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ADFEREBRHFRTNEERDL. FIEE TITRT 1929 F0OHABREFROE
BRSO —EIRABIFE DR F M Z & < 2 SR EHTHR—E MR
ERR & OAEBMEZ IR T 2D Th D,

&

A5 Cld. BABRE S ESAIDBRIRBRE & PFUTS HBRERR T HENERER)
& EERDEAE - REEENTC 1929 EOBABEFRICHIT 5. BB/
RARBIRIDRFRRE O < HaTiHR & OEREEZREE L. RBRED (G
£) DR ERL Lz, BARRICIE. TS IREEICERT 2HIE
FANBBZBRERRICEER Lfcm. IRARBIDERFN CRERE N/ NEIRE D
FRBZMERRICOR L. ERE L CRREROEHZFFR LIcRlc, B
BIhR & BFRE, IRABIBDSRFR % o < 2aTHROBEREMA RO 5 N2
EfEEmE T LT,

B HRICHELITK DT 1929 F &g, B/ FrkE LD BABRE
FIEAD Z7ED SR IRAE &£ W S HHERD — AN\ DIEIER%1T
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PG B

%z, BABERDTT SO DOHHEHICH D, TIUSERRIC, BEBH
FLUEL BEEHRINS (RE) LU D ZTEEEQ AL BHAHE A
SUBEVS—EREED T DAICEERDZIBIET. BRALRABARED
BIRIED BRE SN CO D5, BAMESE EDRENGERIRICH
WC. EEDBIEHERCY 5 BABREFROBROE LFE LT RIRBRE
& GEE) LIcDTH B,

TS LTHIEfeSNIRARL RRBID—nAIE. —RI2RY. &¥
Pri&G FORFMELZRBC, —BELCBECH YKL IICRA S,
EIFEA. RN TOBEEMBELETIVE SV D (RE) OAREE
ICIREE BB EDEF/EVL L. FREIDEE S FRFICRAEL /R
FIBDRERIE%Z & < 2BINEEUTHERDEL TCEH D, TNERECDH
1930 FAL, BARAIEZ O LTIRsRBIDFTEIRZ 8% (1T IR
EMRT ETIRE Y 1970 FRIEDEBAAHRIOR. #2508
AB GkE 195) & LT ORBYERBRED B ALRIRIRER N Z TR T 2
ET BUOERIRZDR cEER 5.

BRRON T EE AR IRARBIBIDRB RN Z 6 < 2804 IRE TR\
ZLDHE. BB RRBIDZ0EDR LF & L TORIRREDE,/H)
BERRE LILEERCTH D, Hisc [EZ2MITIRNR ZZE5| L EfF
FMEEE (1905 F—804F) &LILUFREkE (1909 F—384F) £H\ HICE
A RO F DBREN b —HTE DS RO I—ARTH&EA (HF
I 1931 ). BEDFSIE MHORK - BREORRKZE] DL <N
(FIT192 FRF) —Z2@CCHFINREZRRIEI L. 650
IERMESBRED R A | RO & BRORRICHEZ DDH M B
KIEEAD S BBFAIFICONS T ORRICREREZ 5 | EF U L. B
DIBY THBo FhicBld. BRBRRDEAE -« REENT 1929 FZiRlc,
RPN BT BEAE TRARE DB RIEDBRRZ R Bl
BRIRBRE DT Z BHE L. HTLOBARERZFERE LESTINEES
SN

i

T RIRMREICH Y 2 2RGEO0D—FICRAEAN TRARERREE] ZEN
H5.
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JRfiriE o> CREA:)

BRI SR PRSI Z @ O, BERME, D7a< & 7 BBt S e, M
ENRSRER) (EERAETE. 1932 FRF) . FIRE (RESZIETE. 1934 FRFH).
FRE (FERFETE. 1936 FRH) . DEEDIB) (HIRBEZEE. 1953 F05). &
BNRFRER) (E(R/BBTE. 1954 ). B CILi—REE. 1961 FL5). I
BRERER 0k —IT) (MNERZRETE. 1966 FRF) THhd, Ko, BEfRRIC Mk
B (REIEVEETE. 1955 FE0B) H'H5EH. BEF TV ICHW TEEEME
Thic

FHAD S HBEEINDBITICEI Y BHigEIcika 28 THBID SRR B LD
%o

A ClE WIIBXHRDEREIT OV, M) ECIRABABLLBEEEHD
2o

BIRRNC ST, TEERETRCR) OBEDOEFIE. 373 (2011 F) BuEX
{LE2E TV FOVEMEAEZZE L DERSY - e 13 FREOME) (R
EEEE. 2011 F2 8 26 Affx) CTRIFERICRETNZIEEES, CDE
RiE. 2T HREMEEL D (R b, BUMHDE2EREMEZ BT 5
CEDIEEE TR, AETNE NERS Y 1E1880F (BFR13F) ITHEL
FeRBONEDERIT DV T NRERENE (1927 F—2006 F) H&E Lol
R IRBOMET) (P8I 2001 FREK) ZRFEET 50 RA)IERICHECHh
SNEHERMICEONTIGRNE [TUNERROE ] (TR, 1962 FHEK
(FEA#EIEE48) B135E]) 1H2.

FIZIE. B THARBRBISE) (1:249-51). fkEH (244-45) TEEBREL,
TRiE) 1B 2RSS HRICITME. KR 24, O RE. NEEEHH 2.
TEABEFRESE] OFEF FHSTER) MsItud) IBsE8) 7 TER
DFEY ) AL, RO BEOERRE NIRRT S (HF 151-
52),

BL. HEROEECEEEN2EL5IF XBAF] (18224F) LWL 5 HEMAH
R CcEBlcd (020 108), BEMROIEAREIFE C L ITARAREASKE
AEns.

R RERFEBEVEDD, WRIEBRERRDEIELFEDOREET. R HRORIK
XF BDsRAY N (FEEES. 1929 F 8 BHLR) ZXREWED 1 ARICHEF, TH
IETNT IEE (BRI ORMEEUDNT DEY | a8l WA T&RiA
DT &),

PIZIE. FATT - BE - BRE T 3 HHRIFS N/ EBE IBZRL) ORERR (2R
REEZEIE. 1929 7 BN €D\ TEmIE (] on [Rfss IE& L]
ZRRAICEDANT, BEIFEEN. ZTOFREICHDERIFE ) (THFHE
BREVNRT VN 132) EDFEED RS RITH. /NEME & RABIDRMIED
R BN,
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13

PG B

A0 RZ< (melodrama) &&H (melody) OEFIMEICDOWNTIENE (230) #
R

EE TEEVNRY IOV TE TEARTHE D B/ESEEOOE LAY #RiE
RHnfeDrfel (XYZ 68—69) LDME. HAHWNE FnicLTH VNE) ~DiB
RILBEEMCH D] BBAR) LORFTGE. £RARNIIETENGEHEHE
Tha,

ERBRTRBREN XS T B R I MBDEZEIC DN TIEBRE/1LLUAR (80-81) &BEHHE K.

SIRAMEY R b

MHER [EZ 7% B [Fx<a%8) 1929 F 3 821 HS. 87,

TERORINIRY BEE TFR<ERI 1930F 98 11 BS. 74,

RESEH MBAL SEREIN — ERFE CRMERTEONT E-—fF ). 5458

B TESBNGER — T v 2/ \TBEDIEE] (FREEL. 2005 ). 89-114,

WHIE =1 [PRj@) BeE. TF2<aHR) 192944 8 1 B5. 151,
KEH— INEBOEL ] BUEETSRI 1929 F 4 BS. 425-26.
INREERRS TRREIRE S BREDEE) (FRAFHH L. 2006 F),
AEL Ty B4, TBREIFDR) 1929 F 5 A5, 72-95

TESHMFRER BIA, TBRETER] 1929 F 6 BB, 59-74 ;7 A%, 77-90,

— RO & MBREREH) 1929 F 8 BS. 33,
— [ERBIDOMIA . TBRERDR 1929 F 7 A5, 30-31,
)BT D\RREC R 2 ERBEE — BaREAN SBMPBAE PO DREFF

w2—HE) B 15 (2002 4F). 17596,

EERSE TAAMER) 515 (BREE. 199 F),

— THAMRES) $£4F (EREE 1995 F),

— TRA)IHw — REAB LIEAL) (EREE. 2004 F),
BT TREER]. TBRERTER) 1929 F 6 A5, 552,
RS 1IRES TEBER) G, 1999 F).

MAE TTIKGE) O], TRRERSY 1929 F 5 85, 2022,
FRE=BF TEABBERER) BT, T+R<EER) 1929F 7 B 11 BS. 93,
BRELES FRAEORS. [BREETER] 1929 F 6 A5, 538-39%
ROV Td&) B5EE. THx~<BiR) 1929F 481 B5. 164
EHEBSE @) B TR 1929F 4 B 11 S, 57-58,
HF—BR THAMERESR] £ 11E (FRRFwE. 1976 F),

s
'fl\!\ ==]

EIE DGR - AaiR) CEREE. 1938 ),

XEER ) (=—FB. 1974 5),
RAEA TRE)IMRERRIRENE — REZRSC L85 LOBEMEZH DT +
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JRfiriE o> CREA:)

EWRHR—iRE TEY 2B & CF) (FREErE. 2011 6). 24570,

R TEHBRE). TRY) 2] B 165 FABHBEL. 19729), 139—
62,

— RLRC2) TRE)IME2SE) 5115 EARHBM. 1972 86) . 289—452

— TEAEESEB). IRY)IRLE) £55 EAEHBE. 19729). 5-194

MR TE). DrhRasEsese) (PR 2011 6).

PRERZ=ERL DRATCD AR MRERL 1929 F 1 S, 89,

LK—F THETERICNY Ber. MBRERS) 1929 F 5 BS. 75—76,

BT DVNEREOSEE ] PRI EAEAI 15 (2002 5F). 12-15,

KETEWE TBEHEFRR) Bl TFR<EH) 1929 F 3 A 21 B5. 88

N ERR=ER ISCEBE—FL). BRERFRS 1929 F 9 A5, 68,

ILAHREE TRMLEM) 5L T <E8R) 19285 128 1 HS. %

— [ELmgR) BEt. THR<EERI 1929 6 B 11 BS. 82

SHZ TRE=AHPMOE). EEK_BeER) £105 GFndt. 19329).
121-66,

SRR TREOME). [EET) G#itt. 2003 8). 113-205,

RAZEE [ETENERE L SNETIEOR FREBAMRE) % 25 (AKE-E.1986 ).
212-27,

XYZ BRESRHERERESE 1. TBREIADE) 1929 F 9 BS. 6869,

IRRE=EEM) K&, TRREETR) 1929 F 6 A5, n.pag.

IFLEE) BE. [F2<E®m) 1928F 108 11 BS. 59

T L&, THR<EER) 192963 B 1 HS. 101,

TEREHETRIN) LG, TERREFHE) 1929 F 1 A5, npag.

MPISIFJ. TIRER2E) 25 5 hR (BIRERE. 1998 ).

M), TRERP8) B 5 R (EREE. 1998 F),

MRFEERRED IR 77 )L/ N L) TBREIBFR) 1929 4F 12 A5, 12343,

[BASMHREMEEL IFXx</E=w 1929638 11 H8. 1050658 11 H5.
94-95;6 A1 H=. 111-12; 6 A 11 HS. 85-86,

TEEEHRE) 1929F 6 B 14 BT 7.8 B 9 HEAFL 7,

DEIRD Y - BE/A 13 FREOMNEI. TVEHE. 2011 F£2 4 26 H,
UEHENRER) . EVERAE. 1929, VHS (7RO, 1991 ),

I5e FmOREIL, F 6 AFMREFREEAR (KBRKE. 2010F 1284 1)

TOOBEEXRCTH D, GH. BEICHEL. THHZMNEAF—ERER (REEEREE)
TR L £ S,
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Mmemff7e) 6% (2011)
Cinema Studies, no. 6

JA FA7 ) — VRO H A

— A7V —=VDWRDE 126 Ul 2 b
IZDWNWT

il wz
L& I

ABUE—=RPBTA BN, AT =2 DK Z BT 5 ORITERT
I 1950 FRICT LEEEOMEZENCEEOMERTH. EiltE
M5l ofe. BUFEICBIT2RADT LEWRRES A 2. 521F
&L HRIFRAICEED%Z R 3-D REG EHZEHIE LI —BHDE
ZHADI LB 2DITH LT, 3> - NIVEVHESLDIT T
A RRAT ) —=2B@EE Y02 FPAZ—DK DI —EDH LUOEAHL
EFHPREZEFT B (. B zZ S8 2IFEERLVERELT
RiFanontc (12), &o&b0 T4 FRA7 U=V E—OICE>TH
HRNICEEEELE T+ —< v bOBEINLBEEINTE . T4 KRS
) —VEAAERICIE. 3 8DF v A TR LTBRZ, FILCL 3508
EZRBVNTCERTEIRIIP. 65 U7 1)V LThRE LTciGZ
6F v RIVDY TR« bSv U EREAIE70 )T MMIBEERS
T LB 2 Todd-AO IZ EDGERE AT, fcfe. TDHEHTH. 7HE
Tavy  LYXEWDREHEL > AZARE G S UIC EBROE VMBS TR
KIMEEEHETAOA—TBE (R AO—T - FA XD 1:2.35
TLEMENZHE, TNETHORZ VA2 — NEEIE 1:1.33) K FEFRRD
VA RA7 ) =VBBEOTRaE L. FETRIFEN L oT,

DOHEDA I—TBEDREEL, 1957 F 4 B, TBIHOIEER] FRHEEX)
DRFAEEDITIRF D, M. A0—TBREISFEFEMNESEICHEL. 1980 4
EETRBEINTWCDIFRA. TO—AT. RHOEE. A2v T7IFH
ZLIeT# =< v M FRWEREGEVTW L SHERIRDL SITED.

