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Realm Act) (€K A&RMBD77)LA—)VERFEHIRICK L RIS LGRS
BELRELAETHY .. LIKLITERS, &4 HEREToEEEN
TWzDFfz (Blythe 17; Graves 120),

HA L bREAD 1929 FElCRNBENTzA F 1 ABEIE A7) — )Tl
FECZFDLSBEAY RVDFA M ZTEERIC. V7 7REEI 7L
VERAT )by MEBICLTEZADZ Y —ED=ABERN. M
PR, ANTEGEDERNEMICH SATRANFEHNERHT 5, HREICY)
AR UK —/ IV R - Ry b (1867-1931) &, HEHIHSH
DY TREICEHZE 555 [TANIZTDLLE] A4 - XAy
2 (1875-1933), B\BIFX « A4 v/ DERE L THREZDEREIRICES
T, AAVY IO FECOY RO 1—< 2« A MJ— MW
felZa—-T7xU—X1 £EWDTTTE. MBEINHSBEARNT
B BEERRENT LRy FONRR TEA T —1 ICERICERENR
5N% (Meyrick 53; Bennett 13), \Z&vw MIZT DTS TH L >EWIIEH
NTHY ., BLGEEATENRRE S DT DERERAIREZ YIEEDRE
1SR LIERTBEE I S L,
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TW% (Sobchack 154), /N7 F BB DAEFEZ 19 Hid T 2> A/
TSI N BZ/D%R\ SREFR. t?ﬁ%?\ SEIRE £ RSB E RET
BZNIH—RICR U TEMESS 217> [0V ] ZEf%EiERT 57l
AWz (Bakhtin 243-47), C Z’( ST OBERZE. 1200 K07
A N7 STREITRA L T CZRBUCENTHRRFEN DR T S35
D&Y BEERFENMEELEN. BENICEZTNOEIE R SNDEEEE
Rzl

BIEDA F1) ABRBEMRICH TS TEATY—) BiHE ' DFE—&H

TRAY M. SBUBERTZREL RV ABEEE - A 72K
> (1891-1956) %= Ceb& T BRFRE S JHBEDZEREMICKD SN T
Efe GHEIIUTZZR), SO FURICBWTEZEEAMEZERL
FEREEAEOET ENCEBRIT. WERD [ 3 )b - V2] BRI
ZEEDHHIEIEEDFNDIED TERBTEEVEREZE LTV,
BT NSRRAR Y MOMRE LIRS, BE (AT U —) BERED
BREEBALAVZ2—=7T7 A MBRICOVTE. £ECw D 3ATER
PEAVONTUVEL, £ THRRIE Oy MK B/NERRIEA T —I
@ 1929 FREDMENR. @O FYOXEMERHGS BF) 7—HA 7
IREENTVWABRT U T b O=D0OENESR L. COREDREEH
SR &H%/ﬁ%b\bﬂ%{%’\@ﬁﬁﬁ’]/ BT 77— 3> DHFEHRRT
%, ZOEMIE THAVOBZEE] O—8E LTOF1 RIS TH A«

FOERORRICEE L T XEFREBMRIFERET. EDKDICELED
KREEHH LD EIRELT D2 ETH D,

I. A% XBRED M1FJRAS5LE]

A F1) ZABREE 1920 FAFILITIET AU ADSD/N) 7w RERED7R
A K> TIERIRREICHR Y . 1927 FICITREZEZNE. Wbsd [+
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TWVWBH, BOVEBDEE T ) (1929) &bl TEATU—] &
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BWELTeTdUTq w1 -AVE2—F2atib- E9Fv—X (BIP) (&
FEICTOHBITRWVBIR SN IHERHZ oz (Higson 278-79),
A7) =) OEBIE R VYEET. N\UDw REEERLIEE - A - 721K
v BEEBRY LY IV —- TS5 7 X (1889-1968). EMEEED
TILTZ Ly R -avg (1886-1964) & RV HBTH B, FHBIL. TR
D II7)b) BECfeY ALY >« F<X (1888-1939) TFAF 1R
Aﬁﬁ\W®§ATN%5>-@yﬁ—qigZ%uﬁ—ayP%T%u
AANZEBEFXIVE - LA (1901-1959), D& iz| & L THIEBEDRE &
BDHRERBROFAZ T — [T 323 ZRELCDIE. PIEYTAUH
AN CHERBRE=ZMDLBT >+ « A4 - U+ (1905-1961) o7z,
BEFIDAFURXTH>TH, [FfeLTTnh I1F1) Bl &N
ZDOH——CDFERE. T 2RO BIP DfcDICEE LTcSE—1F TL—
b= 20 (1928) & & < % HBEDOFHImICAE Y SNTW5, FIZIE.
TesFv—d—7—1 88Ic TSREG | AFURKEH LEITBITY LA
EBE LA ARV QU7 —E AEAXZ Yy 7OEWT [F—0Ov
IMEL L. A F AR LTERE LT, OBMBIARTE L Tl
LTW3 (Collier 22), Fiz. HED/N\A TS UHELZR MERZED
fEEE LTeR@RBERTRSE [V O0—X77 v 71 & 3—0 v/ BREBIORAT
BIERICE IR RIFE S0 F1) ABRBIOBEE A fofe < —75. BRBIRAE
ICBIT2ERBRAZEEL. POERGOECT. TA—5> - )b—2 1)
T IS LW FUXBE] O—flé LTHEIF Wz (As1s” 6), T
S Licamanh Sld. HEFDAF 1) ABREH, S aF)b - YxIDT7AT
VT AT A'TDSBARICERY DHONTWERREARTENS,
CDREZDFEEE BEER7 > K 12— 7YV & BIP B>z [
fggfaﬁﬁﬁjwﬁfméoﬁﬁﬁﬁéﬁ%t%@%ﬁ@ﬁﬁ?
E B E RAEELTWHD. TOEEIIMA T, 74— 2HESEAL
BRL LIEEEZERICHIT STV 3 A MERICL>THRASNTY
fz (Higson 287), EEZBAILKT 2HiBERIEA. HEDF 1 AR
BEZENDGD FFUXSLE] BBEHIRNEZDOLN—T 2KRD
AFVRENE TEAT)—1 H HREOAERNR Y A EIEICREEL
feDlgk. =D [4F R HERT DT IZ>fzDhE LN
W A F U RITHEWVTIL 1920 ERLE. LIX LIXER TIBIENE B
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ren7v—) ORFZER

EhfenNU Dy FERECHTIL T S b OEEE SER N SRR
DR Bz UIeBUEI R Z SR B5maand ). CoEWcZES Lier
RTT—2 3 VBRBHEZ CRIEENTWzDTHS (Napper 24-25),
BIP B 5 DIRFEE ST Te\ZRy MME 1928 FE4 B SMELZRIBL. X
TEBEORY ) T N EER. TNES EICRE S5 BE CIONRZ (T
EF ZUE T4V s 70— 10— BRI 10 B SEH N Z
DHWEEVEE NTBERR DY) _ LB 1929 & 1 B 30 HfZ>7z (Hepburn
109), BREING & ZIFERHRICHERENEEEBROFE R TR
FIAXFDEH > EEFABIERD—A] ELTARRY EEBZITHY
(“Editor’s Note” 8), 1D [ZFE | ZHEELDME 5T BUEIBED [
FURM]) H#BBT HDITERT H2BERNETTRA S, VAT 1—
v Ty Felld, RAOYBREREIEE A1) ARYIEENRE Eh 7
U= IBWTIFEENICHEERL VL2 EHLE TV 5D (Gledhil
170). FERDXARCTE 95858 LIz \DId. SEENBURHIEDBEDL N
FEEND LTeA 74 aF—pRRRICE LT Ny ~ DS OEEREA
BMEINELIETHAD TMF RS LE] HMESTz. REBBIRRDIEEE
TH%,

I. TFYFIXLOBGRF

BBERN £ RNy MK Z/NRR TEATU— &0 UETRE
HUSGBRBEENED S | SR Lic [AF U X (CEDDEARE, PP
HIFDXIRCEREL TV D, RETTIT S BRh & DEEED# e LT,
TR CIREFTNGROSH 5T Ll L LS.

HBHA TANIZTDRAEZ=TEANTEDZHAMNI (XT) DR
AFRS, EEET7L>RAY (T7)0) 1E. BBEOFNDHICELED
RS TIWHFEELTcZ Licmb DL, FyFoncmbofcfid. Mk
HEELED. FERBREILY 3V 3ORVICRENTHEZR>TW
fel L&Y REERIEYS o FR. BIERICY ZT7ZH TPl a>
3 EHER T 7IUE IRWS CRICRZDEYEZ > A ERZEED
NC. BEDA T4 ATHSE2, TOE. BHEDAL— - 2T —%K
DT T7IVDY ZTNE XTDANRDRZALERG ) BOREDITHEEN
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%, J7IUNEEDEBR LI 373D RV R, A —ELTES
ROET B, 37 IFHOREEZITANSD FRORENZIFNIL
FSBWEEWERY . U7 UIIRLZDIEE T 551 LINTA (A—AXk - T
NICHEFRE LIEHREAL) O—AICHBEE. BOWVEDEALLSS
MEREABAT B, KEXF LV, FERD DEIR] Y LDEXICH
DU THE>Tz 33 a2 RAUE—BERE AV T DR ERE DT 5,
T 7INER T EDBRABRESIT T D Bali#tdN e 3o 3m
BEERDBINCEEDITSND, HBK. TALINTADY 32 3DFL
WEBRICERO N T 7 IUE. DWCRELZEODIT=ERDT,, T 7IVHED
feDB. WDBEDIFTWERTHFENMTT 3> azspn. T7IVER]
NBESITRFETEH. ¥ 37 3ldE o< R DIFT. XTEEEITE
o ROBY 32 3aHETHEEEIN, BIEEBHFEHIND, BB TIET
7 IVICKRERBERD BT SNDDN BRI THEG LRAN\DERE A5 S
T, e\ X763V axZ R LTVEWEERT B, ZOEE. JLH
BEZEDIALRBIIC. #IHSDFAEALTERLIET ENAESHITKE
%, DT7IVERTEFRL. T4 Mo TDRENSFZ5]<,
LLEDRZ oy FOYIRBICHE WL, £, 757 - F—F+—DT7)Ui&k
BEORRAGEEDAFTUIANE LTEREENTLS (Bennett 14), KAE
B )ECZADLEIE. —AlE TEROREA > 75> Rigl (15) Thh.
EIEA—A b - TV FEBOFEREEF@E L L TZOEE DR
TNTWS, BEDUERESH S RITIE TTTIHERCABDERE
x?boo@ﬁb?uécv/w X7, vavan=aBERi. 1>7)
w1 XA & BEEROBRER DI THENEN 1920 40> K
/@%ﬁmA%%%§%®77m/bju EIEOTWABEERBIEAD,
é?@mxg%wérﬁm J@X%T&Bi%@bi = SVANOUN
Sl <IBINGA A=V RELTWVWS, BEMEBE TRIENTE
BEHOY RVERIDO Ry 7 - TV MBI 19 HIERENSTEEL
feEBIFXLEFTERBREZBELHERINTH Y. 20 Hic#sEE Tl
FNDNENSEEREHREAE (54 LN\DTA] DA A—=IIHER LT
TTERT v O X - O0—<—0 BAT— - I>Fa1—) Y—XFED
FTHGEL D W T T4 XBEEBD MEUT<IE) (1919) DRIEE
Bole bR - IN—=0D5EfRE 1514 LN\DAD®E) (1916) HEfz. T
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ren7v—) ORFZER

