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Cinema Studies, no. 9
A=V -TJzvFT7VILXBTL
NENZ T
—— 1930 AT Z > ZAMEifESR | 1CDWT
W17
Lol

ek, 7 VAOMBEEEY v - JLI AVOEREDH S DEZEN
DEELH 5. 1950 ERICEIFB LIEX—T )b - T 7 — T LIEDMETN S
HERET B, Ho&b. [JLIFvEX—TIV-T7—T) EWD
TRREITEIEEANZWVDITTIEEL,, EWS0%8, X—Jx)b-J7
—JDRNEEDTBEMEE THA T - T2 - YR PFOMEIRKS
I& 1950 FEARERE, L3 0MERE, Vv - )L/ T—ILDBEDK
SICEHZCHEET BT o £exibtib - AlbR 207> -
TATDA T4 I, VO—F - F—R20=275LEDHEDLDICHETS
DIFTEELBICEEET BT LGOS Th D, X—TT)b-
D7 — U ERERTHMFARHBDOEE L, flAE. d4—)bes. FUa
JA—%, AX—)bE Udzy bbb v T0Obes JLI IVl
T. BETBDTHNEET 2D THN. 5RVBELABLN TV
W REOBIBNE [H5LDE) LAmour d'une femme) D 1954 (T
FIENEBEE (A1 ) SETCORWNERLTAREREDTIEAEL o ',

TLCRAMAA TIRIFN30BICELRT LI 3 OEABEATE (2013
F10B5), ZDBED—D. MM950FRD ATy dBxEr/7 L3>
HERLEOD] EWSEELOA V2T 1—T, #HEFRDI v - Ky
— IV TIEHEEEIRYRY . LI A0V T—)l SRR EAR T E
ERTHBHZ EIEEREE>fed fiEs D2 - 72 - X)) HEA
ICHERE L TH Y. FleEBRTeBIClIlc L HEE T NEBEE L BHAWLD T,
JLZIvEENT LE2T2EFE> TS (Douchet 78), DE W AT
SENT LI IAVERLGBHDSIEDIE. TOMEEDEZNZEGRE Clax (B
ADBIBICKBEDE T,

4 WeiEifffsE 995 (2014)

Rl e Tz F7VICEB Y LI ViR

B2, TOLDGERAIE. BRGHFARENEVZAHETRY—
TEADEDTH D EEMETNERH. EFERHESE L =3>D
BREESR & L COBFMMm—ME 58 11 1) S5HEFEEER S RE
EREATET SlgENEHNIORT —HITH S —Z=EHINIE. TEE-&
BLEHEEINGD 2 T2DH EWVDBERIFTEK D, DK DGEENERED
WRICHR T AERFAEDOASEE A, KERIE TERBEMSHRD “ FEFM
M D EMEERR ELGEGRLETWsS (BHE160), bz 7 L—ib
S HMFTNSHOBERZ FBE T HEEDIRIcENGEH > eHARW
EBEEINETCHAIE. 7L—IbEX—=T 1)l T7—JIdHMBEDED R
BERICHT AEEERAHEB L W CEh D b5 RICEERICES
X—=T )b 77— OHRFIRIBIEIFH L DR EERE LIehp R
1T, BN INZY L—IVOFEZBEEHE LIEWEDDB PPN TER
LTLESEBNTWVD, FERROZENESHEEME L. Kbhnrt
HEZIYRY C&iE THEO "] " ([CERE SN ] £ERAEE
k95 (EHHEH197),

FEOEMIE, [TV EX—T)b-D7—7) D, F£EIT TR
feENGHOITHARWN ITDWTERT B ETHB, FEITANEE 7
7V ADMEEEER—/V - J1vF771) (Paul Vecchiali, 1930 — ) (T &K
B7LUIIVECHD, T vFT7IIEOL—/ILDT v TOILERVE,
PIFVHMEFTIRBBEDOMEIERT. (AT 721« ) OBERICH
holetsbdh s, THAI) FicE TREGFEZZEEH > T L58
JrwvFET7UED (Orléan 98). FENITEREIER & L COIERICIEAE
HENHHEDD, HMEFFRE LTIE ZTDBEESG [EREHE (politique
des auteurs) | BB T HREMNTERICBENT X—Tzib- T
7= LBEDEEFTH BT LICERENELY,

TNTETTvFT7UEIX—T )V D7~ OHFIREMB DT ZD
HIeHSDEEICTDRATZ, AEHEOERZERY EIF2EBHTEHHD
%o EWVWSDE TTvFT UK —AT TAA L] EOERERICED
TIEHS. AT, COMENEARNIESE. HAHWNIHE L EEEE
FTEHEEHTMMLTHY . TNEHENITTRION L/ T—)bEY I 1L =3
CEEBETAHEVD BOMBRVIBRTHEELGDTH B, HIAIE 1994F7 -8
BED MAAT T2+ YR IFTOEIERBBAEEDZ fREEE
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B H AT