LN MANUBD e EDKREEE FLTEEDHRICEEEES
Bl 5A . EIVT 4> 7% HEL>TH R-HBYINTLES T TD
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TA RAZ Y — VRO H A

BEEDHSDTIENTELRL, ESLTEF Y ATZ/\VEEDT LI
5%, £ BRDEVADEDL O TR (REBRBEEFDER] 43),

ES5IT. T LIBROBEIC K DABYEEZ LT LTcDD. 74 —7h
ADREE O fce AA—THMBE CRELB T FTET AV T - LVAD
TWC ERBEEENRCGEY . ERRENRCGOTCLEXDIE, &
mL > XEADFEBERFIC, RENBLORINCHEZIBKRT 2RREH Y.
Fr ASYVIFERMEIC N TREDS D7 —BREDEREH DT,
ANTERRRICEES Y FTORRETIE. L ADRRY  (aperture) Z#R Y IA
G ENTEBRLBOTLEDfe, TLTEDRER. 2HEICEHIRZESGZ
T2\ - TA—AADREICG D TH2D (GLE 23), 7L EX
B/ELTEATNAD—THMEIZZ S LT, BFDIRBGICKREGE L
WD LB o fehFTE,

TNTlE T LIBHFEOZALICETETEBIE ED L S ITHIG LTeDTe
550 TAT 4y K R=Fo )b/ — - V=)L b WD T BEF
Bl T4 FRAT ) —VEROBEA 2 IO+ THODESTT
BICHERL TS, LIFEA. TNOIEPIEYBCKOMBOHLT. FE
KOBABBEDERERA 2 A IUCDWTIZ L ZHH T ENTERL, T
T, AETCIE. BODREZSRLGH 5D, BODDTOME LIRS
iKY DT L& LD ofe. DHEDA I— THEORERIUIC DN TEF
LSERLTVERL,

I. ¥3v hMEEDZE(L

AO—7HBOFRICE > T BAICERSND KD ITE >R LD
2DV EDIT, TV -3y bdfcy) DFHEER (LUF ASL [Average
Shot Length]) ([CDWTDRENH B, BARTT A FREROBH RIS
1957 £, SHIEE =AY b—A~v bR A2V 2 — REEICHNTE
G2 EBFERTH D) L\ (TREBRBEIEOER] 43). T
REFa A2 —~EROEFKL VX AATIEEUAR— 3 v FOEIH
E{ %] L3EBEE (60). ASL DEIFRI—THEICEWNTEL A
feEEZBENTWE, EWEEA. ZO LIEEESIE. Ay FEIVICDWTD
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B AT d

SEWGERICGGEEIN TV G EN DS, HICH ., HEFOBBHEE Cld.
BEMIALIET EICRK ST, THRE 3 v MofET 5H. XIEEW
N> EFIB URITUERIBHESREWVESED. ZDEHD XN\ DFNR% —E]
ECHLTLES] EVSBRAIEEZCESN (BA 31 HDTUEAhY
FEZSHITNIERIBTCEGD, 2R DA, AO—THETlIX. T -
3wy FOBEMUNSD DT EQFIREICE ST EEZ SN TV, EHN B
TeL T EDRFED K ST, ASLIFEARHICRLLGE2I2DEA 25D,
ZIT. TOEBEED OB, 1950 F~57F (A2 Z—F
YERDIH) . @ 1957 F~ 64 F (RA—TEFEDIH). B 1965 F~ 72 F
EBETDIDDEMRICKYI>T. ASLITDOWVWTDREEH T ol
FETRIGEAIERIE. B, 2<0REEFEZRLizty MER
T, 1951 FEEDHS 74 FEDOBESEEIIBEH SN TV 2RERHRIDIER
BT v+ Tk (FEICK>TRENELZDH. FIAIE TFRIE 5 #ED
INNZ b - 7] DESEER) ZEEIC. TOFRH S, KD 3 DDFR
TEICAERT DY £ GH1201ER) . ASLOZ vEfcEofe, T
BE. KBROMFATRTWIAERIE. BPRDFEE SIEE T, LAY 3w
FDOFHREEHNEL EBIEBICH DT EH DD o, B1TH. TDIER

ZEEDCHLDTH B,
i Z@’EETZMO/J\%J} ASLi
21T 1965 F L. BAS 5~10 [10~15][15~20] 20~

e 3y bOTEEL | E
TNFETOFEMEVEC |0 TS
BTN, BHIE. & [ose oy 151 17 | 1
FROBMOVTRTY g1 aq) mipiassy

<& 90 1950 F~ 57

FTIE THEEE] (1) P MBEEI (65 Vo BOR(ERT
ASL30 L EZ SRR 3758, L < DHORETERHRELAH SN
e TA95) SU—Z (3951 (54 ASHIER) 1795 Dkl
[55. /NEEE]) HASL7 BAETRSNSLE, RRLNDY T 1 Y IH
STIEDNBIEREEL ST, RIT, 74 REHAEAD 1957 -~ 64 £
DAERTIE ASL B 10 BEFREDIERNS . YU —ZEELTE Y L
o TEESE) &, FEESEHISENU (64, =FERFX) 1\ ASL 16 HTRASN
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TA RAZ U — VRO H A

TWeb DD, TNUANDIEmR NEEEH RIS (63, HPE=). [EEE
mHhIENMI (64 ME—K). TEEBEFREKY ) 64 ZHARE) EF
EHEANICFEN T

T LTEE. BASHIC ASLIEDBOHHEER E NI 1965 F~ 72 FFEH\
CZTIFASLIS MZEBASMBENFEALERSNE T 2TV, D
DIT ASL 10 ARTEDIERDRIE L THE W TERRY) &) —Xv HEEE]
V) =RGE AT ) —RERDIEEAEDNT S LTHTRLON TV . &
HTEH [FENR] E [FENVRE =80 DAEE] (720 =[EHR)
HYASLS5 # &R BROOFO0) (720 3=EEEH) HYASL6 M.
Ay FEIYOREHNRE L TN TOEELCZ LWL 3w hDEERH
B> ) —XZFEOT 5L DITHE 2TV,

5 LT BHEFRHOEEGINARE G DTV U =X ERIc DN T
d ZDV—XAHEFTBHY 71 T ORANCEDEEBRL STV
EEA D, NEERMEMRI ITHEWTASLI6 TR TV =BH. [F
EIUR  =3RO) DABFEBEITIEASL 5 ¥ TR TW 2 OO BREREAIT,

CTREBVAY T4V IHBETHEDNT W, BEBEHNED>TH. 5L
TAEGRD ) RINSED DT EF75. ZDT EDN BEIRMRD ASL BDRED
NEBHRSTWeDTH S, HoEE, T5LTASL DIEVERHNMER 2
BRI, EORDBENEMINTOENESEBOMZRRES LETnidx
S5V fefes UEDAERERENS. T4 Rica>T 3y bOFHEE
BORLGofc& WD ERFOZEHIBERDIEHE L e & & ITHED TH B,
—A. 1953 FICAOA—THRBOEWENRIR I NI 7 A ) ATH. LIE
5 < LT ASLEILEDICEmD D /N — -V —JU FD 1940 FEHS 99 &
FTO6FETOEREXT DT, 583 ERmENRICH I EoZAETIE
58 FTAH LY ASLAELBFREICRD LIae ARERHNH T UL (332-333),
BIHAE Cld. 1946 T~ 51 FOD ASL FIEHEMUIDFRICLENTE > &%
£< 1047 BT 52 F~ 57 ETHIEIEFED 1013 Beofeh . 58 F~
63 FIC 10 M &EYI>C 880 WASEERT 5 & TNLIERD =K. 94 F
~QFTCRDD AN WEZG, R—FTzIbEYV—ILhERKR T -
Ay FOBBHARBICEL GO>TW 2T EEBSHMICLTVSH
(The Way Hollywood Tells It 121-122). ZMD—71C. AD— @I >
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B AT d

THREE L AFGEBNNE L EoTehiF TldnWna E&@E L T 5,
BIZE Fv b= TLIVIv—F MM—FFASEMH) (44) & ASL21
M. MEEBERfE] (45) & 3B THRDEE. A2 4— FRRICTT
ICRIELDBEEE LTRRHE STt T4 RICBITLTHh 5 E MAILA]
(54) & ASL35 M TIRAIGE. HITHSDAZA IV EELETEEH ST
(Poetics of Cinema 304), #ICE 71 A R—>0 (54) % ASL34 # Tz
fedarvtrh 22U Va—I-Fa—H— EU—-TALE—
EVS BB BARO— MBI Ch. RiELAIFA THRA LT

HATEH., MAHDDEREEN. AO—HECRELAZZA L, 2
IR JIBf=. NMEERGEENT O HoICHBL TEASD T ENN
TARTI®RALDITEDTH S, T2 LIEFHEHBEEICROoNSLDIC
TolebWD T ETHB, EEORAETIK. BEIEAZ 2 — RBFRICIE
FE=pUERs (43) ® T AL (54) 75E ASL10 METIDEREREL
TWeh RO—THETIEG LA, ASL20 WEBZ S /RO (65)
BEITREKRINS KD ICRE LNADIEFEHRE Y. ASL10 EREDIER
w5 GLIEoe, NBRIMELERKIC. A2 > 42— FEMEICIE ASL10
WRBOERZEZLTWVABD L T4 FERICES EZ S LIc/FRERS
T &FmLTEofe, RELICKDIREN BODXEDERICH > TN
TeDTHB, ZDIEH T, FEIFHENC, FIHDOMEMEDERICEHS
KO, THEZ 3w MTHRET 2H. XIERW/ NV ZFA LA nIERR
HRGWVESEH, —BECHLTLE D) K5GBHE. XAI—THET
EH LTV

I. EET3AM

JIEH=A ASLA B TR T2 TLEDAEE (62) ZETHES, T
ZTIIBE. RO—TRBICHIF DZEROLEEEN LT, BBAYE
EEEICEREL. MO0EEE C s U s lcBhic LTL<,

LHBIVY 2V D—ER I THENRE T 5T ORBEICEN T, 7
RGBT, REOIETOG &, ERIFEHIEO TREEL T
ELEZ I BROEI ST, EB55%5 L TRESEOLE RN
BT RRINCTTS T8 2555, JIIBIES 3 v METEr X
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TA RAZ U — VRO H A

SHRLCRI Y 3 NTEEHENESICEDITRSD (5% 72). AL
TUFGAEDEEERBO TGN SBS TRODERE, HOWHHEDSHE
BILTWZ S EERB, T LT, ZTITHB &Y DITERMGR S DITE)
N TEBHEE] TV LIE [IRER) THS, FIAITEBH. KDL S
BLIEZEOSEEANCBEVTVWAICEMD DS T, BETZDEANS
—AMICEINZE ST ONSHZE ClE (0:34:56—0:39:51) . ZAD=EEE
L EFFERH R L DIZFTH S EBHEE L TWS. BNz HEhizREHN
BEDHFT Y . BEACED > TINK TDFEEOARBZFMICEET DIEHN
FDIAE. THOTURIEBLEZ2B. RICANTINTWLWASER
WDIAATWeELZ EBERNOSAICEEY . ZAXFNEBWNT, e
BRfebRVE—MEFD I(LEPHE) B =BAICHLT. BEE
FEITEbEREZZENID ¥ 2 [—fl& LTEROBEHEEDHHE]),
NBE ZOBEHEEDHM
T 9B (RE) LRCE
(BZ&. 838 #R—7L—
LTINS TRET 5, HLZ
S LIagmAa. AO—7HE
TIdia<. A2 2 — RBE
Tl LEITNIEEs5mh >
5. BEOAKEEOBELNS. FFROEHZT 5 LSRR >f2fc5
2. LoEW NBIEAZ Y Z— FEOERTIE ST EEMCER.
Ay bEBISTRLZDY 3y FTIRATWS % A7) —2DIANT S
LIEBHEEDFZECO. MED [FEI ZBRZEEDICLIEEER 5,
ZLTAHMETIE. 20D TRRE] DiTAD. Mo DEREAINEICHER 28N
fEofcb@Blf %, IbbZnd. RESLHEGHBXABE. BRIFD
THEWHDHBICHE K. RDEDITHFODNTWAS, 5L T8 26
DEFEDOREER L TWEDTH S,

—FA. FIHOEZERDIESRD)IBEEK. U4 FE@EICE > (FEIT &
EBRIHEETEHEZE—T L —LIINDTRE T HEL DD, HoEd
MEEE. BREELLEZA LSBT EZHNA. BOICEHETE [[F—I7%5]
ICPWVWTEITEIED . TA KAV =2 DERICKE BB BDE|C
WoERL T, BRAICEICELNBIZ 3IDH. 7L—LRAICWVELSE

2 (0:36:03)
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B AT d

ERHENENS EEDEHED > TOFB0H (BORI[62] [1:09:24
—1:12:51]). FHUTH L TERIE, B<ERBICFDOLSEERERRNE
TRBTERL NIBEAR. F v ASORI THODEEREIL>T Y L42
T B, Lhb. BEOBCEBIL. EEE LohW ERIRT B,

THOBRESIE. 27— EHHCIEETT 2ENSMNAES (K70
E) k- TEAICHEIENFZRICH LT, BlcafIlcE L. £l
WBAfeEDREREFHEC (®3 TENMRUFE LERBI (60) D—
s BED. BRIZZOERNE
] Em&%t@ﬁaiotﬁ%
L3 BN\l Nz 28
| ErogmEC. B<KERBICE
B (=nglEnfzaflo

ZoR) A5 B,

5 LIcEED B DG
EE. BRBICRS T, BRROSEEbICEELEAARTAVSNATL
Teo BIAIE TEESETOIEEERSL (68, =FBFAR) CTIEEEEHARDTLE D
FEBOMEBR TIEMET 5 Llchofc €. ZADBITNET B0
I A BE R G 5 & S ICHBROEDN - ADZERE KT L (0:23:20).
FZAlCBIFFRE DAL (64, FHEER) Tl Eﬁ$%:xu/hﬁﬁk*
N, ZNEMATREZZEBOBEHLE L TIRRENS (0:33:35),
71— BT EN DD L S SR ES 2 5T DEHIE. ﬁ%@ﬁ
ECE ST T BOENIRBEICH LT, BB EEE LD &EDDE
B ofelZ@0ED,
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BEAREMERODEDZENMO>TWND, TUE¥ya—Y - F1—H—BE
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DNAKBREZT T EDBRENE Y THREINS. BEDHT AR
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THB, AEld. INET 710Vl /T—)b] ORATHLEBNST
EDEp o TAYYT - T RINAD & FTIZIN—ART T4 TH5
RAEL. YOV R JaPa7)b TAY POREREIRET 5T &I
£oT. TDOEFNGEHDERZBIETEDTH B,