DORICHEANEEZESE L TWD, OY RYOFREABRDA A —TJICD
WCERENERIE, AT 7 TRBLIEAA—IDZ I LT, R
DBEHIIG LADGHLSTEREA D, 18N FITA VI TV RETT—
VAT THEEE ODAOLRBLZ 600 A (FEEEFNOBEAZSEA
85 . O FUBIRTIER 5K 1931 &I 1,000 A=A HFEE C.
TA LINT ANTRNUE 1921 F£D 337 NEE—71. ZDRISFERBE
HEEDHFELH G LAAIHD LTS (Seed 63), ICEHEDDDS
9. TERBRIZZOEEELHOWNEEE C UHZ LIgAI N, £+
VT IVPREOREIELE EB 1T, 20 HECHEED SEEERICHN T TEHE
RBRECIMTHEHREOEEREETTEIRE > (LM
Rxy bONHICGGRERT &, TTTE T4 7 ) waxrA] #HLS
570y b\ FERBRRRZHICBL LD, ¥ 3 Y 3 EEIEM
ﬁb\& LTEBHBITHHBECELHEHH. TLEEDFRAZICEE>TW
. Kz TEEREOFHS] Bennett37) IERLKISEEERLD.
c‘:?’:}éﬂéo > 33 IHMAENG TR L TOeERd W e 2 > X THEZ
SN 7 IUE. IRZOEEFEITRY ZANSD DN ZOMLEMFEIE [
EATT L 7ORXT—F - NXIVEVEN] 69) 52T BEOR
AR E AR 5, PERBRD [(Fof@i] & 4V AKEZAFT S
eI 7IVHNZ A LN\T IR EBH AN BYBERE TIERITET BHN
237 aDIAI7IVERBITD (A7) v ax A HgEaTn?
DIEZFDBER. B> CRIZY 7))V ARLEZHFIE DR S XDIZHE Cbh 5,

TWhELWT 7V EXTIE BUD BNcETE e hEaT—
TIWEBRIN " T I >TEC, EXT Y FHBRLLD, T TITRT
BHCEES T, <DAETFL & D,

WIFfE o, I ITIRISRBFORLZDBCEEY) | Kz, ZHE
THE BEHOLBATLLDITTAELS DAV, REZFHATA VT =
v RGBAR. BRETETC BRELPT G [BOECICHERENG
ETAIFEL. BREEESLECALEL. COFREL. RIFLIDEE
I BRBE, BATA VT ZY FIT. BL2EDIEAD, (103-4)

ZO—EDRY. BREBEEEE CENMM ST 7IVOREICBWNTIE 0
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RITNERT S (4> T75> PRy Z=fE. [ TE (reliable) . EEL
P9 < (understandable). & (safe) HEHLDERLCSNTWD, 3
ADEEMHNBOBEREEHNEDHBIZHN, XTDA T v 1R
DBRHICDOEHDDTH 5,

YIEBIAE TS 32 a DT 7 IVEBRT BEE. BLlIHTHE5D [HE
M) (160) ZRALTWVWBD. ZEZFE7—/IVE - RXR v FHOFREZE
ENCSWEELTWzDODEDEYELY, MEMRTIE 7333 &
DHMEEND T DDLZD T IVR— L&, NERRCIE 27333 -/ - F=
(Shoshono Kimi) | &ENTW3 (41), Ffew ZALINTATT 7IUICK
BHEFTHNDE APV (Swzakn) ] EEIT S (97), LINSH D
FOE] K& ZRBLTWSETNIE XX MME 1921 FHSEIER
HiTEnhfe7—9— x4 —0 TREWEE h5 EHBAYDER]T
58R270) AEEFEELZDIEA DD, YVar - — Rk ZA4L/N\TR
MET—HERELEO—<—R/N\—7 T 5. WEOFEAEFHICDOWT
FTEITHENS T COEMTZHRIOM MHROLBAEN LIz &E18
LTS (Seed 77)s NZv FONRICE 5N EHEE HARDEENE
ROBEICHBDE. ﬂb£9fr$hfﬁﬁjﬂ@@%bhﬁb

MIEEO L TIUICRNIE. [RIEEN =M | (e BEWRT 25\
TDINERDODNBRRICHIT B0 E 152> TS, AR TINS5 333
ERELTT7IVCEEEEL S E LIV LAEVWSBEIR, (ERPERTAF
DIANBHEBREAZED BRI £EEHN TS (Bennett 96), &
BLELTE T7)0EY a2 aDBBELEONTCILDK S TRAETEH
HLEAE NG, EWDTETHS, TFVF VY - ARV AITED
KOICHF VRO BERRER DAL, HEFD/\ Ty RBRECEHSERICE
BB, VatT - TF 2 AR VINTEE XL—% - T14— KRk
FIED 1932 FD 77 A1) 7BE T EER2) (TOBEICEH 7>« AA -
DA VHHEELTWNDS) TEARCBEBERZETHEE/AV ) — - Frd
e DRI THY. BAETIT7 ANEDHEBHFEA T Uikl 5%
ZHh\ ROBEODOE & EE>TW e (Marchetti 64), YV AICKDT 333
DFFEIE. T 7 IVDORBRERIHRIERT AT DEERIC. DEMIES VA
HEE K K HRIREOMANE BB T 2 ZEOYREEEL O TS,
FEMDOBIEENE N2y bDNSHE RIS Z DfEREHBRL. [

0 MUEfsE 8% (2013)

ren7v—) ORFZER

V) axRA] OZEBICER L TRD S,
N. ANT 27 IVDZER

cc ;(35 BABEWAISI TR, BRERR A7) —) [ Z)GRHD R
%T%ﬁ.@%&4/7U//11X@ﬁ%%&ﬂi&r$%JLﬁﬁb
TWBIEADD INHEBEIFESBICHA NI T TDREETET SH\
EFEMGRE TRECEGZDIE. BURILDBRIT, ZDANRY 27 )L/
T+ —RVADEEE LTOEBEHNNPH D ZICEHIEATNDRIEA D,
BEET 2R NETAR—IVEBICRIRER & & B ITHRE LR a iR
READREZRA L TEY . TORMIERISIROERNTAE T —Em
DI 1925 FED R YirE 7 IT7) S FEZEDH T\ e, K
DF—LOBUSFHRET TSV T AU, NP hSvFEV T -3y balE
ERLIEAAS BEDEEN. 280G Y 3y bOTEVZ2—T1%ELT
[INT 4=V A] DEBELTDY ST ZIUEMICERELLTVS
(Robinson 67), FMBVENE L TDAATELESBIC BB1TH] BikE
TEESICHIRILT BDIE. Z<DTA—/VH R A BB DILEDRHY
fZht (McCormick 642) . B URgABE A7) —) &HEBLTWS,

A, NERRRTIEY 7 ILORBEARICK > TREESNERTD 1
T axA] w ED LIESBBETREILL DDA 5D, EHKT.
LAY —E LTHEAR S TER—Z Y RERTAUAAFIVE - T LA %
foH LfcEe®IclE. COBENDERIZRES5NEW, £ic. A5 IBERC
mLfee T7ILDEDLST T4 T7Z2 R ERLCBIET DR TDEE
EANAHEISBEICEH DD, FEZ—/U - T ARBERCEIIIT
SNEEERE. B> I T FREE, AF)ANEEBZELN, BRE
DEMBEEEFEDIT IV Ly K« AV71E BRAICOODEERA > T
(=% 71> THSENSD (Street 102), MBEEHRTSHET
TOEEIEFGLAT—Ov /W) GEAF 1 RH) B CEioN T\ 5,
BIZIE. T7IVHEED R 7 %5 55m CROBRICRZ S, ALDEE
ICENF SN TiaiE (01:08:46) | FAA AHBORMEZBR IV IV -
Ny 72D IFROB] &BHOE 5, 1EFHICEHTDEREEHEEIZEN
&, FUGEAREPLRIREENGEHFZ ATV,
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DEY. BB AT —) holdEkREEENG N S DRSS 7
BINZEBIIEZ WD, GLATZ VT ADAAZT—7 AT DL
/F Tﬁ4/i TTIVDY S T EFIZ NI B SIEIICREET S
iﬁ%&bfﬁmﬁ?%u&c@&bfb%oW%/U—WW%@%%O
BRE (A7 —) (Ryal 205) Tld. 74 M7 TDEZEBICHITET
D LISt SN DBIE. FEkE ANFED ZEDEFK CORE
B FOEBDfEE BET 5, FERODREEIF CHD. V7 TDEAVAT
A7 TOIXTDA VR E, EWNFICHIF B 33 3DE > ADXTBIE,
—BHDARZ—DEKEEL MBEDERERRICTFET 5, XTDH R
Bons< 77L&, BBIERBZ Y XZAIVIEHY MY 7 DIEHERT
RLTRHCH, AVRICERL TV TIE. BROFBNDHICELT:
BED TN EEONFITAHONZEDSARIFICRDENETE L.
AUABEINTLES (11:45-12:15), M. BEIORRAEE>ZY 3
2 aDEVAUL. BDOLETHEZPNEE CRSEDRTEMBEREN
BHEEE EO—ERREN. TNBBEWT 7IVDR=RY 3 v N L TBE
Ho5NB (15:15-39), FEREKREED > 32 3 DIFIRIE. £ o <HESHTRLN,

%EESQt%7&ﬁﬁ%W&@@%AEﬁ@[¥®$E§LJ®H
%&LTWV@%*M%&E&DDW%D CRIVT 1 DBERIET—

HRWNMECTESHE LIy Mulvey “Vlsual Pleasure” 63), 1EH\
rﬁ%ﬁ%J5%%%%%?%3@%@@\tb%@%l&@*ﬁ%ﬁﬁ

