direction to Sakamoto Ryoma for its climactic scene of assassination,
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including the imaginary shot/reverse shot between the protagonist and the
spectators. On the contrary, in The March of the Restoration (Ishin no Kyoku, Dir.
Ushihara Kiyohiko, 1942), though dying Sakamoto Ryoma (played by Bando
Tsumasaburo) worships the Imperial Palace from afar, speaking almost the same
line as in Sakamoto Ryoma, the tension between him and the spectators in terms of
the look eases completely. The difference should indicate a clue to probe into the
influence of the Fifteen-Year War and the History Film Movement upon the
convention of the Meiji Restoration film.

At the very beginning of the scene, an explanatory intertitle, which is reminiscent of
those in the silent cinema, summarizes the whole story of the Ikedaya Incident: “The
fifth day of the sixth month of the first year of Genji. The Ikedaya Incident. The
Shinsengumi has killed seven anti-shogunate masterless samurais and arrested
twenty-three” (0:00:17). Similar direction is also taken in The Assassin and, as we
will discuss later, radicalized in The Assassination of Ryoma. Their synchronic self-
reference to the silent film history represents their shared revisionistic perspective
on the classical Meiji Restoration film.

The witty tone of the scene also comes from a comical allusion. In the middle of the
scene, when the four pose in front of the still camera, an intertitle appears: “Wait for
ten minutes, understand?” (1:33:13, the italicized part is jokingly written in
katakana). It is a parody of a famous TV commercial message for the Bon Curry,
whose popularity was contemporaneous with The Assassination of Ryoma. In
addition, it is also possible to point out the generic significance of the scene from two
other viewpoints. First, in terms of the setting, the fact that the scene unfolds at a
cemetery makes an indirect reference to the preceding Meiji Restoration film’s
convention in that, as discussed in Chapter I, the imaginary shot/reverse shot
through the screen was imbued with the shadow of death in the classical stage.
Second, the fact that the objects of the photography include one female character,
mistress Hata, who is surely staring into the camera, deserves careful attention. As
our examples through this article demonstrate, only male characters are entitled to
release their psychic burdens by means of the imaginary shot/reverse shot in most of
the Meiji Restoration films. The presence of Hata is, therefore, generically
exceptional and subversive in terms of gender. At the same time, however, we must
be critical of the shallow association between a mistress, a “sexually deviant” female

character, and subversiveness within the male-centered Meiji Restoration film.
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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 MLA 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.ac.jp. 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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