I. EpkVnAOT 4

ATV =2 A MUABLHENS EFEBSIC, YREHAATIE. N
FTAVANYIVAVZ)VTENCBEEEE > TW ey aYy - 1 UT7 A
ZVERADA 1) 2 F ) VR (The Long Goodbye) H\3a > CRNET (4:54),
v I—KEELEEEIC. BIREATIIROEEEES 2 BDEHNY O
AV T4 VT TREIARZA S5ND, £TIE [TV - /T—)V] EED
BEAD KRR EWVWABEAD, ETAHDREFERET EICEALRDE
ITB)A—VHBEEICHRBBICANSERE. E5—HDT7T7—UH
BEICHRBRICTIN A ERIE. Folc{BLEEMGDIEEAT 7—I 3
DEEZDTHD, DXV ZVAIVE) v A—DEEET /HEIC
KBLoEYELIELZEDFE (V21474 - F27) 1T 1973FED LA
IHESLWNT T 2= UILEDBE RTLPR—=Z FZ Ry MENA T
BUDT—IVEEE (Vrv -1V RY) ([TEEDOBYRA Y OX Y
TA VT THVBZONSTUICHDFTESE ) BH>TLE >N,
ZDLE. TIARDPBEHMTHDZA—/I\—< =47 MIEBETDHE LA
A7 4 HALHMNCE Z—/S—DIER BGM (CLUED LWR—/L - E=1U7 +
FT—TANTRAVANGI)VAVZIINEEDS (6:05) OHFERTES
(EARDA—/IN\——7 v MCAETBFICT 77—V 3 VIFEBLTL
£O5DT. INLEYBEANZTETHS). BARLITTIEEL, T
DAOTAETDHBETI VT4V IICEDET (1FIF) M—DRERELT
BELEEINGHSBMELRCRVIRIND, ZLT. ZOAO7 1 1E
EORSTETEAFHREHINTVDL D ThHD, A—/\—<—4 v b
D=7 T VA TIFEARNBGM B CHoTe L DI, BIRIE. EARDAF
VOAEBESFNNULT Sy T - FR—EHRZZY FOBEEICEDY,
NN EET /BEBY D7 =T a vl KEDA > R—T+ &
BEF v A LBICEWVWSTEEETH S,
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ZA MUY ZISRENDHDTEFH Y b TEICEDLDTLE DB
Ty ZFEBD NEDBEREADWEIR) (Les vacances de Monsieur
Hulot, 1953) ICBWTHHER TE S, T ClE GBI DBREBRICLTHRA
EENBI LT 4y bEORICELZT A TH—H—HoEL T < (0:12-)
NS, 241 MIVINY 0 %5F DR Quel temps fait-il a Paris?) % &E%=d 5
FZLLADESR (R N Yy IR F2— J14T7ZT7+20ENE
JBICEFEEIN TV, ZNSIE 20 ML =0 2V RTHBITHEEN
B EZ T TEEINAERSMED T —HIC K ZEEEMNR & TN
e RZIC) I ETLE D TETEREEITHE—I N\ AV A5
HEZTWNADTH D, TOMERTIE T T > O AEHIC K D T DLQuel
temps fait-il a Paris?)—HHEIRZEC TCRELRIND. TDRTEH(The
Long Goodbye) DIHFHEEIFERINS A>T - 7w KINA) LT
BTN EEE, TlE M7« v R ITEWTETESERIHEE T
BEIERIND A MDA AT« DEEL Lz NE<DBERTAD
RIBIDZA MU= 2V ATHIT B b TEDRBHRREE S [FIR.
BERNREBEENNREZ 1T ZRICEASE ST & TEREEDOTH
SERRLED ETBEOOCLBEFHFEDTHA DD,

1945 FE(CBES N T 4 Ib L /D — )b DREDIRE] Mildred
Pierce, <A TIV « H—T 1 RBTE ,1945) Tl 21 ML =0 10X
IKBWTRENS Y Y R A2 F—ERIC K B2 A MVERD A O T «
D ra>g - 7w RINA) IZBF 224 MVEERRKIC. £RaBLTE
FEEL/N\Z—VICBEESNEEITIR)RENS, ZA MUY=
ATl REBEZOAOT 1 H\ Bl &> THIEEDITIBRL, TIVA—
TR TEEINS, ZOAOT A& 21 MU =7 T2 ADMED
BEFTDEEARDEAIRNE DIEIFESN. FELERIC. BH Z)VF
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T2 % (1:54), BMG R —27 T VAT BOLEZIFADY
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ICESRIOREINS 27:11) EARDREICR ST TA ML AELTH
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HE L. TARXDERAMVERT Y MIANTRICEWIWT S ET 3
V= TIFZEDAATAIERDKESBARBEC I 7 77— L ERHTR
WEE (1:39:51), EBEDE (=FALOZHBHDOXR) ZHKLIEEILAT
HAHRLZHIREND LR LIFEHDTBNT T UM EARITEY RS
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HIUFEELDIUBRENSEELL, Wofe & LeT7ROAOT A BT
WA= A b S TEHICHREVIRINS (1:45:42),

ZA NVERDAOT 1 /Ny ZICL TR BFE 28D T 1 THY
LT aw bEOEDUEDRWHRL TN EWD BREERDHE] ILHIF5
2A M= 7 ADRERNRIE [1F < DBERE ADKIRI DES —
7TV AITBDTEALIZE DA, (EESDIERICBNTE) BEHN
ET 14— 7 & LTEDEIINTZDIFEBHDZEWNT ETIEFEWLWL S ICBbN
%o BTEGESZ2A MUY ZITRENEAOT 11E (EBSDIERICHEWNT
) DEDEDIT] BELRELRVIBRINSDS THD, EEHHER
feBRYU 24 MLy ZLREDIE L6 TDERP. ERRDBmA DT
21 BRAICBWNT. ZNZNICEEEINZZ2 A MUBID A O T 1 &RV R
LEICT AT ENTES, DRROTEEL LINDT « )V L/ T — U ESR.
BIZIEE CKBREI Y IR « AZAFT—PBEH Lz [=D8ZA 2] 15
BARDTEL TV /S T—)bDigREEN. 7 RIVT - FAMvFa
YEHDEEFFEELEIRNE [<IVRZDE] (The Maltese Falcon, > 3>/
Ea1—XMVEEE, 1941) ®. T a4 )L S T—)MERDBEREHEEEL<
FNFIAFHROOE Y THHO1 DTy LB ITOY FOBRAENL
HAENE I T NI EREOMET AT 1Y K« ARX)LHAO—>
AT LT Ly FNSEDRICAWE G0z (Lady in the Lake, 0
IN—=Fb - BEVOX =B, 1947) GEICBWTE. 24 MUY ZITR
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HHUB] MEETT v )L138) £DIEHh S5 TH5, Tt —id [EHE
DEEITBHETATIE. A0 RIRIEBROHEEDNRIBNNRAE EhTE
AR OGERBWIEED T & Th b, (FBE) BRITEIZRE T 0.
FREVOTREDT D EELT BcdIcDh NS (Elsaesser 172,
A - I0EER 21) EBNTWB, BEHCRIEL DI MEROFE] ([THlF
B2 MUVHDAOT 1 IFET T T EEBEC SRR, HBHLIE
PFICHBERESN [FRE 2. D6, F=8 SV >TEEDTHEN
ATBEDIEEINT LV L L. ZNLEIC. EEOA DT 1 1&E
ICEARICBICHEIROEDTHBH. HEWVEEALETERLRELDEHD
THh-ote, d—TVICENE BREDOFEE] ICBWTHRYRINS R
A MV AOT 4 ICIEMBER—T 220D 2 DDIEENH S
(Gorbman 97), ZMlE. EARZEIBTRT BiEL. EARDBET 2%
TEDHGEICIBERNGZNRAE S X HIEEETH .

17 HIEICA 2 P TETFN 1BHICIC TV SV A TATERELIEAQRS
ROFRIHEAO I —0O v/ BREIB KU A U ABEN &I HED . Tk
[Ny RIZBWTE, IRETEREGMELZ HH2MEY v L& L
TO MAORST] BERTHT EEEDTz, TREFFIC. ¥ v ) UBRE
ELTD TAORSR] LADIERTH>TH. N\ Ty RTEIEENS
FRIE(IC—8B L O 5EANZER & LRSI 5% (Hayward
82), XARIIEVEDDY v IV TH B & BRI IFERREID.
DEYEHER/N\U DY FREDERE > TRNAEABETEHHHDIE, 2
BT Z, gt LizL DI IRIVZDE) » 702 ROFZFAE) =D
BAA) HHNE BEPDZZ) DEDGET AV -/ T—INERITH ST
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gel ZRITDTHBS, DX, TDOAOT1lE. B—lc. EARE 45
T L TS, EARD TERR] DFY [WE) 2T HHEERD
DCTHB, XORSTIHMBEZERE TAHAHZOEHMN/N Ty FIRE|C
BLT BUIBENAAOT 1 lE. EARD TR@E) &0 TERE] &R
o BEGE I HERAY/ N\ Ty FEUEICRSBEEFFHDO & D (Bordwell,
Staiger and Thompson) Td& . HNONEREICE > T HHEHA/N\U T v
RFERERYE ) 7 ) ALEFREEL T<NBEDTEH S,
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BLTRYIRINDS, ThUE ERIOAOTTEICHE S 2 EEHHD (B!
SELBEHEDBEDFN. 7A AT ) —LEZBES>THS>THITOETS
V=T VAT, ET/DIHIFDAAT 4 HTeEZE L £5HTFHE
DHHFDEDITTEEEINS [1:04:19]), LH L. ThiE FEDEHZA
YN 2 THaEEE] © [MERAIEE] ZRDELDTIEEL, TD XA
71 DREEEIE. BEARRICIE. fERDBLICESDET. DAUW ELT/NA
VADFEA[IETETESE. (FReAIi—RZEEZ5ELDIEDTH 5,

ro>7 - 7y RINA1 1LV TH, 2fRITE > T (The Long Good-
bye) DAOAT A DHHREICR Y REND, 24 ML 2—07 2L
D EEERGE & TDEEDRHELITCEI S THELN,

1246 EARNERADAF OAEEICRIE
- (UVv Y FR—F+HAZZY )
2611 EARD/N—ICAIE
- (N—DET7ZA MK BEESEY)
30220 FEARMEKFEEDROFUEREIFY
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4735 FAREF v IHBEE
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1:14:05 EARDAFT ODLEREX ]
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1:43:47 EANRHDAF> D=BUHH
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1:46:27 FARDAFT AROEANDBENRNED D
- (UIvvy - Fa2—)
1:49:29 EARDEANZELER LIEEBDIF!
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EEOEFRUAMNCHNTE. TOVT - Ty KINAT Tld, EARDE
BT B HEAVEEAREEESESL D EBBMmEICE (The Long Good-
bye) DAOT A HETEND, DEY. 2A b/b/i;’] ICRENZED
AAT AL TEROFEE) (BT B A07 1 EEERIC. EARNND [HER
e ZRFOTWADTH B, Tld. TODEEF Hﬁ@ﬂ’ﬁxﬂ% E] RO
SEABIEADD EEED—E Tl [12:46] 11:11:171. 11:43:47 1, [1:46:27 |
DABINCES>T. 77w « FE—ICELBBEBENMTON TS T &IC
ABELEL, INS4RBDT SV v Y « F2—ICKBA07 1 DEEIE
TR EARDAFY OAEEH B0 AT OAZFFNTcE EITRYEL,
CDT EFAEERT HDIEA DD 24 ML =7 TV XTEENS
A—/\—=< =47 FDBE TIFERNBGM DT & TBEEINT LA D
TAIEAFYOADBE CIE T T AV ARUCEEINTHRINDS, DF .
ZOAOT 1l TRROHE) ICHFHA07 « BRRIC. B—I. FA
N Her] T6H ZHUSEARD IMERR] DY TWE] Z/MELT
A%EE. SWRZINE. THE &0 NERM) ZBRE0,

zhlE. BIZIE. BEEROENAEPFEFHEOEN — T A S DET
HERITESEVOIELVWIRICESIVX -V L—IVBEED TV - 21
A0 (Lemillion, 1931) . BIRITHAND/\NV R T/l f—- A"V
ICKBEIMEIZ - 22 b TAEILRBYTT /D FEIMEISRS S
DD, HALZA IV TDRNBEICE > TEREICGTETES R 5T
S LXBEBO =2 XTIV (Muriel ou Le temps d'un retour, 1963)
BEICHBITAHRBEIIEG D, HEES. INSDRFIE (HEA) /\U
7w FEEICEBIT DL D7 NERE ICRIESNZ) 7)) ALZEETED
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TlEBEWHSTH S,

—h. M>7 -7y RINA) OFTIRVRENAHE—DAOT 1 &%
DI7I)I—avig B—lc. EARZE HER] L. KT, BHEET
% AHRE] EBEITEUDL, DL AVR2—T+>0h—2T7F,
N=DET /. 8F FBHDT SR\ KL% ECTHEHREND S
BHRANICBAL, TIEIZ70A07 1+ BEZE) & ANES] &
DRECDERERECT B, DXV ZNUIEROFENCSITHAOT 1
BRIC. EARE HER) 360 EARD MMERR) DY THE =4
LT eI 9. THNEL ZH58 T AHEE /DD THh 5, L
ZNE. TOEROF THREICEREIN TRENS AOT 1 EZOEHEE
AREBEEOBICHMS [NmEm) &0 BESME Z#nd, ZORTE. 2D
{ERIFETZEY ST L, a7 1) TLERS>TWVWBHEWNZ D,
LHL. TAY 70w RINA) BT B A7 1 HRY BESED (TIE.
Ak, (HEERY) /\UD v REEBICEENFT 5 HERE honX L
PECIECH TN S,

FNTE a7 - 7w RINAT & BEHN\U Ty RIEBECHB T &
HEIRT D, TOVERITIEAThe Long Goodbye) LAANCE TUA (DFA 7T
KeT7—74RXY)] OAOMNENSEEI VR - UL 710 v VDOBRIC
DIHRENDHHEET b, BERITHEDICBHEREZTD (Hooray for
Hollywood) &, /\U > FESBICBFENN\XE— /=7 LABE-
RSDZ 21— )0 TEBMKRT IV (Hollywood Hotel, 1937) (DEBER T
%, QT+ 7w RINA1 gz DN\ 7w FEFE [UA] oOd&E s
IR L. TOXRERROAF —TZ> %K S (The Long Goodbye) &
Btz CGEFS AT ET. BELER/N\U DY FEDARB CHHT &
HERY, FhE. RAGIEEBRDW/NY Dy RISIEIR (Hooray for Holly-
wood) & RIREROTZRINDE (The Long Goodbye) DIEAH. EHBE5E
BLY3=Z— X——DFIIHAELEDTH D EVDHUCEINEEREIC
SO TELE[TENEDTH 5,