LTW3, fIZIE. ¥ 3 azEE > EmET 2. U7/ UIGEEHRE
ERE (34:34). EUBODNIELDICY 37 aDLEEREZFIERAICE
FECHD, XFERRIFF . AFERBHERORAZERT SR &
Bo WEHEHBATDTALN\VADEZRIIERT HEE. aryaldx
) THEEE ] SEFTECH. T7ILDEXLIERBICGR DWW e 3>
Il BbETOEEOERICIERZ IV 7Ry fTEEH®HS (39:58-
40:29), FEABENEZE T IV T 7Ny FOHREBEIITERT 5D
CNEXFEBAIC, T DOBYED A F 1) ZAANCBEDRRIE DEFR) OFHRAAIRE
HiCEmL. BEOREBEHCERT %, 3> aniaKoTh, Bl
LIeXFDWEEERLH 5, MEROFR T TICEOSNIAERITRAS
NeA—F ([ &1) [TIE “Shosho” DEADTIC (AHhSEICHEGE) &
WIFE ] OXFEDHRASN TS (59:05), ChIFRIE. BT 7 A1

1z BUERFZE 85 (2013)

resn7v—) ORFZER

U4 BEBDRADZEFREEDT
H 5o

TIVT 7Ny b DRAEEFDR
LEMEET HERIE. 1FRANE
BN CEENICITFERE) H
B2 5 EEBHANTBROBRICH
HEM - BT KRICRET S
AZT 47 3 F )i EA
5, BEF 1AL SLnmz BT (69005
DBEREDZOICREADEEE
EBEOIEFED) T ) AL 2ot
HLTeH (Robinson 76). 5.
Uo7 DEEZRICY 37 ahED
FREOILIBIE. FvFa1EIFEICE
EflFREERLTCWVND, ¥373ah
HHUCBICE T BDIE 2 1 ERRED
KETHY (K2, FDOREVAE
TOLOHTEHFWHELDIEH. BRITE
FELTWS (51:34-54:57), T 7IUEZENE TAYOREER | EMEIH
(49:00). HEEDA >R T 1—TTldU+ i v L8R OJgEaslr
TWBEES>THY Barrett 25). 7 1R EIE COHBENEREE DR VA
ME &S TRYDOFEER | TldaWnT EZE868 L CWrTREE IS
%, FvF 1EERITFEFEGROEEE KR ZRD D EERIC. ZTDIREIC
HHEREE NI Y D EMHTLE0HE LNEL,°

Ny hONEREBRE S DERIE. TTETHORLIeL D EMEDORE
LT TILDIHEST . WFEDL T T IUCHERTES, £ EOK
B VAV aADMETHERAZI eI 7IVHES T, X TDNT 3
2 a7 IVE DR AR T 235mE Cld. /RO 3> 3k, AF1
ABEEERICK > THERLZBOOSNIRAEIEREE. X TZEEIT
EH T % (Bennett 169-72), T DEREIE. WIEEEDHEMEEND A A—
TEb T B, EHBBRRDY 33 3T OEFNEE . BRIZH TR
B, XTI\ RNy T DIEHhORFE R 33 3 DERBDIZEH T,

K2 (51:46)
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& LABCHENMEEDRL, T5IC. HRERDY 3y azdne< 7
IEREBA T ORI ITDTHE L CEESHN T Z v 7770 b3 2HIIC
BELZT 2 (01:3131-33) BEALNEA. 7 O—X7 v TENI T DE
EFTHBICRN SN G D, CDBERICIRE HRFEEBT [EIRA
VLD BEBRTRET. OB THY 37 375 LIBRWIEEA T
CDOV—=7ITVAF. BAEOAVERAELRG T MRTHRZERE
IRTL TV S,

&5 —DDEEGIBEIFNGIRICITFEELE T, BFIITEDZ R )T hE
BRUBIhRICIZBIIEN TS, T 7)bEY a2y apEEZIECHEHER. =
ANETA LINT ZLODHZBRD/N—ICEE. T THRABEABEEBAL
MAEEICEVEHEND, BEGAEEROSHZEET 5, JODEECT
& U7IbETava. DEVBAABREFEALEDORTH (V¥
H—%RELANEBLEZ DT LET) BEABELBALEDNTELTZA
DERITREENTEY . "R FO/NROBONTH > feBBHRERRDE
BENDDFERCHEICEEATREERT. X7 T DY
NEBRLLS,

(18) 490.

HDIVR—ITC T L BRAEY 33, 3y 3l dBRERT 5.

RZOBEIFRZAGWVD, AHERLIEDA > TWAHRESZ %, 7L

A VDEEIFER, BIET T LANTNEHIET S Ta8ma Bl g

%o BOBEITIFEVKEAD DK DT, BIFTaranAaamEE. BH
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BEFICH > TWND (Proust, A la recherche du temps perdu 545)

CZITEIENS TRDONERZ RSO T OEITICIE. TONGHRICK
H—EBDOXYFHHOIRMLTNBZ EIEIHSTHTIERIDETEHEHSE
W TIV—A D TRONIEFZRDTI £V D BV NERDEEICEY
HOBailc. THER#K] ONEHERT Y =7 —J&itH T oXE%
EVTWZ EFELHASNTWS, BOMHIDFAmIE 19HETZ>
A RERT 2 COXMHFAEIRD ER]) & HMRADARE E&ERL
TWBRICEITFSNTW ., HEIERENE T TN EEDOERYE
SENEREZER T AT AT LT, TIV—X MIBFEABZAZDT
Holee ERDIEE EIE. RBRICENEZE VW EEDERIESETI NG
BETHY. U b=T—TJDH%E] LBEN—XDEHTERBIN
TWekDIc, TEmlild. 65— ADBCICKBPEEY THS] LD
DA T IV—R b DFEE 51 (Proust, Contre Sainte-Beuve 127),° 5 L
TeERE/NGRANITHHISAA THETEDH, TEICARZ—ahFBELT
WBERMBDTH 5.
JARZ—=2ahTIETZT7ELTEIRLTWDIE N RNk
BERDHT) DIEHTIE BBYFEHNILT Y MIEBRICE > EBEROG@EIC
Hlcd, TTTERIFIEFOOEBPOBETAERNVIY bEHRD T
ENTIEBDIEHN BWDFE LA ZTDIUREEDNTBEN T WA & 55T
RICELTHAFREIIE LI RGBT LRI ENDFBY FebFA
TS5 LCREONVTY ML LDD, fFERELTONVTY ~EH
DENCWVBIREDON)L T b ETRERL TEESHWEEZ D, DE .
N)bdy FOEREE. NIy D TES—ADBED] IR >THES
NTWBZEEEBE DTN,

ARZ—ald. v ETICESBEENDIERE . BET A1ERTIV—
AMD—EIEWD DDA NNRB T E T 8gHE T2 0—ADER
BV ZEVEA. BRBEICRsSOMEZ S A A LT DHIEDY Tl
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Lo RIFTDEOBXENEYZ—V21ZBL T WEEE LHBEFRESR
TIEWEEDNE | < F [RFBVEAFan] BDfEE LIMICERLGD S,
BRDODANEZRREE ST, TIHDLEHFHENDE O —ADBECDFE
NEFTEDEFREOZTPNURL TS,

m. —ADZZ=T)V

DFEY. NELDNEGBRANEB] TEBICEDDOHERZHL T LN
BB STeDTIEHL, TET S TDSFTAMAD I ENTERLDIT. T
DIERTIEHFTHSDANEZE KREETMBORBT LY E. REEE 7]
ZODEHEDHERENT W, AEITTIE. TNEZREA THAAXICEZH
L. TOKIGBEZADBEICEARDNIBERICEE L TWDT & & HERR
LTWT D, RFNGIEREEHHTEEIE. () BROZHEDL D
EDICEZABIERBIEDTETHSE] EVWDSTIV—AMDEEIZ. EA
RITEEETNTWVS,

FI. TDEARDWVHIEBYFBDENCEENTVEDHOZRTHE
2L

MEBDEEE Y — 7 LY AT EIHAHII T D F ) A Tld 15BN
EOHET 76 DY—T TV RITHIFSN, BBICA—TZ257 - 7L Iy
FEFRDTOO0—UHMEZSN TS, G _SEHMAEE >THY.
Thehn 185—88) TETE LEEEsINnN TV 5,

B—E (=0 IR 1~25 HMMREADIE. EARZZT/LHER
EFERGES LB XRAWINEYHFRTH S, T LTHKEIE &—7
IVR26~76) Tld. EARDNREZOBADESTEHNES DL
THEHENND, BIEFRIOSBENDDFEHTEEMHDT . BEERNE
FICHENTLE S, FILLBE S RBROEEEZITAN. TOMTE
59 LD LI DFIRHF GO S DEFBERZ DR TN T EILE 5,
=TI VR T6FVDIRIEO—TTHY ., KNREFIA L TEBDOES
BN LR TEEAND. T TICZF TITIXBDDBEEFANEL H>TWD
C &SR L EIEREZR C 5,

F—ITEBINEIL. EXTHRZINTW L DT, &EE M2y
O—XDERIEFEWV] O—FED A A7 THAHITHIHDLET . miERICH
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BT HDIEZTDYFERNAR CTIEBEWVRCH D, MIERICHEBT 2D FA
NO&FITZZT)V ] EFARY BAGRE CH D, NESDNEGRANE]
DEARZZIIVIE, BIEDEAREISERRECZELZSHEHDD, B
ICBfe RSB EROTAEEZ 5N 5,

M>270—ADRIFEN DFEARNCDONT, ARXE—>ald T(Z
DIERT) BEGEDIE. Vv r=EI—)L - LA—HTOHH (FILRY
X) THIZRFH DTN (etre étranger) Z & 721 & &> T35 (Eustache/
Collet «Entretien avec Jean Eustache» 423), BeB I T DA FEE(ICT BN
LA —BLBEARYANDIEIHODOHIEEICTIE T ILARY X5 ZEHE.
L TCEARICIIEEEZ RS S EH Z 504+ (Eustache/Collet «Jean
Eustache : Le Pére Noél a les yeux bleus» 49-51) ,

NELDNEBBRNEB) BERITHWVT, 2ZI)VIEFH LOEITES
T EERBECEIN, FIEEERRICEHICHIRAHF DGO WDIFEAEA
(étranger) & L CIRDES T &LITED, RNEROA V2T 1—C. 1R
A= ASBETEHHINEZEBICLEED THB T EETHEETICER
LTW3, IFEEIET7 2 ATEEL, AERENDTUOL, BRBEIDHIH,
WMERRDBFE T 2V A TH B, —H. BH5[>8LIcHEDZDEIF
T VAT, BEEOHMGDTH S, BAANGIELZEDETE5R
N FOVRZT7HIRIET S ATIEEWET 2 ERB>TER] (EBus-
tache/Marcorelles),” MEL DNEBRBATEBI DZZIT)UE, T4
O—XDRIFFEWVN) ORXZIT)VEYE E5EAZAEAEMNMELEINE
EEWZ D,

ZE7E NELDINEGBRBANEBY OlAE—F L feieblicafdhE
NZ0F. TEZT)UEHSABUICR S| EWDSIETRHERICEET 5
T e, BRNCAEARIE T TTIENAD SBD S T EZBONS N5,
FESITFZTNZEHT HHDE OIS, WISFET ZEDTETRVAYE
LTEEINTEY., =TT VR 47 TIFEBOEKDT7IVT 7Yy
FDREEBEEINSHEARY LTSNS (Eustache Scénario de Mes
petites amoureuses 33-5), H$Z 5L [THAEEZIEVV DO SEH D
feo RKELC B ZEWL STz (Eustache Scénario de Mes petites amoureuses
40), 15825 & Lice Th. TEGD ofz) (Eustache Scénario de Mes
petites amoureuses 55) EWDTeEARICKDF 7D S L— 3 HBEFR
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ITHATNTWLWADE, CORICEDb> TS D,

LH L. EBICHIRHDGWEIC IAENE ZADZ ZTIUITIE R
ERFENDELTWS, 20 0—XDBRIEEWL) OZZT)bid.
YR O-ADEELTB L THEEDIRER D, TN LT NMEL<
DINEBBRNEBL DZZT)UE BORIDHREZEIp—B L TEHRL
DO, TTZEWVWD EFICENEEBUL THEZDTH S,

NELDINEBBANEE] B—ECTIE. EARDERI LT —HA%ER
HICHTHSECHEDTDONENSRICTESD (Eustache Scénario de Mes peti-
tes amoureuses 9), #t< BIEBTCIE. T—AXICRDLBHEE LT, B
EEENEBRABIFBHBENAEINTNS, EHROBLAEEDITSD
& A7) —=VICBBER TR <. BILL BIBICEEIRA R]08EED
RAHAENTH D, V— VI VAS8(CE. RDES7%E FEEHEETIAEN
TWa,

BIEHEEC 5B & DEEFFICWVBDZDF TR EAE T 5o ()
LIFLDB. ZODEIEITcOREZDFITEZAB T 5,
AZT)VEBSEIRY LIZY . SEEHN BODFICWLSDEZDAN
@5, ()

AZTJVSHEINED B ETLOE» DL, TEFEDVENIIFRLCT
EELTWADE, RIEFEEHVEZRT S, (Eustache Scénario de Mes

petites amoureuses 40)

NADSEBEEBNCRD T EZREG S ENDIMEOEARIE, HXE
Ik, ZNHBEEDDEBRS> TR TWADTIEEL, RIET LB
BHTENCEDMDDEFEDITNE . TDIHF T VIRVIRLTHE D,
IEIZ7ELTEIDNTWETIL—RA MDEEZBOHTESIE. Hfc
DEBNDEHICEELDEZRNE LTRH. #IHhoEHEELMLTLE
DIHhDESIT. BADRICGEIN A EREZTDEEEMT 5 ~—7 T
VAICBITB TESIRADEZIELVDHOHSTeHIT, FIIEDE S
CEEBE BDITBHEARENVERSTW L (Eustache Scénario de
Mes petites amoureuses 55) &DF L — 3 (clE, O S LIZHEEH
REICRELTVA,
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CDOBEERIE. EARITIEEDOHFERNZFRIRELHENS. FRICH
EHB|MDEDITHRDESOREZIEDE VD, YT UFAFXETETS
TEDLEIERLDBTFEIE. COLKDIBGEALRDFHICRICOTREE
N%o

V. =DO0EH

LD LABIAD SFAESNZDIE. GICE NESDINETRRACE]
BB T EDIHTEEE STV, BRENEZDARECIE. WE—EFX
ICBZR L. AEDBIDIERNEBODNWTW EEZR/R L THD. B
BI 2D AMEDENZFH BN Th D, ZABFIZREH L THEK
o

NEDNEBBANEBD & —BERBICRSEWVHREEZE S 2ED
EIEBIEA D BIDFBITC. £ BLRAHAHREDYRETEHHY 55
255, TTTRI>TWVWABT LR, TOIERHNERT BIFZFICIXAD
BEEHEHE, YHUFTEEHYLTE. TOERDF OIS EIEA
BT EFENEA D,

LH LS NELDNEBRAZBIEZDESTLHLBY ZEL,
WEMEBMIFONTWAETAICLO MEBEMITAZEIEFTERL, &£
SWSTEDNFRBLE D, TTTRIDTWVWAT EHNERITRET Y., £
TICZENHREC BIBPT TR HDICEAL D 5 & T NUE. ZTHUIFLIC
EOTC TN ETIBAT C.ZNDRE D BICUEN TS, L)

DB ZIEGDICIE, FERIDBEAH S, BHEWVWSEDIE.
RERYZITEIOREROHGWTENI A EHEIC LT AENEITEIZ HIREE
BEDEHETHB, ETADFDERIE. EXBICRSHVTEID/KE
DiEMNC, BEHTENEBHFANDITIEE S TNIEEWLD, WD T E
BOIE, DFY. MBEMBIEEI RSB DHMANGEREEZ T 5 &5 <.
HEREBOZEDFRNZHS CED., TTTDEETH S, (Eustache

Scénario de Mes petites amoureuses II-11T)

FERRRODIE, 7 —HA JIIBENTO ST DI DONEE EH&H TEL
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LIe—XH Fole{BIOXFRTREINTWVWBHLETH D, L. B
BEBICKD IR BRI DENTH S,

IR EERI &, —REBICESBEVWEREEZE LD TH B,
DHBFC. oK BBRBHHEREOYETEHY 5%, TTTRI ST
WBZT LD, TOHEENEBRT 2HBAICIMDOEREEEL, 1
FEEHLTEH. TOERDTFOCRBEMZ (LA S T EIXEWNEA D,

LHOLEAS, IR EER) IXTDESTLHLHY Z7EL, WENML
BIFonTWhad &AL, MEMITAZ EIEFTEGL, E50D
TEDHAALEK D, TTTRTIOTWVWATEAREIRET Y., £XICF
NHRET BT CRRE ZDICEBHAIH S ETHUL. ZHUIRDNTDELS
IREE L IeD BITlEDESELN,

AABHAEIBGOICIE. TROBEAD D, BHENSEDE. T
BERY /ST TENOIERDHEVMTEI R BIIC LT RENTTEAHIREE
BHEDEHETHD, & TADFDEEIL. BBICESEWVTEIDMRIEL
DI, BEELHTEIEEHFANDITIEE DTUERIWD, WD T E
BDE, DFV. MEBEMBIEEAICRE DR EEREE T 5 75 <.
HREOEBEDINZHES ZEHN TTTDEECTH S, (Eustache Je

ne ferais pas de résumé» 56)

B BIC. BBODZA MUEFEHEDORSL. ZhhSaFEERRICETD
ZHESNBIETT. TOIDETNTZRBEBERTTLHEHHDK
ST, FEALRALXELED THS,"

< L8R 0BG, 1707y =t—X - ) 55N 1973 F 12
BIT TR 18R] O/NFEABATRICEE SN, TTTE D/
XIT TRMFERE LIE ] EWD 2 A MUDMIIFSNTEY . $75
IFZFNcHvhcE0E LT BREIETRY v - Ollck s EWEL
T) EBENFEXDEHIN TS, IXAZ—22cLBDT VA MIE
HEWSERE AR LTOBWERESICHTE NIzl Th %,

LALZFNICLTEH. IREZ—ald. BETOLSHERETSTD
550, ETEZSNZDIE X~ EERI #BY EF3IcHco T
MEHREENERICBNAMKE LA, IAZ— 1IdBHIChH. #ifzlc
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NEHEL CEICHEFRARF A 2cEWD T &L, ZT TRIE. LET
EWVRFERRLTCWED oIeXEREA LT, £9421 MlbE IRTE
WEIR) IR, E5ITE NECDNEBBRANB] DEELIFEREETY. T
TICBHEEHDIERICEAT B2, INZEWRIICIRIEICek T,
Tl BEHEED S XENGAINZDTIFEWRIEEESHE X 5N 5,
ENOBENE LIE NE K DNEGBRAEBL 1ITDWTLEIBV S EHN
IR E80R) ICH V) EETEX B EER T EDBNICHZ B,
HDNE ESITBRIAELITTEWLL, 1976 . DF W I L18wI.
NESDINEBBANEB) EWVWD ZEROERBHRFEENZHEDT LI
B ARBZ—22ldHB A2 T 21— SelcO7IV—X b EF|EES
WTHLGA S, IR &igml & NEKDNEGRTRAEBL] WS TR
DERENCDWNTCEEY . COZAZRRICRACEIFTERVEETRLT
W%, DEWDICKDE. TIL—A D [N fzRBakedT) DEH
Tld. N EFBICHRFRZHEDD D 2—HC. HETORREDE
WHGEEEEWNE DD DD, LHOLEZNSEZRIRICEZ ST ENTER
WE2lc, BRDEREEESH—ARITERVHELTRAZ EIETER
WD TH (Eustache/Pierquet)
ARZ—22lcELT, IR EER) & NESDNERERAEB) &
WO ZDDERIE. HATWAIK BILEMICBT 2RE 5D THo T
—ADVEF NS AE M) IR, FDR D BEREDTH S, NFES
DINEBEIANEB) DFEXICHENTEENIE. ENHD—ERDIERICDNT
DEDTIFED DD TIEEWND, 24 M LE ANEZ BT THYERD
BT D BHDIE. RiE. WINH—KRDIEREWVND KXY BROERT
NUEHFET DL KERANNCDOVTOEYE S Teh B TIEHELDY,
ARZ—2 2FENDEHOT [BIDBFAC. £l BESHHREDY
EBCHHY DB EEVTW e TNIRICEFE TS 2EEVEILTIE
T DDA 2, FED—ATIEH L B EREfzRETIC AN &
L AEREZEZIRADENT SN TWZDHE LR, R’k TNE< NS
BANeB) ZHELTWBHEE, IZTEEBET T IR L8R DAL
HEL W TOTREESICARLTOELI E. MEE—KICEZT
Wed LTERBETIEEL,
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ECHICHEID -T2
b YIc