I. BN ASABLOREY DR

(Hooray for Hollywood) \&. ZDIFADRT, BBICAA VT v Tx S
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(MR T IV AV FIV T 7—Tay), a7 - Ty RINA] IZH
FBRDY—0 TV ATIEEARD RFIVE - By U EZFE) | BBEA Y
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OHRCEAEINS T ICENT T LE 2 eEARTERRH > 1775 GRmENT
LED. BERRICEA V7 ZRBONEREIRRELIZE (17:34) BHHBY
AENTRFRAZEDECIEHEEN SIRERACENTEALDI/N—TZT—
(RIYVIZ5—) HREIN TV, BEAEICAZPER. BIFEDA
VOTEFDIN—TZIT—ICFREN>EY EF1F 5 (18:15), ZNETH
RAEICHOTEAATIEZTDELIES DL BMENSEBFRZEEIR =T
BOERICBEIL, N—T72I7— BEEHNSENEHTR) BLICEAR
EIRZA BT LTI D, BENZTOHSRAABELTCEICT BDIE. &FiES:
RENT TRFAILE - Zv o) L1EZ<Eh LIz (18:24) EARD. FIC
FTWNRA V0 HBEDEICEIIECS (DATIEZDOEEZIZ>EVE
YRR DBDOEEDSIRABTHIFAD—EEGAEICRD). (Swanee)
HEOATEATHETTHEBHRFTHS (19:25), TORIEZI VA L)b-
2 a—RICEZEECRYBAEELTCIHO /N T+ —< VY ATARZELE
TJA—R T4 )72V THY . YIORFEE—F—BE I+ X - >>2H—]
(The Jazz Singer, 7= >/ « 7AXZ > REEE ,1927) (cEELEET IV -T2
)LV D919 FED Yy bl (H—> a4 {Ffh) TH5, Bic& T A,
BNEM(CABLD T DELNETDLSBERIRE L TOV Y - Jw RINA] T
BT EHHENN) Ty FEESEICHT HERDUEDTH DT EHHERE
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TDY—0 xR EE 52— EF LR L THEL D, BHcRIz& DI,
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BRI SNEERBH SBOENAE—H—F B THEITR
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ANRDENY O—R 7Y Tclzd, LHLaWiEIsic. 2T BF
ISEERZEICBE LIcEEDER CHAICEDND DS T, BURDIHDEEED
50D 3y MEDS (B%) DTHA (1948), DT &EF/O—R77Y
TN RRY DEARDBOFIC. BLS[SBEHEEENFHENT
ARUZEHNA TN EDBHERRTES, DE Y. VA—XRT7 v THhi7hH
N, FEA VIZEGFAZEICVDEARITTFURID. AATEITHEE
BEANERODTLEWV BNEHTRABULICEAREMRLEHT D TH S,

BEICHWNT EE YR 1FEEICEE (BF) LYLERTHS,
FhuE. BENEREBESEEE LIcEE T, 7O0—AT7 v 7tk > T
ROLNEFEBT S, ' ODNONERIL EEICEBAMOSELYE [
EFRT DT ET. ZONIHD SEDKE S HEREPRIFERE > TULBH\
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FOMMBEPH LT LT, WFRICBFEEZRLITHE LTZDOH. 7V
JLy Ry FOvIEETHB, FHAENZEZDOMBEHAL TV
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SIS LGEWAAT BYR) I TENEHTARZBLTEA VT EH
NOROEZEmICHLET, B TRE] IFRERTEHZAREF LK
DICEFICES>THRAE LT [RFEFE) OFEETHS, LHL. 2DY—
7 TV ATBA T DFEERBDREDND HDIEA DD
MBE (&, ZNABBBRICBLEINESAYO TREm) #AE LT 5
DTHBD, LIehoT. ZOREEBEEIEINEE. ZOANIHMAZEEZ T
WBDOHOOHOEHEWNEWDIT AR A EEHET, [HFEWN] OARTIVT
0)/ I VAT TRITE>TRAZEVE] OYaw MckoT. 2t
NO TRE] D HEgt) ZIDEVNS FELSWSNS, HEES.
zzma%%tﬁ#z&yz@%%&m%5@5?%awhyﬁ&m
RINAL DEGAZEDY—7 T ATH, BFRIC. TRRUDE] & TH-
FEWVE[SEES TAIOBRY A TESRGEDE] DH5HT7 AR
LITRRLET T &L ST EALD TAE] &0 LEGE] ZkéS &
T35, LH L. FiclE, BERPERFICRINE LIFAOEDGEL, G
BORIE. MEEBICK>TRYRENAEBDEZ., D% W, KALIE
SEEDBED Y AU EDHSIEWNDS TH D, . DY —7 T > ATl
WIEE L [ AR ZDWSRIE ] B ELDTH D, [BE) & TRE) &n [E
Bk AMFICE o HEYN\Y Ty RBEDF AL, ZNaAVSI50
DRSREDIZEEICL DT, TTTHERALEELCRTEEHES,

I. EATEGVWA—LTY

IET CHNEL DIc. TaIbEY 2 - Ra TEY RDRB A AT IEEHR

50

Ma>7 - 7w RSA) ICB 3 Kbk

B TRIRLEE BT EDEWVESITRZ D, 7V NV DBEBIETIEE
DIERICBNVTEEEICESNS [A—L) A MOV T - Fw RIN1] (T
PVTIE—BZL, BHTH, OEERZSIC B NDA—L1 /b\?)i
BEN20IE. N—DADYZ—CDOR\WI V> 3 b Thd, 8
?L\%E)\ SDTTNFORAD A+ ATER Ltt@%ﬂb@b\kéo
NEREEN. FHEFHOUICLTWB/N—EEL, ZTIcidE, B8

—(‘35%)?&’\@% LUWMKBEDREDNRIN T W e, IN\—DAT 2 —LCEE%F
T e EANDMEREBENBEZ I D102 1 VIV DEMEDERIED S

LEENg (27:33), ERIc. TNnESUTHRIZERP > EBIEH LT
A—=LL Y ZAHMEDANEREIGAMNTIT s REHNRE D, IEFBHT
EDBENWR—=LL Y AEREIRDE=BY O— X7 TTIRASE TIC
Bhd 5, L L. TOX—LANEE THENRDMES, TDERIL
A CHADD%

1960 FREBFNH 70 FARICH TEIEENIKEMEICHS WL TRRAIC
BuenadEoIcEo2eX—L L Xi&. 1920 ERICIEBEEICZ DREH
YESNT Wz (Cook, 360), JL—N> « L= T VEEBED I58RIEEL
TIB&EFJ (Love Me Tonight, 1932) COFFEY —> T - v 75
EEE D TEELD T A V) 51 (American Madness, 1932) (C B BEFETD> 3
aE. RPEBDERAIG T < —EDIER_ETHRERT 52 EHNTESDN
— 9| Lﬁﬁb\bﬂécﬁ’) EABETIUITND S A0 FOmBEET 5
DTH B, THUTE. 1946 FIT 16 S AATHDA——L > AHFHA
TNTLER. *Tﬁi%ﬂﬁ@% TV ZAR—Y kBRI fEhnTErfzs
EVSEBFED O, HIHTDORBERA—LL > XDRFE (1963 &)
ERRTC /\'J Ty RICBEWTREICR—LEVWSMRFELZRETET
Wo el TV ERFIERERDH AEETE b Tholce TDRRII>
7’:1@@?& L/_(/ W VEERY EFCGGREETWANIL N ET 02—
SNUE. BORX—LAIEEE T2+ ZOBEDEK S ] (Belton and Tector 14)
ThHzrEWVND, MOy - 7w RINAI (LBFBIN—HT 2 R2—TDIX—
Lav bsEle TBE] [CR2EDEVZEDIEA DD,

FARDENERBIEHAT BRA— LA VHMThNsE., bnbhEE
IEZNUTIERSHDEBRND BT EEZ D, TT I HEMNCRESNT
WBDHE LNGWERSTEA S, LH LUN—AT 2 —TDEBENDX—

sI



AN TR

LA DORIEICIERIDOBIZBAIIC KD POV 3 v FAMBEREINA T &IE
T DX HEDNDBEEADSDA— LAV THEWT EISHESHTH S,
Tl TNHORNFEDRSDSDEDIEEHB LR, BREIXEDL D%
BFZE Y TEERZIRIT A THA 2D, UT T pEZEHM L, A
WEFnE TZTAZT) w2 d 3y MX—LA V] THBDHE LN
WEEIF T BIBaDEASNDTEA D, Thy I\ e— 3> EEE) (The
Conversation, 7> X « F+ JvRZEE,1974) DBEHEICE SN 5.
[BEMECRTAT 7 L—2 EOAATHREICEORERTHAHIA
DEEZ TEEANNEITOV T EWA—TZ 0TV 3y MaEHEn
IChicd, HHNE TEEDFEERIFRNA—LA>V] THAOHhE
BEZIRTEHE NGV, BIAIE TT10)V KN F) (The Wild
Bunch, % [x + XF/N—BE, 1969) OFEE,. FARTEEAEZE LR
HITBHY—NCCDESIBREZESRBEVN/ & A—LHZHEEINT
Wb NIV EFT U 2—0DIERHT 5 1BHE] WX—LEETDRATD
HEDHZVDTIFENEA DD, HBWLIE TBENZAYIDRERRDSE
WERT A—LA V] EEHEEICESNERIRTH S, HIAEXT/N)—-
1J> R0 (Barry Lyndon, A2>")— « F1—71) v 788, 1975) Daj
FTC. BHGEREDTEZR TEE. FRAINTLE D EFARHLERND
a7y o AEENEREICTRD TWO L EFF CHIRMICBL SN T
%, REIC [BRENTEANDOBRDEFLEAZTERT A— LA V] HHEIT
THEEWV, TBEHEWVWTDED (Summer of 42, D/\—k « < HVEE,
1971) OHEE. EARDDENMENDAEZELSDF X ERBICT T,
BE CTOHEEERBLTERITES Y —7 TV ATZORTERERT 5
TEDTES, BEIF. EARDEBENEX—LAUHIEEN. ZODFIEIC
BOBZAIINCK D POV 3y FHAGEVE, BIRINs 4BEDS>EE
NHODMTONTWAZ EEIFL CERZFRT 5D TH 5,

o> - 7w BINA) EERRICBHEES Nz TRKIREDLREE] (Al the
President’s Men, 7=/« ]« I\ S8, 1976) (CbE . EARDDE
Y CHAFERENERIEHESERE CEEI RN Y ay MDD, 7
74 AONDE T SRNCEENF e EARDBRIREENETEZ T 51204
A VIV BENEDOEARD S LEIN S, B, TNESTHHRIFE
BEICPH> Y EBIEE LIEXA—LL Y AHED AN EREISIHWNTT

52

Ma>7 - 7w RSA) ICB 3 Kbk

< (48:35), RENEE S, FARFIERIREE L DRFEEZHT S5,
BEND A —2—7— FEHFORONERLZITED TWA T LICKUTEA
BB, EEBTEDHEWA—LL Y REREBIHOEA Y O—2 7 v I T
RABDETCITEAT S, DK, CHY LCHY EFARDENEELT S
A= LA NIEDDIBIRRE L EH) L TWDDTH D, TDXIITLT [E
SERDEARDEND S Y A A—LA V] & [BRENTEAMDER
REDBFE W ERT R—LA Y] TEEHADDEFRT DEEDHFIC
IKIRBDRER) VRIS Z DD TH S,

TE >y - 7w RINA1 1ZBT B IN—HTVZ—TDA—LA>
WEESTEAID, AIFEBDRRER) ICHBITABEEERDT 3y b EERE. /\—
DHT > 2—|CBRNF e EARDERBENESEZ T AT A VIV T HE
DBRLETND, ZNERTDRIEEP > Y EFIERDTEA—LL VX
DEARDENEREISGEDNTCIT, BFENENRENBETL>TH
A—LDEEIFFENTNS, BEDBIE. BEFDEARNDI— LAY
I MBRENFEAMDERBRDE E W | ZHIRF L CEMIIF BB DIEA DD,

XA TEY ROBBHATIELREEB CTRIBLEE ST 0L 7L
FUDEEBIETCIFEDERICBWVWTHIEEICESNS TX—L] H IO
2 Ty RINA I ITEWTE—BZWNT &ddklciNfz, TlE #ns
IEWNSTEWEDLBWHBDIEA DD, FhlLfcy—7 T VAL TITEE
NBA—LAVOEEE>EDT N LTHE D,

0:40 JRICEEAEESNDDONY RTETWAEALIC

1:56 EEZARTAEALRDEBAZICHEICOO—XT7 v T

3:15 EEZEBANEUVVRICRET 2 EARIC

342 H¥ETIAHRA >V AIELHERDE v E—f=BIc

512 VU7 - 00Z—0O4— b TEZEIESTZRAIC

516 N—=/\T « A2V T v DYENET AT - 2OZ—D
SFEIC

525 X7 - 0Z—AH T RADEIC

6:05 R—/\—=X—7 v MZADTWCEARIT

711 AU—=TZVRDF vy b7 RERETEARIC

918 MT7ZYRFDFvy b T7—RaEAH)—TZ> FOEEFRICAN

53



AN YR

BEANLNC = H\icyn—A7v S
11:03 FARDRDFINCIETE B RADEIC
12:06 #EEDF > /\—THITETHEARNERANIT
13:16 EECAFYOAENES> TV EAIT
13:35 8. BEICRSTEALDE(C
14:20 KB TR TWAIEEEARIC
15:35 7 UNAAEET EARLIC
16:55 FARNZTETT BAIEEEARIC
1734 RBUTA 0 HEMHIFENBEIC
18:00 ERFCHEDEHIHDRA—/\—<—47 v FDIE&IC
20:53 7 —DEDFMAEEZ B SNIcEARIC
21:39 2<HASBTEWF v 7D ExBHhNcEARIC
21:49 RADENEZRZ L TV eh &SR HEEREIC
22:03 BRDEDT EEBVIRENZEIREIC
22:06 RADMEEDT EzBhNicEARIC
23:01 BRI\ Rz > TIRIOIH S ZE < EARIC
23:30 EAREMWRISKEZETT5 I=ZAIC
23:33 FiFRAESITES EARDEAEIC
23:98 RADFALEIHEL SH S TNEEARIC
26:41 N\—TEBEHMZEHFE L TWAHET ZX ML
27:33 HFEEICERA T HEALIC

HHETICERZ T DEARICBENDE TCDR—LA VT EFEDHA
el THRIC29E, HZDY—7 TV RICHITEHA—LA I 30[E
BlicHcd, T LTI A—LDEEE T DTH D, CHY LD
D EFANRDENERBEY 2 X — LA VNFROOIBIREL &S L TULNDD
HE LNEL, TRFREDRER] EERIC [BFERDOEARDENP D <
DEREMCA—LAY] & TBRENANOESRROEE Y 2R g XA—L
A2 TEEHAOIDEFRT HEZOMEFIC A>T - 7y RINA1
AERITIEAL D ELTLBDHE LNEL, U BTSNV E
TUR—DIEET 5L 57 TR (CXZEHDTIEEL, LHL. SEIE
TNEREIELCHTEDTERL, BEGES. LETHALDIT. &