WERTEREL DI, AETEWY EIFTRTYF U A BIT NE<
DINETFBNEB) DEFELDEIE L CEidr D DY TldEl, D
BAERIE [>/\—-20)] OERICHEINLE—RTHY. B,
PDORAREIREN E @D D HEDORERADEREHET I ENTE
%, BTSN >feDIF. IREZ—21ld TBE) ICRVUBEG &
ZEEJT AN RICEDTEIREIE TITHEOSNDANBICEDZED T
<. GLAHTHODANEZ RMERZNTDEDICERNELIN T
R TH B, T LTEZUUF NESONEBRANEB) BIRDIBRITIE,
FARDNBEFDRARZTA LTV EDN CDER/H S SHDR
feo RAEDEIARZZTIVIE. BEDRIOHREZRPT 2\ e L TER
TNTHY. TEVSTELTEIMNIEEZ5 IR 50 ®iE T8
NEBRDEOBEDICEZ B/ E] £ LTRERIMTND,

FImRE CHa L e LD IS NEK DINETRBAE B & TR E8hm)
ERVDIE TRICEMICEBI 285587 L TEERINTWcETN
. CORTITIFUAIR TR BRI Zim CARICLRERRIX
BREBDIETTH S, BRI, AAEZ—Y 213 KHIEAZ —IHRICEE.
1972 FREICIE R LIER) DIRFACAS I LI D, NECDNETR
BANEBI DEBIBREENZDIE 7AFHPEDT ETH D, NELDN
EHRBNCE) DEFERE ESISUDITIE. DY F A DHEERD [T
N EEIR) NEVDNTRIVAA TN DN &e T Ci8im) DREiR%Z®
BLTC TECDNEBRBRAEBL BDODNCERBEIEENTWO DO EWND
BWERHT 2 EIETERL, TDdIcE. ZFRmIOBET 58HriEr
ZIBENBSE 2 RA D T EDFRELE D> TWLLTEA D,

&

1 CCTUTORZEHSHTERBLTHEL, IR 2— 28 O [F<
DINEFANeB) OEE T, 1A= ah IR LR DHhLic NE<
DINEBBANEBY ZRoTcIEMRBIN. ThU 21T+ —PET7SHEUE
HEC, HIehBUNREHERT DL TRAFHI> T NEWN & TR
DIHFFRAR) [CBNTF v U7 DIREVICHFRZER SO EIEEETD] L&D
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NTWBESIT (Cerisuelo 190-1), 1A Z— aHWDIRILIEE LT MEL<
DINEBZBANEB] AR LW EIELIELIESNSNA B TH S, FEHR
HEsICITONfeA 2T 21— [TESKDNEGRBRANEB) OV F A TR
BRI DY F A KVELENCEIN TV ] EMIEFERLTEHY (Eustache/
Marcorelles) . £/21RXZ—> 1D ORIAEFEEITHERZ /1971 F 108
DERETCUIREF LWEIRY v - OLAXEWEE LTERMLTWERE NIF
CDINETRIRANTeB) Thofz (Collet 417),

TV T4 )vRAE, ARZ—2 2DV TEwmLAILHhEY . Yvv o -0
JIPE—UR-ET7TEVDcX—T )LD 7 —TLUBOERT. BigMEE
EasRL O NERBIET B DOREICHAMB[IF 2 A7 - AOXDIESERBN
LTW5, e TOYHIFDITLREUS DA TEREKRENDIE, A0 - OX
DRDEIGRECTH D, [HHH. IXZ—Yahiinfc, L THHEWERERL
feolce WDT LG KLHEBED STED. BRELD T, HF JHRHTIEAEDL
ofce L) IE NESDNEBEBANEB) OV FIAEF>TECW . D
nhonEr L EOHEBE/ECHEAEE> T e H. TATESIELDIHE ST
FTTCVWenlrfz, NECDINEBIRANEBY) AT, FMEBEOAER>Tz) (Phi-
lippon 18-9), FAZT DEEHNS. AR Z—Y 2 DNTDOXRFTVFUAZILLSD
ICREBIARTEDIEA D « OATH B EHRT B, A7 - OAFHET LETEHW
TWe7ara—4Y—ChY. EZARFXE-VR - ET7SDTLERTT [FHD
51 (La Maison des bois. 1970 %), Vv v 7 -OIITD [F/VT v bDANI Du
coté d’Orouét, 1969-70 ). [V v >« )L/ T—)LD/NEIET (Le petit théitre de
Jean Renoir, 1970 F) EWVOTERABEL TV, IR Z—Y a0 ADE
EEFFREDIE. BHATNSDIEREEELT—FIFEMNBEZTARLEND,
2 UDMPRE) (&, 8RR TO/N> Y DA (Du coté de Robinson) & 2fd
5N, WETEHTZDR2A MUDMEDNE T 6B 5D, [HBHWMPREL EWDRE
Ald. 1967 F TONYY Y DOBFN] B Y227 0-XDRIEFEN] D
AU CTCRBRRE G fEEWT, IERICEZAoNcZ2 4 ML TH S,
BELTIC, ZHETEHIEXO—EZRGEAHNEBLTEERL, 0] DE
U WS ENE BEICREDMEZSEZ 5 ETHDH, KROEM CHSHHE
ITlE. BEiEEonb Lz, RR. BiaBEafEnd. FFH#T 2 ANENS
A2, 8WNNETABICEBANEZ BT LIcT E5IEHT BADWVDEA S,
ATEDEYIVIRED. AV VOB CHNIE. BIoEimsC LICHEE
HEEDEWETTE, BANGAEZBNT. AHNRDEDEEBELIzEE. &
DMBEEZHDIEEANEZND, LH LBEIZEE 50 ERZNIEN Y Zig ViR L TE
feo HOFEVNEEINDE, ALFHLLWEDE BHETH—DAEE. BAITEN
EDDOHFHLSEMEIFRT CETHBD, ThUE [ FEAERBENTOEWEET
H51,

WeifffsE 8 %5 (2013)

ECICHEIH -T2

GAh. TTTIEEREEDDDICVET IHEAREEMEAETT>TWVD, TIL
—AMCEBY Y b =T =D BEHGHIIBERIOETINA GV T &IE D
CITIEBEINTE 2, MBERRINE Grau s TOHREERY B TIV—Z D
INROBEICH > TH Y b=T—J%FHEBRO—DE LTV &%, £EIC
ERARESRBLAEDNSERHGEER TR O THETL S,

ARZ—=2 2F 17N FITITONTeA VR T2 —TC RDKDITHEL TS, TR
Slc. FDIERZE BEHICHEIRT 5 ENTEADTHNIE, &EiFH o LBl
BAEAD, R=HBENERNS. TOLBTELEICUIEBRERZELELS
EBS, HFEROHFARICHOSND. BEVRICTD DUV e, BADBEER
DIEGIE. EEICRETGESHEWT ELHHDEH. EE>THEMICRITANS
N3, GEESEADERENS THE, TN SREER. NEEORDE
D) (3RFFFESZ. Eustache/Collet «Entretien avec Jean Eustache» 425), & D&
SIEFEBEAFD. TTTHIET T TDEROBRICEBNTNASI EEVSETE
750N

AZTIVHBBEIDREBICHESDLZ T TV T—XdE YT UFDEETIEZ L
A LEBMFENT NS, 2D TLTUY T - ZAMIIVDF V2T
DEETOV 7V ABTENELENES = Lr1) (18594F) #EREME
X200 #ELAGEVMERCH S,

mEZ &Y K ERTZ0I1C. 75V AFBRENE T ZICHENTHEL, NELD
INEBZRANTEBL DFBXITIE. «Mes petites amoureuses sera le récit de certains
faits, d’apparence anodine. Il pourrait étre le récit de faits entierement différents, dans
des lieux autres. Ce qui s’y passe, les endroits ol se déroule le film n’ont aucune im-
portance. Un résumé du scénario ne donnerait aucune idée des ambitions et possibili-
tés du film./ Et cependant, Mes petites amoureuses ne pourrait étre que ce qu’il est, ne
pourrait se situer que la ot il se situe. Je m’explique : la seule raison pour laquelle il
se passe ce qui se passe 1a oll cela se passe est que cela s’est passé pour moi la ol cela
s’est passé. [...]/ Je ne ferai pas de résumé pour une autre raison encore : le résumé
fait apparaitre les actions définitives au détriment des actions accessoires ou sans ré-
sultat. Or, mon sujet, c’est la facon dont les actions importantes s’insérent a travers
une continuité d’actions anodines. C’est la description du cours normal des événe-
ments sans le raccourci schématique de la dramatisation cinématographique » & @ )
—F IR EERI OBKIX. LUTDEY Thb, «La Maman et la putain est le
récit de certains faits d’apparence anodine. Il pourrait étre le récit de faits entierement
différents dans des lieux autres. Ce qui s’y passe, les endroits ot se déroule 'action
n’ont aucune importance. Un résumé du scénario ne donnerait aucune idée des ambi-
tions et des possibilités du film./ Et cependant La Maman et la putain ne peut étre que

ce qu'il est. Ne peut se situer que la ol il se situe. Je m’explique : la seule raison pour
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laquelle il se passe ce qui se passe, 1a oli cela se passe, est que je I’ai imaginé ainsi./ Je
ne ferai pas de résumé pour une autre raison encore : le résumé fait apparaitre les ac-
tions définitives au détriment des actions accessoires ou sans résultat. Or, mon sujet,
c’est la fagon dont les actions importantes s’insérent a travers une continuité d’actions
anodines. C’est la description du cours normal des événements sans le raccourci

schématique de la dramatisation cinématographique».
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The Scholarly Gaze toward
Okinawa Eiga:

Notes on the Academic Discourse

Kosuke Fujiki
Introduction

From the early 1990s and into the 2000s, Japanese popular culture
experienced an “Okinawa boom,” under which there was rapid growth of
mainland Japanese interest in the lifestyle and culture of Okinawa, Japan’s
southernmost and most remote prefecture, comprised of an archipelago
known as the Ryukyu Islands. During this two-decade period, traditional Oki-
nawan food became widely valued for its health-maintaining effects (Tanaka
421), and popular music incorporating elements of Ryukyuan music as well
as a considerable number of musicians from Okinawa gained prominence in
the Japanese mainstream culture (Roberson 193; Gillan 149). Moreover, for
those who could manage the relocation, “emigration to Okinawa” became
a fad (Kiihne 214). In cinema and television, this boom was spearheaded
in particular by the nationwide success of both Nabbie’s Love (Nakae Yji,
1999) and the television series Churasan (Enokido Takayasu et al., 2001),
which resulted in a number of Japanese films and television dramas being set
in Okinawa throughout the 2000s. Regardless of the origin of the filmmakers
or the location of the production companies, films set in Okinawa were often
labeled and marketed as Okinawa eiga (Okinawan cinema/film), a term used
both by the media and by the critics.” As many scholars have noted, how-
ever, this Okinawa boom capitalized heavily on both Okinawa’s exoticism and
the islands’ marginal position within Japan, for which reason there was sharp
criticism of this “latest type of colonization” (Bhowmik 3), also identified

as Japan’s “neo-imperially gazing boom” toward its minority group (Kiihne
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214).

In response to this nationwide phenomenon, there was a surge of critical
attention to Okinawa eiga, with a number of screenings and several symposia
on Okinawa eiga occurring within and outside of Japan since early in this mil-
lennium. In 2003, the Yamagata International Documentary Film Festival fea-
tured cinematic representations of Okinawa, tracing “the historical changes
of the gaze toward Okinawa and its created images” (Nakazato, “Okinawa”
3). That event was followed in 2004 by the second annual Cultural Typhoon,
one of the largest conferences on cultural studies in Japan. The conference
focused on media representations of Okinawa including those of Nabbie’s
Love and Churasan, with papers presented there and transcriptions of dis-
cussion among participants resulting in an edited book (Iwabuchi, Tada and
Tanaka). In 2008, two scholarly books written on Okinawa eiga appeared in
Japan: Yomota Inuhiko and Omine Sawa provided the edited volume Okinawa
eiga ron (The treatise on Okinawa eiga) and Sera Toshikazu published Oki-
nawa geki eiga taizen (The complete book on Okinawan narrative films). Fur-
thermore, English-language scholarship on Okinawa eiga similarly emerged
during this period, most notably Aaron Gerow’s article “From the National
Gaze to Multiple Gazes” in 2003 and Mika Ko’s book Japanese Cinema and
Otherness in 2010. Critical of the Okinawa boom, this cluster of scholarship
markedly reflects a shared criticism of representations of Okinawa in Japa-
nese films, frequently condemning such films as presenting exotic stereo-
types of Okinawa, which would perpetuate Japan’s hegemonic relationship
with the islands.

Although there may be value to such concerted efforts to problematize
the representation of Okinawa as an exotic Other and to draw attention to
the political circumstances of the islands, the approach taken by those schol-
ars is not without pitfalls. This article addresses five principal problems: (1)
inadequacies in defining Okinawa eiga, (2) disregard of commercial cinema,
(3) intrusion of cultural essentialism, (4) imposition of the critics’ ideological
and political agenda, and (5) a lack of research on the local reception. As will

be discussed here in the following sections, those scholars appear to share
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an idealized notion of Okinawa eiga, a notion which is narrowly confined to
the art cinema of the Okinawan filmmaker Takamine GO, while asserting
that the reality of the islands is obscured by most cinematic representations
of both Okinawa and the Okinawans. Those scholars maintain such a stance
despite their having failed to articulate how the notion of Okinawa eiga has
been used in different historical and cultural contexts. After providing an
overview of scholarship on Okinawa eiga, 1 intend to revisit Edward Said’s
Orientalism in order to show how current academic and critical discourse ac-
tually replicates the Orientalism which the scholars claim to find in Japanese
cinematic representations of Okinawa. In addressing the shortcomings in
scholarship on Okinawa eiga, I draw attention to the need for more research
and an investigation into the actual usage of the term and the reception of
Okinawa eiga because such inquiry is essential for developing an adequate
understanding of the workings of Okinawa eiga.

I. A Brief Overview

Throughout the 1990s, critical attention to Okinawa eiga remained
sparse, though one noteworthy critique came in 1991 from the film critic
and political activist Matsuda Masao, who provided an overview of Japanese
films set in Okinawa from the 1950s until the beginning of the 1990s. In his
article didactically titled “Rytukyt eiga no tame no memorandamu: Okinawa
wa ikani egakaretewa naranaika (Memorandum for Ryikyii eiga: How Oki-
nawa should not be portrayed),” Matsuda criticizes Japanese cinema for the
tendency to use Okinawa as an exotic backdrop, with Oshima Nagisa’s Dear
Summer Sister (1972) and Terayama Shuji’s experimental Farewell to the Ark
(1984) being rare exceptions (110-12). Matsuda then contrasts the work of
“lazy mainland filmmakers” (113) with that of Takamine Go, the “self-pro-
fessed ‘pioneer of Ryikyi eiga,” emphasizing that Takamine’s films should
not be regarded as Japanese films (1 12).2

Matsuda’s indictment of the exoticism and touristic stereotypes of
Okinawa in Japanese films and his commendation of Takamine were to be
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repeated in subsequent critiques of Okinawa eiga in the 2000s. Though with
varying emphases, later arguments tend to overlap each other, discussing
more or less the same corpus of films and drawing the same conclusion that
mainland Japanese films exploit the setting of Okinawa for exoticism and
that Takamine challenges stereotypical portrayals of Okinawa in mainstream
Japanese cinema. Yasuhiro Tanaka, for instance, focuses on political issues
and contends that festive images of Okinawa as “comfort islands” obfuscate
the “real problems” of the islands, such as political issues surrounding the
presence of US military bases (431). Arguing that celebratory images of
Okinawan culture are mobilized for the purpose of diverting the people’s at-
tention away from social problems in Okinawa, Tanaka claims that “the more
people focus on culture, the more they forget the political and economic
issues” (ibid.). Tanaka expresses concern that the result of such induced
amnesia would be the assimilation of Okinawans to the rest of Japan (430).
By contrast, Gerow finds both nostalgia and exoticism in the representations
of Okinawa which emerged during the Okinawa boom. For Gerow, the two
comprise articulations of both the sameness and the difference between OKki-
nawa and mainland Japan. Whereas a nostalgic portrayal of Okinawa as the
primordial Japan affirms a unified Japanese national identity, the exoticism of
Okinawa satisfies the consumerism-driven desire of the Japanese audience
and further consolidates Japan’s superiority over the peripheral archipelago
(278). Taking yet another perspective, Ko employs the notion of cosmetic
multiculturalism to assert that the celebration of multiculturalism in recent
representations of Okinawa, which tend to stress “happy coexistence of dif-
ferent cultures” in Japan, operates to conceal Japan’s oppressive hegemony
over Okinawa (83).

In this strand of scholarship, a frequent target of criticism is the film
director Nakae Yaji, whose work, Ko suggests, provides “stereotypical
images of Okinawa more overtly [...] than in any other recent films set in
Okinawa” (ibid.). Yomota Inuhiko points out similarities in the plotlines of
Nakae’s Nabbie’s Love and Song of Tibet (Xie Fei, 2000), a Chinese film set
in Tibet, and claims that both films offer ahistorical and apolitical narratives,
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drawing a parallel between the oppression of Tibet by the People’s Republic
of China and the Japanese and American subordination of Okinawa (Higashi
et al. 250-51). Omine Sawa argues that Nakae’s films seemingly justify the
historical process of the Japanization of Okinawa by repeatedly offering nar-
ratives of Okinawan protagonists wilfully choosing to modernize themselves
(156). Evidently, many scholars take Nakae, who was born in Kyoto in 1960
yet has been living in Okinawa since 1980, as representative of all those
mainland Japanese filmmakers who strategically domesticate and exploit the
Otherness of Okinawa as a commodity, as was done in the Okinawa boom,
and who self-servingly exonerate Japan from its historical and present op-
pression of the islands. Thus, Nakae’s films have come to be regarded as the
epitome of the Okinawa boom and consequently have been condemned for
their stereotypical portrayals of Okinawa (Tanaka 421-422). In this respect,
Omine and many others often consider Nakae as the inverse of Takamine
GO, a native of Ishigaki Island born in 1949 but a resident of Kyoto since
1969 (145-46).

Though I value those scholars for their sympathy for the social and politi-
cal predicament of Okinawans and for their indignation about Japan’s neo-im-
perial dominion over this minority group, I contend that in terms of analyses
and observations on film, their expressions of criticism contain a multitude of
problems which need to be addressed. In what follows, I will identify some of
the problems and offer a critique.

II. Trouble with Definitions

Numerous scholars have encountered difficulty in attempting to provide
an adequate definition for Okinawa eiga, beginning as early as 1990 when a
group of films shot in Okinawa were shown as featured screenings at the Ha-
waii International Film Festival. The films screened included Takamine Go’s
two feature films Paradise View (1985) and Untamagirii (1989), the Japanese
auteur Imamura Shohei’s Profound Desires of the Gods (1968), and two docu-

mentary films directed by non-Japanese filmmakers, Uminchu: The Old Man
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and the East China Sea (John Junkerman, 1990) and Hatomajima (Solrun
Hoaas, 1981-83).° Confounded by such diversity, Yukiko Hibino resorts to
addressing the financial basis as a possible defining feature of “Okinawan
films,” only to conclude that “[s]trictly speaking, there are no ‘Okinawan

99y

films’” for the reason that almost none were financed solely by Okinawans
(7). Years later, Yogi Hidetake continues in the pursuit of a definition by pro-
posing three potential definitions for Okinawa eiga: films shot by Okinawan
directors, set in Okinawa, or starring Okinawan actors (33). Subsequently,
Yomota expands that definition to five categories: (a) films shot in Okinawa;
(b) films in the production of which Okinawans are involved either as direc-
tor, screenwriter, or producer; (c) films made by inhabitants in Okinawa (not
necessarily Okinawans); (d) films in which Okinawans appear as characters;
and (e) films in the Okinawan language (10-13). Whereas Yogi’s three char-
acterizations of Okinawa eiga require the direct involvement of the people
or geography of Okinawa, Yomota’s definitions (c) and (d) depart from Yogi’s
strictly Okinawan norms by allowing that an inhabitant need not be a native
of Okinawa, and that Okinawan characters may be played by non-Okinawan
actors. Nevertheless, both Yogi and Yomota are dissatisfied with their own
definitions because even such inclusive definitions would allow exclusion of
a significant number of films which they think should be included (Yogi 33;
Yomota 13). Although they seem daunted by the challenge of defining the
term precisely, nonetheless, they succeed in discussing under the rubric of
Okinawa eiga a variety of films ranging from the works of Takamine Go and
earlier Japanese auteurs to documentaries and Toei gangster films. Even so,
their criteria for inclusion or exclusion of films from the category Okinawa
eiga remain unspecified.