54

a2 7« 7w RSA ) SBT3 Kbk

DY—=V T VRACEDZETCDA—LAVHETEZD L THD, BHA
@ TRE) O DEFE] ZRTI1ETDOR— LA NE ZDERLSZUITE D
CHRROEREZIERELTLESDTH 2,

V. ARMDGVEAN

TC. TTTEARANDBZ N ICEBAERBIT THEL, TNUE 7
DERBETCEE AR OF v T DRATH B, RIEHAHE. EALDEE
TEDDEWNBRODEICOA- A—J0MERY 57, s LIcEin.
WLZIFMEHNDEEBL. AEULR,

Fv U IDBIROEIE. INETICEIEUTRUBRADRIDERICZ >
TET, 1931 ECBHES N v > JBRE TEERDE (The Public Ene-
my, T4 )7 LA T TIVRVERE) Tl TO> T - 7w FINA ] Bk
Fv I MEIRDBICENZ 55 DBEHH 5, BesDILSEHRDEICD
WeEARDF v > J1E, BABRHIICEERG T S ICEEAE RTIBROR
S REEATICASEL, EVEWVIESTBITA. Kldss. FH
ICE D EFEBRADNTERDREDIR L, TOOEEICERII T Ty
VIlE BMBRDBICHAEINTWVWABTFHFFHIchY bEnfedL—T77
)=V ZIEEOEIHR LT3 (45:01), 1930 FEICHIEI N, 1966 FF
TZDOMN1EFE LIKEDORBEEBERE (N X - O—F) [Ti&
MR © [ERGTABIUREBEERE] (COWT TREDEERNTE
BELTIRD T & (N0EE THRAR) (W8 MBEREHIEREESR] 165) &0
BHDH oz TEROBU IENA X« O— ROEIRICERINS L DI
BAERDIERTIEHEHEDD. B TCOBERBNDRIHEEICISE THE
FLOHGEIENE D,

1953FDT A )L+ /T —) Ve MEEIIMBICHES A) (The Big Heat,
Ty s VTR, 1953) THERIEY . BIROEHNEADRNDER
E5B, BM[UTCHE LD\ T DIEREIE. HAHK. BIRERICH 7o)
BERTIVOSBE CECE THLULAALTLE S, RIRDE. BEIFEA
DF v VGBS GO EBBA-EIN. T4 57Ty a—&8TW
EBRDOTIEA DL, ZOREICKTWNeF v > Jlk. BEBRD L T#HEL T
WAIO—bt—EvFv—%EY EFIRZOBEICO— b —Z30EH T 5,

55



AN YR

—EDRNY— VIV REDBRLTHZ L. TNOIE BofeF v IH
BEENERSY 3y b (1:00:53) ) = 74254 - RYvFTRASN
foRERDI—t—Ry bEZNZERY EIFAROBO> 3y b (BE
Tl ZOLEITEROBIEHERES) — [HMEICWSF v > JOMEkS
DMEBDRBICENTWND ETANELHBEEZ B E A CUEUOEAS
ADTL B3y b D3IDDHY FHSERINTWVWST DD %,
DEY BRHAI - —EEEICNTOSNDEZEDHEEIZESNEL, N\
AR A— FEADIER CTH AT DOBREIE. > T 1 VT IUREICK S &
FMHEDTR] ICK 2T HIEAEEBE LRI TIEINHODL S EHEE
HEREICEZ 5T EICRHLTNEDTH 5,

ANA X+ OA— FOERDEREMICHEE LTz 1967 FLIE. /N 7w FBR
BICHBITEBIEBIE2RICENETD MEX LOHEEE] & NEGE
DIK] ZRO>TWL, THLEEFIEDEHAT IOV T - 7w RINAT D
BIgEY—0 TV AMESNTcDTH S, LHL. TDY—T TV AHE
ELRDIE. TOEEIVER LOHEEHES EFEMEOTR] iNbnTn
OS5 ENS T TIEEL,

A—RoT/U5lE MEEIR M—)—%ZBf#d 5L E. FAR (causality)
A HHEMEENEDRSICERER— L TVWAHZEIRA D HENEKL
HEWNEE D, —MRIICWZIE. TOR—IIBEDEIRETH S, L. 7
NCKSTTZTATHZFDA =) =R EX b= —FRH 555
Oy FDEBTREEYUNT S 704X TH 5] (Bordwell, Staiger and
Thompson 19) & T %, TREDE ([CHWNT, Fv 713515 R
DEEICT L—T 7=V EB UM zDh, ZOEHEIFBER TH S, T
VIDEARBICERENE S &I BDOEBRNENA D2 EHNSEVEWIC
T BEAMEEZE CSTEh 5 Thd, HHWE MEEIFMBITEEA) I
BV, Fv 3 EEEROEIC O— —E 0N Db, ZTDE)
BIEE ST LTW5, BODBAD. H5 DT EHOENTT HITHIEDER
BNEADTITOI2DTH 5. WEDRROFR Z5 D DILBEETH A D,
TlE ra>y - 7wy RINA1 OF v > 73 EIEROBEICO— 7 xRy
TATDIEADD, BRIFBADT v T DEEMEDLZDEETOEY
FoTWeh . AEDEICHLE>TEARDIRD 7 Ax ./ v LTz
DCTHBD, Fv U JIEHEEERRICBEAN, TOELETEEEL, BER

56

a2 7« 7w RSA ) SBT3 Kbk

TERL, ROBEE. RIXIBROBERSOMNSTIH - I—ZDfAEIRY T
A9 (52:46), WEHDERICADTERTEIEFRZLTO—7HRTRSN
BIMBET BITAIEADID, HHWNE. AFTOATEKRLIERADFEERS
LIceDEEEDTEWVEAREB T DI ERRNTH O 2DEAD
e LHOL. Z2THELTE. feolcSZDERLEEEELEED
DBDDIBANDEBEDBZMET 5 T8 &9 BIKiE DI WEETHE
BAH S, ZZITlE. bNONEBEEAWESTEAETD 65L&
(verisimilitude) ] (Chatman 48) HVREBNCRITT NS, Fv¥ T DRA
DRARD DRNNCIETOY FDIRTZIEHET S [ERR] . SR
k. 2070y MhlFs BEgsEl ARATIHEVDTH S,

T TNETIFHBEEETHOIEEARD HFITHS THR] HEDHEL
BENETETZEHIPOTL B, BlEdHBHH. AEHEDLTICAFIINE
RIL Do EARDZDEREE LTV ERAK. SRFBE0OEAMEMLE
IT3R L. BRICBEDISTTAFY ONEENTZDTH S, EARIIRAD
BENRAERLETHE. REaF oW E oK BIETORAZE SRS
(1:49:15) s RADRIFHNEBRNEE TN,

ra>7 -« 7w RINA) DRARENSEIAEIC, KLU A S - 2—
VERF DGO REINTWS, Z DO ERELER L THEHE OV -
Ty BRI ) BT BEALRDITADWVDIRHRLZEDTH > eh DS
MCHEBIET T, —EIROMEE#E N [4—7 1 /\J—] (Dirty Harry,
R« =4 )VEEE, 1971) 1T E e EARD——TCTHEE>EA
BERLBNEERETY T TV ADH B, IKETAY FDIRRAEE
ZbT B0 8% MNEBICEHRVKSENTWADHHEEE TE .
F—IT. BLDHSNTWVWADIFBENEEEFHRRAILTH Y. EALIEH]
FLEWVDIIHTHD, BIIC. EARIFTNETICERINTERRLDIC
METH I EASFERETEIZVEEN DS, B=IT. ILAFHREFFE.
DEZNEICER> TV, BIUC. EARIFIBAESHB Y. BHHEER
HE oMM felesd. OHBIFIEEFREDAD TIIThN S, LLEDK
S0 178y bR ISHERIOBERGEFREICE o TIHMIC [IEHL]
TNTWBDTH 5,

Tli& M7 - 7w RN BT BHEY— . EDOKDITKRIRE
NTWBTHAOD,. B—IT. BLDOHSNTVBDIEFRERNERNIET

57



AN YR

IEHBD. BINEDIFEDETH Y EARICTE > TFRADET LHE
W BT, EARGMELWF v S 7 2—E LTHEHIN. TNETED
e BHERS 2MEAHNEH DT, B=IC, RAKEESERF > TLEL,
BT, RANEE T DEENTh D, TTiTid I70y bDRR &
EELT 2700 [#hE ] DNE oz <HERTERL, [TOv FDIRR]
ERERDOFHEER D L BERICTON. ZnH TEHL] N5
T EIFEL, BEHNZINE TOYENSHETESDIE. EARDEANE
o7 8 1$HD TEYY ) THASEWDITEDHTHD, LHL.
Fr o TDRIAMRS SR AR ZNaM—0 18 &I 5IiE0n
TEINEEN DD, ZITIE. DNONEEEMNESIS TS0 T£-5&
HE5LE ) HRIFTTVD, EARDBERIRSSHEIICEE . 70Ov b
DRTEEHLTS AR . EVBRANE. ZOTOy MchiFsd NE
g ML TWBDTH B, °

&

rm>7 - 27v RIN1] DEARLE. HARDHES5T. ZOHEICHL
THEBHER TH D, DFY. REEATICL CFRED 3 BFICHDE
WEDfeSICF vy 7= REBWNT). kIEEED EERLIK
ANZRIEADNTICAF Y DAEBOHE CEOTVWE ZDERAELCS).
BAICERAES BHESTE BN I~ v I REE
WIZITE, ZOREEZITERSKEL) DTHB, LH L. HE—DRECH
HHIBEIBREHITUCASTENVRIRY THTITE. RAISRAZRDORTICH
ERAR L BASROERERECEEHTWNEE S, EARDATITEUN
FAHDELTVBREDIFESICE D THIEFPMEDGTWNEDE, HoSlEH
N&75< 1970 FRABBOYEEARADENZD TH B, AMEICIE. EAR
Bk, FCHREZEEZ CLESTZEOHI LOAHE STV EFT
Be (TAFRBICGE S TEARICEDIFHEENEAZI VI I T A RD T )LF
ERE. ZOERKRBERALBMEGSREFET) 7. < 7-00="—
DFFTCH B, EIE. EARERICTAVRAELTRSH. I\—T 4D
L CRERNEICmEINER. AKEZRLTLE D, BElE. HE/N
U7y RBRECERE LTAHBE b OMELL FERRLz TRROER]I TO

58

a2 7« 7w RSA ) SBT3 Kbk

IN=INT - REZVTqwv o T2y MHE TUA - TZ5R—1 [Rio
Bravo, I\T— K « R—27 B ,1959]) TOI+)bBE—- TLF >,
LTIV I—LX - AF2T—F) MEERH. &LF v JIKiEznod
MELHE-<BLYT. FEDETROSNTLE D,

ra> 70w RINA 1 & 1970 ERAIFBICRIoNTZF LWL [T )b
JT—=IV] THB, LHL. BRI, TOfEGRIE. (T4 )VL/T—)l]
EWD T vV VDORSBAE A T, HER/ N\ Dy FEEH S DEDEK T
DR SHH T AEm CH D B,

COMBOFEARNE, S DMHEE EBITERDT 1973 FOYIFEHER
APOTCECLEofcHEN/N) Dy FERRBEODBA L ENETH D,
& BEOHAHETREFEZ ZOF LLRBODEH CHB =M Cldd
feh. TNOZBRATE LT ENTEGED Ofc, BEINE [XO7 1
H AZAHELD D3 v b & BFFD [(R—LAV] &, BH
BHRIS [WE &0 NEGHE] ZOERRT T EETERD DD TH
Do DAL« =UITEWTRIEE D EDHEM/NY Ty FIRBIODIEE
WY, D—VHRCBIROEBER STcF v > JORAEBEKRD, 70 M
EEbT 5 DEE ZREEVRNETHTSICES, <O5LT. B8
HEEDHT<F LOVBREIDF LWVEIZAY &35, HEY/N\D Ty PR
BIXCCTEOPLESDRERDZDDTH S, UADOTE EHITIFY
ENT Wz (Hooray for Hollywood) H. EBREICEEZBIFTE> TV EA
NITEBZBDIY R LT70 vV EEBICBURNEY, BARED 7L —
HHWE THmR) Z#=EBKT S ‘hooray’ |&. ‘hurray’ &2 DDEMTH D,
‘hooray’ IR DTEHAEICIE TEXES] ODEREH ST A EARIEH D
TWlGBUOTEL,

i

T T74)VA - /D)) GEEETEGAID SEHFHINZY v VTG
HENESRICE > THIILIEY v VIV TH D, Ny RBEEEICHITEY v
VIVOBERITDOWTIEmMEE (TBRES v >/)Vaml) 1TEELLY

2 AEE TT0)0L - /T—IV) HBEWEZOY TI v )bE LTO HEEE )
T4y -<—07%) OHETRTH S & T 55mE | Karp, Ward 1EHDZEL,

3 ON—=hr TV MERICBITAIREBOEADEGY F—J7—ZvEV -

59



AN YR

AAT7A—T) LDV TE, NFaBEBEEINL,

4 BREICHITHEORINCOWVWCH LIRS (ALY M) DomEELT
Balazs 75 &, ITEDE D TlE Deleuze (ZH %E,

5 COERIEFvYRI—ICKBRIELIGEL S,

SIRAMEY R b

Balazs, Béla. Der Geist Des Films. Frankfurt am Main: Suhrkamp, 2001. ((f 2 AE—, &
NZR TEEMAR —BED K> V)VF—] &FERE, 1986)

Belton, John, and Lyle Tector. “The Bionic Eye.” Film Comment 16, no. 5 (1980).
Bordwell, David, Janet Staiger, and Kristin Thompson. The Classical Hollywood Cinema:
Film Style & Mode of Production to 1960. London: Routledge & Kegan Paul, 1985.
Chatman, Seymour Benjamin. Story and Discourse: Narrative Structure in Fiction and Film.

Ithaca, N.Y.: Cornell University Press, 1978.

Cook, David A. Lost Illusions: American Cinema in the Shadow of Watergate and Vietnam,
1970-1979, History of the American Cinema; V. 9. New York: Scribner, 2000.

Deleuze, Gilles. Limage-Mouvement. Paris: Editions de Minuit, 1983. (Bf3£I8 , ZEHEEIR
I 2 1881 A=) | ABKFHERRE , 2008 )

Elsaesser, Thomas. “Tales of Sound and Fury: Observations on the Family Melodrama.” In
Movies and Methods: An Anthology Volume 2, edited by Bill Nichols. Berkeley and Los
Angeles: University of California Press, 1985. (AHEZE4C , MNBERPERER [EE L)
DR 772V — - AORSINORR] , EABRIFHR M5 BEERE
M1 B, A&, A=), [TV LT— Mk, 1998 ] PR

Gorbman, Claudia. Unheard Melodies: Narrative Film Music. Indiana University Press,
1987.

Hayward, Susan. Cinema Studies: The Key Concepts. 3rd ed. London: Routledge, 2006.

Karp, Alan. The Films of Robert Altman. Metuchen and London: The Scarecrow Press. Inc.,
1981.

Ward, Elizabeth. “The Post-Noir PI.: The Long Goodbye and Hickey and Boggs.” In Film
Noir Reader, edited by Alain Silver and James Ursini. New York: Limelight Editions,
1996.

NEFEEMO/N—F - PV AMERICB T H2FEMBOTIVT )R —— F—
D7—=ovEV I AAT A= IS F =T =S VT F T IN] TR
EBffZE] no. 4 (2009) AU

NNEERRER TBREY v > JLag - /\U D RERED X 21 J1] , AL, 1996 &,

—. TBYE RIGDR ) 7« 7 X B/ \ U Dy RERBIDEN , SREZE , 1996 5,

— M7= R3>F—1 wFH: MEFRRER) , REERE, 2004 &£,

60

a2 7« 7w RSA ) SBT3 Kbk
— TREFEHET B\ - 7 - A= 3> - BE , &FEE 2010,

Ifganfft) (Lifeboat) . Dir. Alfred Hitchcock. 1944. DVD. 20th Century Fox, 2005.

E% DI E ) (Mildred Pierce) . Dir. Michael Curtiz. 1945. DVD. Warner Home Video,
2006.

[ K#RFED2EE) (All the President’s Men) . Dir. Alan J. Pakula. 1976. DVD. Warner Home
Video, 2006.

2 — 5 «/\')—J (Dirty Harry) . Dir. Don Siegel. 1971. DVD. Warner Home Video,
2002.

[MEEEMBITELA) (The Big Heat) . Dir. Fritz Lang. 1953. DVD. Sony Pictures Home
Entertainment, 2006.

FME < DERXRETADKRERL (Les vacances de Monsieur Hulot) . Dir. Jacques Tati. 1953.
DVD. Bfi Video, 2004.

TRZOD@EI (The Public Enemy) . Dir. William A. Wellman. 1931. DVD. Warner Home
Video, 2005.

F&hE N (Vertigo) . Dir. Alfred Hitchcock. 1958. DVD. Universal Pictures, 2008.

FL~Xw 71 (Rebecca) . Dir. Alfred Hitchcock. 1940. DVD. Fremantle, 2008.

Fra>% -« 42w RJNA 1 (The Long Goodbye) . Dir. Robert Altman. 1973. DVD. MGM,
2002.

61



Mmemff7e) 6% (2011)
Cinema Studies, no. 6

4B 2011 5F) BAREFSERERX

Trapped in Between:

Interim Space/Time in Wong Kar-wai’s In the Mood for
Love and 2046

Kosuke Fujiki
Introduction

Hong Kong of the 1960s was marked by the consciousness of its identity
emerging out of the confrontation of two ideologies. On the one hand, Hong
Kong, then a British colony, had undergone post-war modernization within
the capitalist economic system, thanks to the Hong Kong government’s lais-
sez-faire attitude toward the manufacturing industry, which had also benefited
from Commonwealth preferences (Endacott 316). On the other hand, the au-
thority of the government was being challenged by a series of protests, in-
cluding the 1967 riot by local communists influenced by the Cultural Revolu-
tion in mainland China. Faced with the growing tension between colonial and
Chinese nationalist ideologies, the government encouraged the development
of a distinct local identity by promoting the Hong Kong Festival and other lo-
cal events, thereby assuaging the upsurge of anticolonial sentiments among
the people (Chu 317). More than three decades later, when Wong Kar-wai
was shooting back-to-back the last two parts of his 1960s trilogy, I the Mood
Sor Love (2000) and 2046 (2004), he was keenly aware that the decade of the
1960s was the historical fulcrum of Hong Kong’s developing consciousness
of identity. When interviewed, he put stress particularly on the significance
of 1966, the year in which the story of In the Mood for Love ends and that of
2046 commences, saying:

1966 marks a turning point in Hong Kong’s history. The Cultural
Revolution in the mainland had lots of knock-on effects, and forced
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Hong Kong people to think hard about their future. [...] So 1966 is the

end of something and the beginning of something else. (Rayns 16)
Wong’s statement takes on further significance in light of the political con-
text of post-1997 Hong Kong, for the city’s current status suggests that “the
end of something and the beginning of something else” occurred also with
the handover of sovereignty in 1997, at which time Hong Kong became a
Special Administrative Region of China. Since that time, China’s “one coun-
try, two systems” policy has been maintained in Hong Kong in accordance
with Article 5 of the Hong Kong Basic Law, which stipulates that “[t]he so-
cialist system and policies shall not be practised in the Hong Kong Special
Administrative Region, and the previous capitalist system and way of life
shall remain unchanged for 50 years” (“The Basic Law” 193).! Thus, Hong
Kong is now in a fifty-year moratorium period before it is to be fully integrat-
ed into socialist China in 2047 and the people of Hong Kong are being prod-
ded by this transitional political status to, in Wong’s words, “think hard about
their future” to reflect upon their identity and history, as had been the case
during the tumultuous period of the Cultural Revolution in the 1960s.

Two of Wong Kar-wai’s post-1997 films, In the Mood for Love and 2046, in
various ways address the current political status of Hong Kong. This is
straightforward with the presence of obvious references, such as using the
last year of the fifty-year moratorium as a film title. However, Wong uses
less obvious references as well. In particular, both films make use of spaces
to suggest symbolically this current and historical position of Hong Kong. To
refer to these particular spaces, I introduce the expression “interim space.”
An interim space is a conscribed space, either one which is intervening be-
tween two other, often unseen, spaces or one which is serving as a transi-
tional, temporary habitat. The corridors in In the Mood for Love are an exam-
ple of the former type of interim space, and the hotel room in 2046 is an
example of the latter. Also, the films’ presentation of time as transitional and
impermanent can be similarly identified by the expression “interim time.”
This can be found in In the Mood for Love, which employs various time mark-

ers to signal that the relationship of the protagonists, Chow Mo-wan and Su
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Lizhen (known as Mrs. Chan in the film), will not last. In 2046, which is im-
bued with nostalgia for a bygone era, Mo-wan denies the passage of time by
refusing to engage in a lasting relationship and by inventing a timeless space
of nostalgia in his sci-fi novel. In the following analysis, I will use these ex-
pressions “interim space” and “interim time” in examining the spatial and
temporal representations in these two films, while also giving consideration
to their significance within the socio-political context of present-day Hong
Kong. An analysis of this kind would provide an allegorical reading of the
films comparable with Frederic Jameson’s national allegories, which are
based on the assertion of “certain nationalism” (“Third World” 65) in opposi-
tion to the colonial and hegemonic powers. However, as my discussion on
nostalgia will clarify, the films distance themselves from a nationalistic at-
tachment to the past and instead emphasize the fictive nature of nostalgic re-
membrances.

I. Through a Window Pane Darkly: In the Mood for Love

According to Carl Cassegard, Wong Kar-wai frequently portrays the tran-
sit between the world of the present and the world of memories, and uses
corridors and passages as places “through which protagonists pass from one
world to the other” (11). By expanding this use of memories, the depiction of
Hong Kong’s Shanghainese community in the 1960s within I the Mood for
Love can be understood as the nostalgic recollection of Wong, himself being
an émigré from Shanghai. However, the corridors and passages that charac-
terize the film’s mise-en-scéne may well suggest more than a mere pathway
from the present to the memories of the 1960s, as is made evident by consid-
eration of the following series of events. To begin, the first encounter of Mo-
wan and Lizhen takes place in the corridor of an apartment block where Mrs.
Suen lets a room to Lizhen and her husband (0:01:12-0:01:59). Mo-wan ap-
pears as Lizhen leaves Mrs. Suen’s apartment, and he asks Mrs. Suen for a
room for himself and his wife. Mrs. Suen advises him to ask her neighbor in
the adjacent apartment, who also has a vacant room. The subsequent scene
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takes place in that same corridor when the two couples happen to move in on
the same day (0:02:00-0:03:33). Several men carry furniture into the two
apartments and a series of cross-cutting show Mo-wan and Lizhen each
standing in the hallway in front of their respective dwellings, complaining to
the movers that their belongings have been confused with those of their
neighbor. All the hustle and bustle that takes place in the corridor and hall-
ways may constitute an oblique reference to the drastic administrative shift
of Hong Kong on 1 July 1997 and to the various changes that ensued. The
corridors, therefore, have multiple representational functions, serving as a
symbolic space of migration and brief encounters as well as the precarious
position of post-1997 Hong Kong, cramped as it is between the colonial past
and the socialist regime to come.

More significantly, in terms of the analysis presented in this article, the
corridors provide examples of this interim space which appears throughout
the film. Interim space also takes the form of doorways, staircases, narrow
streets and the taxis that Mo-wan and Lizhen use as a means of transporta-
tion. In all cases, the characters are in transit to certain destinations yet are
temporarily lingering in the interim spaces. To emphasize further the signifi-
cance of such spaces, the duration of the sequences set within the interim
spaces is extended by slow motion and freeze framing. As James Udden
notes, the temporal manipulation by these techniques is recognized as one of
the distinctive visual styles of Wong Kar-wai’s works. These techniques dis-
rupt the linear flow of narrative time and create a temporality independent of
the diegesis. In the Mood for Love provides a particularly conspicuous tempo-
ral manipulation, as the sequences that employ slow motion and freeze fram-
ing are often accompanied by music. For example, “Yumeji’s Theme,” a mu-
sical piece taken from Seijun Suzuki’s Yumeji (1991), recurs nine times, with
five of those instances accompanying the scenes set in interim spaces such
as doorways where Mo-wan and Lizhen brush shoulders (0:04:12-0:05:07),
the stairs to a noodle stall (0:13:35-0:15:54; 0:22:55-0:24:23), a hotel corri-
dor (0:35:07-0:35:39), and a taxi where they hold hands (1:09:34-1:10:10).
Ludmila Moreira Macedo de Carvalho claims that the repetition of “Yumeji’'s
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Theme,” coupled with the slowed or freeze-framed movement of the charac-
ters, creates “stationary time” and a sense that “the characters are somehow
trapped inside this time” (202-203).” It is important to note, however, that
the confinement of Mo-wan and Lizhen is not only in time but also in space.
That is, their movements are caught within interim space, as though the lov-
ers (and, allegorically, contemporary Hong Kong) were unable to go back and
yet were hesitant to go forward.

Mo-wan and Lizhen’s confinement is visually presented in a scene where
the two take shelter from a heavy rain on their way home (1:02:46-1:04:29).
Mo-wan runs back from his apartment to bring his umbrella to Lizhen, who
nevertheless declines to use it for fear of the neighbors’ gossip. Unwilling to
leave her alone, Mo-wan keeps her company in the rain. The two are thus
stranded on the street, another interim space, which also serves as tempo-
rary refuge for them. Audrey Yue observes that the figures situated in nar-
row spaces in the film indicate claustrophobia to reflect the stifling environ-
ment of gossips and social mores (146). However, as the scene described
above suggests, this narrow interim space is at the same time a place where
Mo-wan and Lizhen can stay together momentarily. The rain-curtained street
corner brings the two together and, albeit temporarily, provides them with a
resting place free from the prying and patronizing neighbors and the lovers’
own emotional restraint. The provisional nature of the space forebodes the
inevitable end of their affair: during the rain, Mo-wan tells Lizhen that he is
leaving for Singapore.

The brief encounters of Mo-wan and Lizhen are also characterized by an
obsession with time, which visually takes the form of clocks. In the film,
close-ups of a clock are inserted into the scenes set in the workplaces of Li-
zhen and Mo-wan (0:19:01; 0:34:44; 0:41:36; 0:58:59; 1:12:11), as though gi-
gantic clocks were hanging over the protagonists. In addition, the use of
clocks plays on a pun: in Cantonese as well as in Mandarin Chinese, the word
for “clock” (jung in Cantonese; zhong in Mandarin) shares the same pronun-
ciation with the word for “to end.” Therefore, the clocks serve as reminders

of impermanence, implying that time for these two is interim time, which is
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inevitably going to run out. Images of clocks have appeared recurrently in
Wong Kar-wai’s earlier films, such as Days of Being Wild (1990), Chungking
Express (1994) and Fallen Angels (1995). The clocks in these films are redo-
lent of anxiety about the changes which the transfer of sovereignty might
trigger (Brunette 22), as if ticking to count down for the 1997 handover. The
reappearance of the clocks in In the Mood for Love, Wong’s first post-1997
film, however, suggests that another countdown has begun: namely, the
countdown to the total integration into the socialist system of China in 2047.

Time also appears as various temporal markers that permeate In the
Mood for Love. The film constantly depicts time through numerous minute
details that can be lost even in translation. For instance, Wong Kar-wai points
out that the foodstuffs mentioned in the film, though the names of the foods
are frequently omitted in the subtitles, are regarded as markers of certain
seasons in the Shanghainese community, indicating that “the food is telling
you that it is May, it is June, or that it is July” (Teo, Wong 127). A more no-
ticeable example of time markers is an array of cheongsam (traditional Chi-
nese garments) worn by Lizhen. In the film, a change of cheongsam is used
as an indicator of time lapse in what otherwise appears to be continuous se-
quences (Brunette 91).° For example, Lizhen’s cheongsam reveal a temporal
ellipsis that occurs when Mo-wan and Lizhen, dining together at a restau-
rant, eat the favorite dishes of their unfaithful spouses (0:32:59). The first
scene ends with a close-up of the steak that Lizhen is eating, as her fork
picks up a chunk of meat and dunks it in mustard. The next shot shows Li-
zhen, in a different cheongsam, conveying the fork to her mouth. The appar-
ent continuity of her action combined with supposedly diegetic music used to
bridge the scenes, “Aquellos ojos verdes” (“Those Green Eyes”) sung by Nat
King Cole, creates the impression that these scenes are part of one continu-
ous event. However, because Lizhen is wearing a different cheongsam, it is
evident that the scenes take place on two different days. The sudden change
of cheongsam draws attention to the temporal gap between the scenes. Ac-
cording to Kent Jones, such use of time markers leads the spectator to won-
der how much has changed or remained the same as time passes. Even
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though the characters (and many of the first-time viewers) may not be aware
of the passage of time, these time markers show that time is flying, implying
that there will inevitably come a time when their affair ends, because, as with
Hong Kong’s current status, the relationship of Mo-wan and Lizhen is haunt-
ed by an impending deadline: it is when Lizhen’s husband, who has been
having an affair with Mo-wan’s wife, comes back from his business trip in Ja-
pan. In other words, the two are living on interim time, fully aware that they
are only temporarily perching on the present moment.