Other critics and scholars, such as Kawamura Minato and Sera Toshikazu,
avoid the procedural problem of defining Okinawa eiga and instead provide
such broad definitions of the term as “films concerning Okinawa, Amami and
Yaeyama islands” (Kawamura 257) and “films in which Okinawa appears as
the theme, the setting or the background” (Sera, Okinawa 4). Kawamura’s
definition can be viewed along the lines of what Mette Hjort describes as
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“banal aboutness” (108) in her discussion on Danish cinema. The use of
recognizable Danish locations, language, actors, and Danish cultural products
qualifies a film as being “about Denmark”; however, Hjort notes that those
elements alone do not constitute a theme unless Danishness is consciously
focalized and thematized in a film (ibid.). Accordingly, in “films concerning
Okinawa, Amami and Yaeyama Islands,” Okinawa’s geography and cultural
identity may not be treated as being central in a thematic sense. Sera’s defi-
nition is similar to Kawamura’s in that it includes both “theme” and “back-
ground” under the same category, marginalizing the degree of centrality of
Okinawan elements in a film. Although the acceptance of such loose, all-
encompassing definitions can avoid the risk of excluding films which scholars
think should be included in the category of Okinawa eiga, such an approach
also gives scholars license to attribute the term Okinawa eiga to any film
which contains the slightest reference to Okinawa, and enables them to con-
struct arbitrarily a corpus convenient to their own needs or purposes. For
example, such laxity permits Yomata to mention in his discussion of Okinawa
eiga films which refer to Okinawa only briefly, such as Trilogy: The Weeping
Meadow (Theo Angelopoulos, 2004) (“Okinawa eiga” 9).

What remains obscure is how scholars regard Okinawa eiga as a category,
whether it is a term for a local variation of Japanese cinema, or a distinct
quasi-national cinema in the manner of Hong Kong cinema, or a genre. By
using the term “Okinawa mono,” Yomota seems to imply that Okinawa eiga
may be a generic category in Japanese cinema, yet he does not elaborate
further on that (8).* On this point of categorization, Ko rejects application of
the concept of local cinema to Okinawa; however, as will be discussed here in
section V, her prescriptive notion of “Okinawan cinema” excludes most films
other than those of Takamine. Resorting to prescriptive and sometimes even
arbitrary characterization of Okinawa eiga causes scholars to omit delinea-
tion of how the term has been used and what it has signified in the media and
in industrial discourse in Japan.
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I11. Disregard of Commercial Cinema

Another problem with the criticism of Okinawa eiga is an overriding,
dismissive attitude towards commercial cinema (Sera, “Ochibo” 17). While
a few art-house directors such as Takamine G6 and Oshima Nagisa are of-
ten held in high regard for their non-stereotypical, alternative depiction of
Okinawa, most entertainment films are dismissed as invariably reproducing
stereotypes of Okinawa and Okinawans. According to Tada Osamu, Nakae’s
films have achieved a popular market which is “dominated by McDonaldiza-
tion-induced standards such as ‘entertainment,” ‘intelligibility,” and ‘comfort,””
and “with the imposition of these standards, the images of Okinawa become
simplified and solidified” (73). Tada is on the whole dissatisfied with popular
entertainment, believing in its alleged inability to engage with “more com-
plex matters and difficult problems” (ibid.). Worse yet, Omine’s discussion
concerning Hotel Hibiscus (Nakae Yaji, 2003) reveals an even greater frustra-
tion with commercial cinema. Omine criticizes Nakae for interfering with the
performance of the juvenile lead actress, Kurashita Honami, who portrays
the fictional character Mieko; however, the adherence to her criticism would
make impossible any attempt to represent Okinawa in commercial fiction
films. Accusing Nakae of fabricating the image of an “authentic Okinawan
child” by allowing Kurashita to improvise under his direction, Omine claims:

No matter how much the character of Mieko reflects Kurashita’s own
personality, Nakae’s having given advice to Kurashita proves that
there occurred instruction for the purpose of creating certain images
for the film in the manner that an anthropologist might train natives.
[...] In the process of the shoot and acting, Kurashita was trained by
the filmmaker in order to present Mieko as “the real self/the authen-
tic Okinawan child.” Kurashita is used as a testifier who endorses the
authenticity of Nakae’s portrayal of Okinawa. (159)

Nakae has been known for his directorial style of working with non-
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professional actors and emphasizing spontaneity ever since his debut omni-
bus film Pineapple Tours (Makiya Tsutomu, Nakae Yaji and Toma Hayashi,
1992). Improvisation is an important factor in Nakae’s direction because he
considers the purpose of direction not to be in taking control of acting but
in making adjustments in order to create a film with actors (143). However,
in the above quotation, Omine specifically condemns Nakae for doing a film
director’s primary job: giving directions to the actors. Since Hotel Hibiscus is
neither a documentary film nor footage recorded in anthropologic research,
Nakae’s use of improvisation in itself suggests only that the filmmaker values
spontaneity; it does not necessarily imply that Kurashita or any Okinawan
child would behave as the fictional character Mieko does. Omine seems not
to have recognized that the film’s character Mieko is fictional and therefore
the filmic Mieko should not be confused with the actress who portrays her.
What Omine fails to see is the difference between the realism of the fiction
film and the reality which she demands to be present in the film. Apparently
for Omine, the film is spurious because of the director’s “advice,” but with-
out such advice there would have been no film at all.

This tendency to prefer more informative and critically engaging films
over those which seek to provide diversion and entertainment is commonly
found among academics. Whereas a work of art which readily offers some
profound meaning to the viewer is considered worthy of appreciation, low-
brow mass entertainment is disdained for lacking depth and for conforming to
the dominant ideology. This rejection of the cinema of the masses has been
addressed by others: for instance, Rey Chow has defended Zhang Yimou’s
early films from accusations that they offer superficial narratives and that
their exotic depiction of Chinese culture is intended for foreign consump-
tion. In examining such criticisms of Zhang’s films, Chow has observed that
“[i]n concentrating on the search for concrete meanings, they [i.e. criticisms]
seem to miss the predominant fact that filmic images operate as images, as
surfaces whose significance lies in their manner of undoing depth itself”
(159). No matter whether in a fiction film or a documentary, cinematic im-
ages, even those coming from films which actively challenge hegemonies and
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imperialism, do not communicate the absolute truth or the objective realities
of the world. Thus, the scholars’ crusade for a faultless representation of the
truth in film would be fruitless. A more conducive approach lies in the exami-
nation of what Chow calls the “manner of undoing depth,” or the exploration
of how cultural images function in the film text in order to negotiate meaning
with the audience in certain historical contexts.

IV. The Risk of Cultural Essentialism

Highly dismissive criticisms regarding the representation of Okinawa
also introduce the risk of falling into cultural essentialism. This often mani-
fests itself in the critics’ laudation of Takamine Go, within which there is a
strong tendency to stress Takamine’s Okinawan origin. In the program of the
2003 Yamagata International Documentary Film Festival, at which eight of
Takamine’s films were screened, the festival programmer and critic Nakazato
Isao commends the filmmaker by emphasizing that “[f]or the first time a cin-
ematic style emerged from within Okinawa” (“World” 78). In the same vein,
in his discussion on Takamine’s Untamagirii (1989), Nishitani Osamu claims
that “the films as the expression of Okinawa, from [an] Okinawan point of
view, are the true testimony [which] describes [...] the indescribable feeling
of Okinawa” (5). By putting weight on the Okinawanness of Takamine’s cin-
ematic style and calling his critical stance an “Okinawan point of view,” both
Nakazato and Nishitani seem to embrace an essentialist attitude in cham-
pioning Takamine as a native filmmaker who can represent the Okinawan
voice. Unlike Nakazato and Nishitani, Ko carefully avoids such conspicuous
essentialism and recognizes that Takamine refuses to uphold the essentialist
notion of an authentic Okinawa. Nevertheless, she sees his films as offering
“an account of socio-historical as well as cultural realities that are specific to
Okinawa” (110).

Despite the critics’ willingness to consider his films to be speaking for
Okinawa, Takamine himself is averse to being regarded as a representative of
Okinawan natives. His frustration is suggested in the following remark about
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the press coverage of his films at domestic and international film festivals:

For Japan and the West, Okinawa is an unknown land. They [i.e. jour-
nalists] just want to learn about what these islands are like, [using
films as] an introduction to the geography, history and social condition
of the islands. A lesson on Okinawa precedes fiction. [They believe
that] fiction is allowed only to those having advanced cultures, and
that [filmmakers from] an obscure small island should simply explain
their own circumstances. (Takamine et al. 145)

Prevalent in both journalistic and scholarly commendation of Takamine’s
work, such an attitude reveals the expectation that Takamine’s films should
primarily be a medium for transmitting a “lesson on Okinawa,” imposing
upon the Okinawan filmmaker the role of a native informant.

As Gayatri Spivak observes, intellectuals derived from Western-model
disciplines have of necessity created “native informants” as justification for
their theoretical standpoint, conversely depriving natives of the chance to
narrate their own histories (6). In using Takamine as a native informant, the
essentialist discourse diminishes the existence of heterogeneous perspec-
tives and multiple realities within Okinawa and reduces them to a single,
imaginary voice of the Okinawans. Therefore, although they have been
highly critical of the representation of the Okinawans as the “Other,” critics
tacitly contribute to the Othering of the Okinawans.

V. Ideology

The critics’ expectations about the work of the native Okinawan film-
maker lead to the fourth, interrelated problem of criticisms that focus on
representations: the critics use Okinawa eiga as a vehicle for their own
political ideas. On the whole, the literature on Okinawa eiga seems to be
symptomatic of Edward Said’s concept of Orientalism, although Said’s critical

framework is frequently employed in that literature (Kawamura 258; Ko 78;
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Masubuchi 47; Omine 150; Tanaka, “Monogatari” 77). Said’s criticism of Ori-
entalism is more concerned with the West’s approach to the “Oriental” Arab
countries, but it still highlights the fact that the representation of the Other
is informed by the ideology underlying the society which produces those
representations (12). Therefore, the Western representation of the Orient
reveals more about the ideology of the contemporary Western society than
the reality of the Oriental Other. Though ostensibly objective and apolitical,
academia in the humanities by no means transcends such an ideology. As
Said notes, academic works are in reality characterized by the circumstances
which create Orientalism, inevitably reflecting “a class, a set of beliefs, a
social position, or [...] the mere activity of being a member of a society” of
scholars (10). Likewise, scholars who focus on the representation of Okinawa
and the Okinawans in film would inadvertently run the risk of imposing their
own expectations and political agenda on the representations of Okinawa.
Said’s theorization of the Orientalist discourse has been criticized since it
will make any attempt to speak about the Other problematic (Grossberg 95) ;
nonetheless, it is useful for revealing the ideological disposition of the criti-
cisms of Okinawa eiga.