For Mo-wan and Lizhen, life on interim time is informed with the anxiety
and awareness of a destiny beyond their control. This can be seen in their at-
tempts to comprehend, through playacting, events occurring in a different
time and place. Blair Miller asserts that their playacting renders the present
as a palimpsest of the past, creating a temporality in which the past and the
present are intermingled (63). However, the palimpsest of time in the film
has a more complex structure, for the scenes of the playacting reproduce not
only the past, but also the present and the future: firstly, Mo-wan and Lizhen
re-enact how their spouses’ affair began, each playing the role of the other’s
spouse (0:29:23-0:31:15); secondly, when they become certain that their
spouses have been staying in Japan together, the two wonder what their
spouses are doing at that moment and, presuming that their spouses are hav-
ing sex, go to a hotel (0:35:07-0:35:39); thirdly, Lizhen prepares for her fu-
ture confrontation with her husband, and Mo-wan and Lizhen then rehearse
their separation from each other (1:07:00-1:09:34). Cassegard compares
their playacting to Sigmund Freud’s fort da game and suggests that the play-
acting is a way for Mo-wan and Lizhen to mitigate both the trauma of having
been betrayed by their spouses in the past and the anticipated pain of separa-
tion in the future (16). In “Beyond the Pleasure Principle,” Freud records the
behavior of a child who has the habit of flinging away his toys. Paying atten-
tion to the child’s utterances, “Fort!” (“Gone!”) and “Da!” (“Here!”), Freud
postulates that the boy is playing a game based on a scenario of disappear-
ance and rediscovery of his toys. According to Freud’s interpretation, it is
the re-enactment of his painful experience of being left alone by his mother,
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which “affected him, but his own role in it was passive, and he therefore gave
himself an active one by repeating it as a game” (141): since the child had no
control over his unpleasant experience in the past, the re-enactment of the
experience through the game is the child’s attempt to interpret his experi-
ence as if he had made his mother disappear. With the insight of Freud, the
playacting of Mo-wan and Lizhen in the film evokes the predicament of post-
colonial Hong Kong, whose destiny, which has been shaped by the agreement
between Britain and China, is beyond the control of local Hong Kong people.
The helplessness of Mo-wan and Lizhen toward both the past and the future,
which can be coped with only through re-enactments and rehearsals, may re-
flect Hong Kong’s current interim status and its drift through the course of
history, in particular the loss of the colonial status in the past and a persis-
tent anxiety about the 2047 deadline in the future.

Also inscribed upon In the Mood for Love is the colonial history of Asia.
For instance, the influence of the Cultural Revolution on colonial Hong Kong
is depicted as unsettling, something which prompts the landlords of Mo-wan
and Lizhen to desert Hong Kong. In addition, the film’s final sequence, set in
Cambodia in 1966, begins with the footage of Charles de Gaulle’s visit to
Phnom Penh (1:24:55-1:25:27), an event which bespeaks the fading stage of
colonialism in Southeast Asia (Luk 216). Thomas Y. T. Luk concludes that
with In the Mood for Love “Wong may have chosen to depict the end of a colo-
nial era under the narrative plot of a love story” (217). What is significant to
the analysis here is that the past is also presented symbolically in the spatial-
ity of the film. Throughout the film, the inside of private rooms is shown
sparingly: when a character standing in the corridor enters a room, the cam-
era frequently lingers in the corridor. When scenes are set in the interior of
rooms, the characters are often filmed through the reflections of mirrors or
with visual obstruction caused by various forms of blockage. In addition to
these tropes in cinematography, the mirrors placed in the rooms also create a
false spatiality. This is particularly the case with room 2046, a hotel room
which provides Mo-wan and Lizhen a haven from the intervention of their
nosy neighbors. All but one of the scenes which are set inside of room 2046
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are filmed with the techniques mentioned above.* The reflections, blockage
and the presence of mirrors seem to reify the vision presented in an interti-
tle at the very end of the film:

He remembers those vanished years.

As though looking through a dusty window pane,

The past is something he could see, but not touch.

And everything he sees is blurred and indistinct. (1:28:52-1:29:09)
In contrast to the interim spaces that are associated with Hong Kong’s pres-
ent, the rooms are imbued with a sense of the past. Through the use of re-
flection and blockage, the film constructs nostalgia for “those vanished
years,” lost time visualized indirectly and incompletely. Such representation
of the past incites a nostalgic desire: as Margaret Hillenbrand puts it, “the
essence of nostalgia is our longing for what lies beyond the wall of what we
can remember, our sense that there is so much more besides” (397).

The appearance of timelessness is an essential ingredient of nostalgia, as
underlined by the film'’s closure set in Angkor Wat, where Mo-wan visits to
whisper his secret into a hole and then seals the hole with mud, observing a
supposedly ancient method of keeping secrets reminiscent of the Greek
mythological tale of King Midas with an ass’s ears (1:25:28-1:28:47). The
twelfth-century ruins of Angkor Wat and the ancient legend of whispering
secrets into a hole can both be associated with a spirit of timelessness. Con-
trasting the impermanence of human relationships with the timelessness of
the ruins, Rey Chow asserts that in the film, Angkor Wat symbolizes “a per-
sistence and endurance that transcends the human world” (649). Therefore,
the film portrays Angkor Wat as a timeless space, a space where Mo-wan’s
memories of the past are removed from historical time and preserved
through the symbolic act of burying and sealing in a hole the memories of Li-
zhen. Frederic Jameson, in his discussion of nostalgia in postmodernism,
characterizes nostalgia as lacking any connection to real, historical time but
instead constituting the structuring of an imaginary past that is “never a
matter of some old-fashioned ‘representation’ of historical content, but
approach[es] the ‘past’ through stylistic connotation, conveying ‘pastness’”
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(“Postmodernism” 67). Nostalgia can then be seen as a fiction that one cre-
ates in order to exploit history for one’s own benefit, producing only a vague
sense of the past. This is why the film’s nostalgic remembrance of the colo-
nial period is devoid of negative aspects of colonialism such as the marginal-
ized position of local Hong Kong people in the government system, a condi-
tion which has been summarized as “paternalism of a kindly sort” (Rafferty
162). The nostalgic spaces in the film, constructed both symbolically and cin-
ematically, present a timeless quality of memories that have already been
lost in contemporary Hong Kong. Nostalgia can be seen as the central issue
in 2046, which recounts the story of Mo-wan after he has lost Lizhen.

I1. A Train Journey into the Future: 2046

In 2046, interim space provides two central stages: a train and a hotel
room. The film begins with a visualized sequence from Mo-wan’s novel titled
2047, in which Tak, a Japanese traveler, is taking a seemingly endless jour-
ney on a train leaving “2046,” a space where people are said to be able to re-
trieve lost memories (0:02:24-0:05:15). Later, Mo-wan lodges in a hotel after
his return to Hong Kong at the end of 1966 (0:14:04-0:16:10). He requests
room 2046, for the number reminds him of the hotel room in I the Mood for
Love where he had spent time with Lizhen; however, the manager of the ho-
tel, aware of a blood-shedding incident that recently occurred in the request-
ed room, provisionally offers Mo-wan the adjacent room, 2047, where Mo-
wan ends up staying indefinitely. Mo-wan in 2046 and his Japanese
counterpart in 2047 are thus both trapped in interim spaces, the hotel room
and the train respectively, although, ironically, hotel rooms and trains are
closely associated with migration. As already remarked by Charles Leary,
Hong Kong has frequently been portrayed as “a city of transits, or a city of
transients” (62): epithets which emphasize Hong Kong’s cosmopolitan na-
ture largely owing to its unique geopolitical position developed by the former
colonization by the United Kingdom and the re-territorialization by China.
Additionally, the linkage of the train compartments of 2047 and the hotel
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rooms in Hong Kong is underscored by the fact that both locations are shown
to be administered by a Mandarin-speaking Chinese expatriate, who is played
by the same actor. As will be discussed later, the presence of mainland Chi-
nese persons, much more prominent than in Iz the Mood for Love, may be an-
other indication that these two cinematic spaces are emblematic of Hong
Kong as “a place of borrowed time” (Teo, “2046”): the current status of Hong
Kong as China’s Special Administrative Region with its capitalist system
temporarily granted as a transitional measure.

Hong Kong of the 1960s is presented as a nostalgic space, which has al-
ready been lost and hence has become inaccessible. This becomes evident in
the brief depiction of the city when Mo-wan returns from Singapore. The
landscape of Hong Kong in 1966 is shown in animation (0:08:07-0:08:12), in-
distinguishable from the city in Mo-wan’s sci-fi novel, 2047. The shot of the
landscape is juxtaposed with footage of the 1967 riot, with quick camera
movements rendering unrecognizable any possible landmark. This montage
sequence of the artificial and the actual results in the portrayal of Hong Kong
in the 1960s as a site of nostalgia. The fragmentary footage only obliquely
suggests the historical background of the 1960s Hong Kong while the animé
representation of Hong Kong’s landscape equates the city with Mo-wan’s
novel, set in a place of lost memories called “2046” where “nothing ever
changes” (0:02:47-0:02:50). As with Tak, who is on a train retreating from
“2046,” Mo-wan is estranged from the city, as hinted by his refusal to settle
down there (he stays in a hotel) and by his indifference to the social turmoil
of the late 1960s. Although situated in Hong Kong, the hedonistic lifestyle
and short-term flirtations with women that are characteristic of Mowan,
could “happen any time, anywhere,” as described by Wong Kar-wai in an in-
terview reported by Mark Salisbury. The process of detachment from nostal-
gic spaces appears to entail pain, as indicated by Tak’s inexplicable need to
apply bandages to his body during the long journey by train (1:14:18-
1:14:53). Tak’s pain may illuminate the etymology of the word “nostalgia,”
which derives from the Greek word nostos (returning home) plus the suffix

-algia (pain), signifying a painful longing for one’s home. Nostalgia links to-
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gether a place and a period in the past, as Andreas Huyssen argues that nos-
talgic desire makes temporality and spatiality inseparable (7). The 1960s
Hong Kong in 2046 is, therefore, envisioned as both a site and a time, as un-
derscored with the invention of “2046” in Mo-wan’s novel as a deictic ex-
pression referring both to the year 2046 and to a futuristic sanctuary.
Nostalgia for time and space in 2046 can also be seen in the reflective
representation of the interiors that maintains an intertextuality with In the
Mood for Love. Just as room 2046 in In the Mood for Love was furnished with
mirrors, the same-numbered room in 2046 has mirrors, and some shots are
filmed through reflections. Although cinematographer Christopher Doyle
claims that the technique of shooting into mirrors was originally employed in
the film for a pragmatic reason, as a means to solve the technical difficulties
of filming in tight spaces when using a widescreen 2.40:1 format (Davis 28),
in this context the mirrored reflections contribute to the construction of nos-
talgia through a recapturing of the through-a-window-pane-darkly effect of In
the Mood for Love. Moreover, Mo-wan frequently peers through a hole in the
wall to spy on the occupants of room 2046, observing three of the four wom-
en with whom Mo-wan becomes involved in the film: nightclub singer Lulu
(also known as Mimi), demimondaine Bai Ling, and Wang Jingwen, the elder
daughter of the hotel manager. Mo-wan’s voyeuristic gaze into room 2046 al-
ludes to the reflected and obstructed views provided to the spectator in In
the Mood for Love. The use of reflection is also to be found in the scene
where Mo-wan and Jingwen dine at a restaurant on Christmas Eve of 1968
(1:27:33-1:29:08). The scene evokes recollection of the restaurant scenes of
Mo-wan and Lizhen in In the Mood for Love because in both films the charac-
ters are staged face-to-face in a restaurant booth and the scenes are accom-
panied by a Nat King Cole number: “Aquellos ojos verdes” in In the Mood for
Love and “The Christmas Song” in 2046. However, the scenes differ in that
in 2046 the entire scene is shot through the reflections of multiple mirrors, a
procedure which endows the image with “a prismatic effect, as if photo-
graphed through the tear of a crystal chandelier” (Lee 32). The “teary” im-
age of the scene creates a nostalgic mood, harking back to an intertitle
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shown earlier in the film: “All memories are traces of tears” (0:05:16—
0:05:18). These instances of spaces linked to the previous film may imply
that the memories of Lizhen, as originating in Iz the Mood for Love, are mir-
rored in Mo-wan’s relationships with the four women in 2046. As his voi-
ceover recounts in one scene, Mo-wan has not escaped from the past but has
been instead longing for a substitute for Lizhen (1:50:44-1:51:07).

As with Tak’s applying bandages to his body, Mo-wan is trying to treat
the pain of detachment from the memories of Lizhen. He does this by be-
coming involved with women who are suggestively linked to Lizhen: Lulu
(also known as Mimi) is the one whom Mo-wan first finds to be staying in
room 2046, a situation which leads him to stay in the neighboring room; Bai
Ling is a Lizhen stand-in when the film re-enacts the scene from I the Mood
for Love where Mo-wan and Lizhen held hands in a taxi (0:43:21-0:44:46);
Jingwen collaborates with Mo-wan in writing a martial-arts novel, replicating
the collaboration of Lizhen and Mo-wan in the previous film (1:09:59-
1:11:35); and there is also a professional gambler in Singapore who happens
to have the exact name as Lizhen. As if hinting at the greater Chinese pres-
ence in post-1997 Hong Kong, these women are closely linked to mainland
China: Bai Ling and gambler Lizhen speak Mandarin Chinese; Jingwen is a
daughter of a Chinese expatriate from Harbin; and all four characters are
played by actresses born in mainland China. Stephen Teo notes that Mo-
wan’s affairs with these various women associated with mainland China de-
note an allegory of Hong Kong’s affair with China (Wong 149). Thus, for Mo-
wan to find these women to be inadequate substitutes for Lizhen may well
reflect a nostalgic sentiment for Hong Kong’s past, a sentiment which has
been growing especially strong after Hong Kong became part of China.

Through a series of pseudo-flashbacks, however, the film also emphasiz-
es that each of these four women is also a simulacrum. As Jameson points
out, a simulacrum is less an incomplete copy of the original than it is “the
identical copy for which no original has ever existed” (“Postmodernism” 66):
it is a nostalgic expression which is not intended for reconstructing actual
experiences in the past but rather for evoking a vague sense of an imagined

74

Trapped in Between

past. Therefore, the women presented as simulacra in the film reveal that
Mo-wan’s longing for Lizhen is to a large degree imaginary. For example,
when Mo-wan learns from the gambler that her name is Su Lizhen, a brief
flashback is inserted (1:45:54-1:46:02). This flashback, in which a female fig-
ure lies on a bed and smokes in a chair, refers to a sequence from In the Mood
for Love, in which Lizhen comes to Singapore and smokes in a hotel room
where Mo-wan is staying (1:17:24-1:20:40). Although the link between these
two hotel room scenes would be evident to spectators who have seen both
films, the flashback is based on Mo-wan’s imagination rather than his recol-
lection, for he never actually witnessed Lizhen’s visit to his room in In the
Mood for Love: the only clues of her visit were a lipstick-stained stub and a
phone call, in which Lizhen does not even speak. Though apparently signal-
ing Mo-wan’s memories, this flashback is an imaginary scene invented from
these clues; hence, both a cigarette and a telephone are visible in the scene.
The fictitious quality of the flashback is further accentuated by the flashy
overhead lighting and the alluring movements of the figure, both of which
make the flashback garish in comparison to the original. More importantly, a
crucial difference between the two scenes is that the female figure in the
scene in 2046 is not the original Lizhen, but an unidentified female played by
Gong Li, who also performs as the gambler in the film.” Therefore, despite
all the resemblances, Lizhen’s substitutes, which Mo-wan seeks in 2046, are
no more than signifiers without the signified, as Lizhen of In the Mood for
Love has been transfigured into an embodiment of nostalgic desire. Such
characterization of nostalgia questions the prevalence of the nostalgic mood
in Hong Kong cinema in the face of the growing presence of mainland China
in the 1990s (Lau 175). The film seems to imply that nostalgia for the colo-
nial past may have been nothing more than imaginary, perhaps created in re-
action to the anxieties about the handover to China in 1997 as well as about
the inevitable total integration to the socialist system in 2047.

The nostalgia that Mo-wan harbors is also reflected upon the temporality
of the film. As Amy Taubin points out, correctly I believe, Mo-wan rejects the
present by fetishizing the past (28). Since he is trapped in nostalgia for the
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idealized past, the continuous passage of time in the present loses its signifi-
cance to him. Thus, time is repressed in many ways: close-ups of the clock
no longer appear in 2046; the cheongsam, used for indicating the passage of
time in In the Mood for Love, lose their function as time markers, with Bai
Ling even remarking in one scene that she is wearing a summer dress in the
winter (0:39:39-0:39:43); and Mo-wan attempts to forget the passage of time
by throwing parties on any pretext, including his birthdays in different calen-
dars (0:55:04-0:55:39). Furthermore, intertitles for indicating dates and time
are used instead to emphasize the changelessness and the repetitiveness of
the events. Intertitles are employed at the ending of the 2047 narrative, in
which Tak gives up taking along a female android serving as a cabin attendant
and leaves the train alone, unable to understand whether the android has
loved him or not. After Tak has left, the android is seen to be left alone in the
train, gazing from a window at scenery passing by at ultrahigh speed. During
the scene, three intertitles, “10 hours later,” “100 hours later” and “1000
hours later,” are inserted, yet she remains at the same position by the win-
dow (1:30:30-1:31:39). In a similar manner, when the tip of a fountain pen in
Mo-wan’s hand freezes as he attempts in vain to rewrite the ending of 2047
and give it a happy ending, the intertitles indicate “one hour later,” “10 hours
later” and then “100 hours later,” accompanied by a change in lighting and
the sound of a clock (1:34:07-1:35:02). These intertitles indicating exagger-
ated amounts of time render the passage of time absurd, and therefore under-
mine the function of the intertitles as time markers. Because in both instanc-
es the intertitles are coupled with static images, the intertitles draw attention
to the changelessness of the events in the scenes rather than to the passage
of time. In this regard, 2046 contrasts sharply with In the Mood for Love:
whereas in In the Mood for Love things keep changing even when the passage
of time may not be explicit (e.g. Lizhen’s alternating cheongsam), in 2046
things appear to remain unchanged, even though time markers clearly indi-
cate the passage of time, as though Mo-wan in the latter film were trapped in
his timeless memories and time itself had become meaningless to him.
Intertitles are also used to create a repetitious pattern in 2046. Through-
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out the film, the chronology is signposted with five intertitles indicating
dates, although sequences are not strictly arranged in chronological order.
Four of the five, however, are on the same date in different years: “24th De-
cember 1966” (0:09:38), “24th December 1967” (0:37:22), “24th December
1968” (1:26:22) and “24th December 1969” (1:40:29). One exception is “18
months later” (1:36:54), yet it soon becomes evident that it is yet another
Christmas in 1970, as Nat King Cole’s “The Christmas Song” is briefly heard
in the sequence that follows the intertitle (1:40:12-1:40:28). Christmas Eve
is given a symbolic significance in the film, as Mo-wan’s novel translates the
day into a space called zone 1224-1225, the coldest area in which passengers
on the train are encouraged to hug each other for warmth (1:15:19-1:16:36).
In need of emotional warmth, Mo-wan seeks the company of a woman on ev-
ery Christmas Eve, each time with a different, yet interchangeable, pseudo-
Lizhen. The intertitles thus highlight Mo-wan’s repeated nostalgic returns to
Christmas Eve. In addition to the repetition of the events, “The Christmas
Song” is repeated three times, not unlike “Yumeji’'s Theme” in In the Mood
for Love, implying that multiple Christmas Eves in 2046 are different ver-
sions of the same event. Repetition itself is considered a prominent attribute
of time in 2046 (Arthur 8). The more events, songs and characters are re-
peated, the weaker becomes their connection to the lapse of time. This is
clearly shown in that the characters whom Mo-wan meets and leaves are
then taken out of time and eternalized as the characters in his novels. The
repetition is therefore a manifestation of Mo-wan’s denial of the passage of
time and his fixation on his nostalgia for unchanging lost time.

Nevertheless, the film also provides an inkling that time relentlessly
passes despite Mo-wan’s denial. Interim time is always present in 2046,
though it may emerge onto the surface of the film text only in subdued
forms. First, the absence of close-ups of a clock is compensated for by the
sound of a clock; for example, in the scene of Bai Ling and Mo-wan’s argu-
ment as she asks him for a long-term commitment to their relationship
(0:59:06-1:01:19), the sound of the clock can be heard during their argument,
which stems from Bai Ling’s resistance to taking the part of a temporary
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substitute for Lizhen in Mo-wan’s timeless nostalgia. Second, the clock that
was so overbearing in In the Mood for Love has diminished to a small yet irri-
tating accessory in 2046. This is evident when earlier in the film, at a time
when he had already grown distant, Mo-wan gives a wrist watch to Bai Ling
via a friend (0:55:40-0:56:57). The gift eventually infuriates her, as though
this reminder of time carried with it a tacit message that Mo-wan wants her
to walk out of his nostalgia-laden life, a life in which time is repressed. Third,
the film also makes reference to a religious concept of time. The delayed re-
action of a decrepit android in 2047 is compared to tian ren wu shuai (The
Decay of Celestial Beings), a Buddhist concept from Mahayana Mahaparinir-
vana Sutra referring to the five signs of an ageing deva’s approaching demise
(1:21:30-1:23:01). The concept points to the impermanence of existence, for
even heavenly beings such as devas cannot escape from time. These indica-
tions of time seem to suggest that Mo-wan lives within an interim time, nei-
ther able to return to the past nor to avoid confronting the future. This ex-
plains why at the end of the film we see Mo-wan alone in an interim space: in
the penultimate shot, Mo-wan is seated in a taxi, with a despondent look on
his face, having recognized that his nostalgic longing for Lizhen cannot be sa-
tiated by substitutes (1:58:09-1:58:45). An intertitle describes the signifi-
cance of his journey:

He didn’t turn back.

It was as if he’d boarded

A very long train.

Heading for a drowsy future

Through the unfathomable night. (1:58:00-1:58:09)
Making a link between the parallel stories of Mo-wan and Tak, the intertitle
suggests uncertainty about the future. The future of Hong Kong at Mo-wan’s
destination may not be a utopia but rather an unknown realm, of which it is
difficult, if not impossible, to form any hopeful expectation due to the lethar-
gy of mind, or drowsiness. This unknowability is further emphasized by the
reduced visibility of “the unfathomable night” that precedes the future. It
may be argued that Mo-wan’s nostalgia is invented from the anxiety of con-
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fronting the future:® as long as he denies the passage of time and prolongs
the journey, he can turn his eyes from the future, though it is impossible for
him to avoid getting to the destination, like a train that cannot wander off the
rail.

Conclusion

This article has examined the temporality and the spatiality of In the
Mood for Love and 2046 and has discussed how the current administrative
status of Hong Kong, a longing for the past, and anxiety toward the future
underlie the two films. The concepts of interim space and time have been
employed to compare and contrast the films. Iz the Mood for Love repeatedly
situates the two protagonists in interim spaces, with time markers shown as
visible reminders of their approaching separation in the future. Mo-wan and
Lizhen are depicted as helpless in face of the temporary nature of their affair,
as they attempt to accept their destiny through re-enactments of the past
and rehearsals of the future. In the Mood for Love constructs nostalgia for the
1960s Hong Kong and the protagonists’ unrequited love through the repre-
sentation of private rooms, especially room 2046. In 2046, post-1997 Hong
Kong is allegorized as a static sojourn within a hotel and as a seemingly end-
less journey by train. In both cases, the protagonist is obsessed with nostal-
gia. Mirrors placed in room 2046 (of a different hotel) and dysfunctional time
markers suggest Mo-wan’s longing for the past and his denial of interim
time. Mo-wan’s search for a substitute for Lizhen among Chinese women
around him can be read as a nostalgic and sentimental recollection of the ear-
lier Hong Kong after the handover. However, 2046 is emphatically not to be
taken as a film inducing nostalgia in the spectator and confirming the validity
of a shared national history of Hong Kong distinct from that of mainland Chi-
na. It is rather a film about nostalgia, for not only does it recount the story of
Mo-wan deeply trapped in nostalgia, but it also reveals the fictitious nature of
nostalgia by portraying Mo-wan’s nostalgia for Lizhen as one based on de-
ceptive and artificial memories. By overlapping the present upon the 1960s,
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the two films together offer a commentary on China’s administrative policy

of Hong Kong, a policy which anticipates a drastic change in Hong Kong’s

economic system and in the lifestyle of the people after the current fifty-year

moratorium. Uncertainty about this “drowsy future” exudes through time

and space in the two films, yet remains unresolved, as with the unseen desti-

nation of the train in Mo-wan’s 2047.

o

Notes

2046 quotes a passage from Article 5 of the Hong Kong Basic Law, which is recited
during the ending credits of the film (2:01:15-2:01:28), as if the spectators were being
invited to view the film again and interpret it as an allegory of post-1997 Hong Kong.
In a similar manner, the repetition of “Quizds, quizds, quizds” (“Perhaps, Perhaps,
Perhaps”) in the film plays an important role in narrative exposition. The song is
repeated three times throughout the film: first, when Mo-wan fails to ask Lizhen to
come away with him to Singapore; second, when Mo-wan, working in Singapore,
receives a phone call from Lizhen; and lastly, when Mo-wan revisits the apartment
block in Hong Kong, hoping that Lizhen might still be there. In all instances, Mo-wan
wonders about Lizhen and her feelings but he remains uncertain. The uncertainty
that Mo-wan feels about Lizhen corresponds to the repeated phrases in the lyrics,
which can be translated as:

I always ask you/When, how, and where./You always reply to me

Perhaps, perhaps, perhaps.

And so pass the days./And I, despairing./And you, you are answering

Perhaps, perhaps, perhaps.
As the lyrics suggest, the song is employed to make a commentary on Mo-wan who
wonders whether Lizhen is ready to leave with him. Reiterating Mo-wan’s
uncertainty about Lizhen’s feelings, fragments of the lyrics are also used in 2046 as
a text written on the walls surrounding the hole into which Tak whispers his secret.
Lizhen’s cheongsam also signal the ellipsis of certain events in the film. For example,
the scene where Mo-wan and Lizhen have a rehearsal of their parting is followed by
another scene in which the two are seated in a taxi (1:09:35-1:10:10). Although
“Yumeji's Theme” bridges the two scenes and gives the impression that the scene in
the taxi takes place right after the previous scene, there is a temporal ellipsis during
which the two have most likely had sex, as Lizhen wears a cheongsam different from
the previous scene. Their intercourse is also hinted at by the two holding hands in a
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taxi (Rayns 16-17) as well as the voiceover of Lizhen, “I don’t want to go home
tonight” (1:09:44-1:09:47).

The sole exception would be the scene of yet another rehearsal in which Lizhen
interrogates her husband, as played by Mo-wan (0:54:40-0:57:51). The absence of
mirrors and blockage is seemingly intended to play with the spectator’s expectation:
as Mo-wan’s face is not shown at the beginning, the film misleads the spectator into
believing that the scene is not an instance of the playacting between Mo-wan and
Lizhen, but shows Lizhen truly asking her husband about his affair with Mo-wan’s
wife (Brunette 96). When Lizhen becomes too emotional to continue the rehearsal
and starts to cry on Mo-wan’s shoulder, the scene cuts to a close-up of a mirror in
which the two are seen to be embracing each other.

The genuine Lizhen, played by Maggie Cheung in In the Mood for Love, does
reappear, albeit briefly, in two sequences in 2046, but her appearance in a pseudo-
flashback (1:35:02-1:35:38) shows that Mo-wan’s recollections of her in 2046 no
longer have any relation to the original Lizhen. The sequence is a re-enactment of a
taxi scene of Mo-wan and Lizhen in In the Mood for Love (1:09:35). However, unlike
the original sequence where Lizhen’s affection for Mo-wan is suggested by her head
resting on Mo-wan’s shoulder and her hand tightly in his, in the flashback it is not
clear what she may be thinking. With a distant look on the face, Lizhen does not
express any emotion or thought, creating an impression that Lizhen, who has already
been lost to him, has transcended into a mysterious figure whom Mo-wan idolizes.
Moreover, the black-and-white image and Lizhen’s posture with Mo-wan’s head on
one shoulder and a hand supporting the chin imitate the taxi scene of Mo-wan and
Bai Ling earlier in 2046, as though the original had been reshaped by the copy.

An alternative reading of the final sequence of the film implies that Mo-wan is not
going to the future, but is heading deeper into his nostalgia. In this sequence, Mo-
wan'’s voiceover repeats in Cantonese Tak’s voiceover at the opening that 2046 is a
place in which people recapture their lost memories but from which no one has ever
come back. However, it remains ambiguous whether his destination “2046” is the
year 2046 in the future or 2046 of a timeless locus of nostalgia. The penultimate shot
of Mo-wan'’s face in the taxi cuts to the shot of the hole into which Tak has whispered
his secret at the beginning of the film, though the black-and-white image renders the
hole less glossy than when it first appears. A dolly-in camera movement and an
eyeline match that sequences the shot of Mo-wan’s face and that of the hole combine
to give the illusion that Mo-wan is peering deep into the hole and moving into it.
Therefore, although the destination of the future cannot be changed, Mo-wan may

deny the destination by submerging into his timeless nostalgia represented as “the
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unfathomable night.”
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