One example will suffice to illustrate how heavily the critical discourse of
Okinawa eiga is loaded with the critics’ political agenda. In Japanese Cinema
and Otherness, Mika Ko provides a notably narrow definition of “Okinawan
cinema,” claiming that most films set in Okinawa cannot be called “Okinawan
cinema”: she believes that films which are made by the mainland Japanese
portray Okinawa as the exotic Other and therefore “are not films about
Okinawa at all” (111). Moreover, she asserts that films made by Okinawan
filmmakers might not properly qualify as “Okinawan cinema,” because they
may lack the critical edge of Takamine GO, the defining characteristic that
makes Takamine’s work specifically Okinawan (ibid.). For Ko, “Okinawan
cinema” must display a “commitment to reveal, as well as interrogate, the
complicated condition of present-day Okinawa, its history and its relationship
with the hegemonic powers” (ibid.). Furthermore, it should refuse to “con-
form to conventional notions of Japanese culture and national cinema without
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falling into the trap of reductive Okinawan essentialism” (ibid.). As a result,
the only films which would be properly called “Okinawan cinema” in Ko’s
view would be the work of Takamine Go; films which are considered not
sufficiently critical, such as the commercially viable films of Nakae Y{ji, are
simply omitted from her definition. Ko’s restrictive conceptualization of “Ok-
inawan cinema” mandates that an Okinawan film should criticize Japanese
and American hegemonies and challenge the notion of a nation; otherwise,
it is not a true Okinawa eiga. However, by presenting “Okinawan cinema”
as such an idealized Other, Ko’s argument reproduces the Orientalist gaze
toward Okinawa, the very stance by which she has been criticizing Japanese
cinema’s representation of Okinawa. Without any consideration being given
to the roles of cinema as popular entertainment or as an industry, “Okinawan
cinema” as Ko implicitly defines it is a cinema which must continue telling
the world outside about Okinawa’s predicaments and sufferings under the
Japanese hegemony. It cannot exist other than as a mere political voice, al-
ways fixated upon Okinawa’s relationship with Japan and its cinema.

Said’s insight suggests that no scholarly work can be politically and ideo-
logically neutral; the achievement of ideology-free objectivity would be il-
lusory. Rather, it becomes problematic when the ideology in question is con-
cealed under the guise of supposedly objective academic knowledge. In this
sense, critics of Okinawa eiga belong to the tradition of “critical realism,”
which provides a prescriptive critique of social phenomena on the premise
that “value conclusions can be derived from descriptive and explanatory evi-
dence alone” (Hammersley 2). Martyn Hammersley points out that, despite
its claim to derive its conclusions solely from factual evidence, critical real-
ism implicitly involves assumptions and value judgment (2-3). He warns that
a “simultaneous attempt [...] to produce knowledge and to bring about social
change [...] is liable [...] to increase the danger of bias” (ibid.). This holds true
for the discourse on Okinawa eiga. While critics have provided prescriptive
ideas about what Okinawa eiga should be and how Okinawa and its people
ought to be represented, most of them have scarcely investigated what
Okinawa eiga actually signifies in the film industry and to the Japanese and
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Okinawan audiences. This tendency leads to the fifth and last problem which
I identify in the criticisms of Okinawa eiga: derogation of the Okinawan audi-
ence for their local reception of commercialized Okinawa eiga.

VI. The Interpretations of Local Reception

The critics’ belief that films which are not critical of Japanese or Ameri-
can power are “not films about Okinawa at all” (Ko 111) appears to be in con-
flict with popular reception of commercialized Okinawa eiga: the question is,
why do some Okinawa eiga which seem to reproduce Okinawan stereotypes
make a box office success in Okinawa? Critics have struggled to explain the
local popularity of films such as Nakae’s Nabbie’s Love, which turned out to
be enormously successful among the Okinawan audience, especially among
the elderly. In Okinawa, more than 10,000 people viewed Nabbie’s Love in
the first two weeks alone, despite the film’s initial limited release in a de-
partment store auditorium (Nakae and Arai 23). In critical reviews of such
films and their local reception, there is often an overtone of derogation of the
Okinawan audience. For instance, Tanaka argues that many Okinawans have
internalized the dominant gaze of the mainland Japanese who view Okinawa
as the pre-modern, original Japan. According to him, the “complicity” of the
Okinawans in the reproduction of the stereotypes is caused by the fact that
“[the Okinawans] embrace the gaze of the Other and speak about themselves
from that point of view” (“Monogatari” 77). Kawamura also believes that the
Okinawans are partly to blame for the exotic representations of the islands,
and claims that Okinawa eiga taps into “the outsider’s desire to see and the
insider’s desire to be seen” (262). Okinawans desire the commercialized
images of Okinawa eiga because, he argues, they believe that the increased
visibility of Okinawa to the outside is the only way for them to sustain their
economy (ibid.). Kawamura’s and Tanaka’s highly speculative assertions de-
nounce the popularity of Okinawa eiga among Okinawans as evidence of self-
Orientalism, or of an encouragement of a wholesale sell-out of Okinawa’s
cultural image.
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One of the few audience analyses conducted on the representations
of Okinawa in media challenges Tanaka’s and Kawamura’s assumptions,
showing that the way Okinawans see Okinawa eiga may be more complex
than the internalization of mainland Japanese ideology or the selling out of
Okinawa’s cultural images for the sake of the economy. Having analyzed the
reception of popular music (the songs of the local rock band Mongol 800), a
popular film (Nabbie’s Love) , and a nationwide television series (Churasan),
Tada concludes that the Okinawan audiences do feel nostalgia from the com-
mercialized representations of Okinawa, yet at the same time, the audiences
associate those images with their everyday life experiences in Okinawa
and reaffirm their Okinawan identity (71). This identification with cultural
products portraying Okinawa, all of which emerged during the late 1990s
and the early 2000s, is particularly pertinent to the increased recognition of
the issue of Okinawan identity since 1995: that was when a surge of antipa-
thy arose among many Okinawans toward the presence of the US military
bases and toward the Japanese government’s indifference to the incident of
the rape of a twelve-year-old by American soldiers. Although more detailed
research would be needed regarding the relationship between the reception
of those images and the identification with Okinawa, Tada’s analysis reveals
that Tanaka’s and Kawamura’s conclusions are solely speculative, based on
neither empirical nor historical research. It indicates that the audience may
not be simply influenced by the ideology presented in films, but may actively
engage with films and utilize them for their identity formation. The paucity
of empirical studies implies that the criticisms toward the local audience
derive largely from a value assumption: commercialized Okinawa eiga is not
genuine Okinawa eiga, for which reason any positive reception of those films
must be seen as undesirable.

The question of what Okinawa eiga means to Okinawans still waits to
be explored. A better understanding of the use of Okinawa eiga and the
concept’s historical significance in Okinawa will require diligent investiga-
tion into the local history as well as rigorous research into Okinawans’
reception of film. As discussed, some critics’ assumptions about the alleged
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internalization of the dominant gaze of the Japanese are ungrounded and may
overlook the complexity involved in the process of reception. There is no
shortage of examples which destabilize their criticisms: at a launch meeting
of the Ryukyu Independent Party in 2013, the mainland Japanese produc-
tion Goodbye Japan! (Tsutsumi Yukihiko, 1995) was screened to “lighten the
mood” (Fackler). How do we make sense of the fact that those Okinawan
nationalists would relish a film which has been condemned as ultimately
“reconfirm[ing] Japan’s centrality and Okinawa’s marginality” (275)? How is
it possible that the audience who enjoyed this film could be the very people
who are seeking independence from Japan? Should they be accused of over-
looking the ideological implications of the film and gratifying themselves
by looking solely at its plot, in which a fictional island in Okinawa declares
independence from Japan? Although it is important to criticize the problems
underlying the film’s representation of Okinawa, the significance of the film
to this particular audience would need to be explored as a separate issue. As
Masubuchi Asako justly points out, despite all the scathing criticism by aca-
demics, it cannot be denied that some viewers in Okinawa derive a feeling
of empowerment from watching the commercialized Okinawa eiga; hence,
there is a need to give careful consideration to how films empower the audi-
ence (51). Her observation seems to indicate a new direction for academic
investigations into Okinawa eiga: to stop preaching what Okinawa eiga
should be and to look into the actual significance of Okinawa eiga.

Conclusion

This article has examined the academic criticisms of Okinawa eiga and
commented on some of their limitations. As noted, the tendency has been
for scholars to limit their focus to the criticism of representations of Okinawa
and Okinawans in Okinawa eiga, yet without conducting rigorous research
into how the term Okinawa eiga has emerged or even how it has been circu-
lated among the film industry, media and critics. As a result, there is a lack
of adequate understanding of Okinawa eiga as a cohesive category because
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of the failure to provide sufficient and comprehensive definitions. In their
criticisms, commercial cinema as represented by the films of Nakae Yaiji has
been dismissed for not addressing the socio-political realities of Okinawa
and for indulging in Orientalist exoticism, while the work of a handful of art-
house filmmakers has been praised for intellectually exploring and comment-
ing on Okinawa’s predicament. In particular, the films of Takamine Go have
received unparalleled acclaim, for he is regarded as the quintessential native
Okinawan filmmaker whose work expresses the voice of the oppressed
Okinawans and gives an incisive critique of Japanese and American hegemo-
nies. Ironically, this judgmental attitude of the scholars toward Okinawa eiga
betrays an Orientalist gaze to the Okinawan Other, imposing prescriptive
notions of Okinawa eiga and dismissing those films which do not satisfy the
scholars. The positive local reception of the commercialized Okinawa eiga
has been condemned as the internalization of the dominant gaze and as an
instance of self-Orientalism, yet such hypothetical remarks are not grounded
in research and analysis of the audiences and therefore may overlook the
complexity of the relationship between Okinawa eiga and the formation of an
Okinawan identity. By undertaking a more rigorous investigation of Okinawa
eiga’s relationship with the audience and the film industry, scholarly inquiry

into Okinawa eiga would gain a new and richer dimension.
Notes

1 The term Okinawa eiga appears as an entry in the 2012 edition of Imidas, a Japanese
annually updated online dictionary of topical words. The entry indicates that the
term includes films set in Okinawa, films directed by people from outside Okinawa
Prefecture, and films by Okinawan filmmakers (Kitajima). Due to this multiplicity of
usage of the term, providing a one-to-one translation of Okinawa eiga is problematic;
thus, this paper retains the original Japanese expression.

2 Here and elsewhere, all translations from the Japanese sources are mine, unless
indicated otherwise in the list of works cited.

3 Hatomajima is a compilation of Solrun Hoaas’s four documentary short films:
“Waiting for Water” (1981), “There’s Nothing That Doesn’t Take Time” (1981), “The
Priestess/The Storekeeper” (1983) and “Sacred Vandals” (1983).
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4 In Japanese cinema, the suffix “-mono” has been used to signify a generic category,
the most notable example being the postwar genre “haha-mono” or “films about

motherly sacrifice and suffering” (Nolletti and Desser xiv).
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