Ty )b/ T )VOFFEERM;. FOEIERICDOWT—ARYT D FICTIR
BOMBIERZBIC K BHMEFTCEEBH L TW2DEH. MR La Chien-
ne,1931) OIEABEH L2V v+ 7 UL HEBRDETA, BEBWERIV./ 7
—)VEARBIL/ D= UK > TEYISNTWD E WD DHFLADIEE Th 5,
COREEP AT RIFEDOREEFED LISV [FBE] )L/ T— )& T v
FUZAVEFNIET D] (Vecchiali, 1994, 54) & XEHEFEATNS 2,
ARGESIEIV/ T=)UA R =D 2 BFEFBZRNED T ARMIEN
T. HBATCERBSROT 2V ADEEY v > L2 305 [EEW0NNTH L.
LHhEX—T )b T7— T REROBEERIL. T—ILE&Y L =A%
BIEEFETHDIEFESHCHEEZER L TWVD, Tz vF7UIK &L
BIFBEEN G R aE Z TV, IRECIFEERE LTRNTNS 6D
HLIEWD. ENTEEREMICITBENER Th 5, FDERIEVDNCEE
MRS LWEENH DmEBENLTELDTHY . KRALZDT EARLTIEWL
BOAN FNTH, L3y eEX—Jzib-Jd7—71 LWS7—<X
HEZ DDA CIEEHITRETITNERNREEZ S
AETIE JovFT7UOHFRE LTCOREZIRVIERY ., JL=3>
FROLERGT TV AMBERE LT AHROEFNIS. KO TNEREC
DWEBRBARRDIEZABESMNCT B, £, BRERFEDHFDDEN/ N
DR T 1)y I THAAI - T2 - V2] OMEFRANERET S
BREE RO AT, BOMFADF—T—FEED THIEE] ICDVTEHRA
5 (1), I, BEWERICEE LIcT T v+ 7 U TBH Lz 11930
FRT T AME] GAEIUCONTEE L, BEX—TI)V - T7r—7
CDBEFREEET S (1), 5172 3AvE b/ T—IbBEXRENM930
FERT TV AMBIER] & LI DA THATHEEEST T Y FT71)D
BHVEBES NS S (M), &&IC. TREMI Remorques. ¥ v > - 7L
T AVETE 1939 — 41) FHEBNLEAS. T vFT ) DELERNERE
RiTa%. BRELTORNEEMEDITS (V), UEAEEEZ DDiEHR
& LTHEZE & < HMETRNE S —MROBRICHN S T S LTzl

I. =20 TAfEEI—THA I SElcHIF3MEFES (1963 ~ 64 F)
1930 F WV HEDT Vv 7oA TEFNAR—IL - Tz vFT7 U

6 WeiEifffsE 995 (2014)

RV Tz 7 VL& T LI3 Vi

SERRERLDET b v —O Y TBT Lz, 5mH5 R TBRBIDEICE
SEBEEXIO—I - RUTVZYIICAFET B/ \UIC LR RWT
IR T T EET HEEMBENDBRD RS LIEFED T ThA T
71 YRI) EFRHROTEDOEBEROIITER>feA AX—/L»d
H—IVDXESFATZEDD. 7> L - NFUDEZICITFERTEI.
FJa2Tx—h TREDTZ > ABRE qualité francaise | ZHEE LIz BRE
E [TV AEDSRAMEE] (HAAI-721-2%<) 1954FE185)
[TIXEEBEYT S5E R fo (Laverger 37), 1956 OS5 7L T 1) TEERITEE,
INJICRSTeDIE. T TIEX—T )b« T7—T2RD 61 Efeofe,

TOBE, JxvFT7IIEFEV/IOVFRICHOTBRBEEER 72714 + /N
ILFy RIEFID. BENEDODRICITONIZ R E LD EES TS,
RITF0 27 ELT—BEINAFERL T T v+ 7 Uik BHD
MIFE CRAT S Lo fatma CRaRNZERG CREB. BF %
WY ARIF TN AEE LICRDBMEREEY v > =70—F - £7lc&n
R TD /v IT I DESE>Tz (Guiguet 16), B D BRE A
FREDIET ) - 22070702 T7—7 TldEl, TDAT17+1
F NIy R feofeb Ty FT7 JISRY RS (Laverger 37-38),

1961 FE(CHIBTEBME NEZ R 2] (Les Petits drames) s EABY7ZEL
& LTIwRA D, BIRSICETm/EENE M. 63 FH0 5 1 S/ MhrT -
71 - xR FOFETEEET 5, TDEHHS. BOMETFDF—T
—F&E%rﬁﬁfjﬁﬁ@ﬂg%%ﬂbﬁuoif&%3$2ﬁ%@ﬂ§
TN DRI (Ride the High Country, 1 [s « NF 2 /N—BE. 1962) IC
B9 %58E Cld [TREMG) MEEEEEOY foBDOxhia,. [7—
Yl & TrRT—E) EWOHIEEDBFETHAEL TWLS (Vecchiali, 1963a,
48-49),

IhAT) 51964 F5 B850 I 1)V T7—/VDFA] (Les Parapluies de
Cherbourg, ¥ v v « R ZEE 1964) ISR T v+ 7 JES
DT I ANTHB, ZT TlE—ARDME R4 7 @] (surface) DL
[THEHN D TZeRhiR) (courbe gauche) & L TR DT ENEREEIN TV D,
MZERER ] AT Tno THE] ICEEHTENE L CBREDEEE 7
L. BHOERERICOWTIEKRTSHEEEITAHT T vF7UREH. %
AIFOREIFLERTH Y. BIFMBEIEREZEIICHITLE D LW DEH;
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Thd, FozDza—Th/VEER BB, H5W0E TAORITIL
HENOT &L MK, [zl MBA. HAWNEETOHR | (BT
EWSRDD THIE] 1T TamLETWBH. K T4fzB] (ICEELT.
BB ANcEDENNTT TENTDZEEWVEE] BMELC T&fieb
ICK 2T Py SIFHFIEAITGET 51 LR TWBDHEE TN S (Vecchiali,
1064, 43-44)

NFVIN—3wD 3 HBED TH+ 1] FcEBEINZ [BYDENT ]
EBTBTIRAN —FE v X« ZIV7EP (Proces de Jeanne
d’Arc, OAN—)L - TV VBT 1962) DFFEH. ZOriHERIEEE
BORE TR1) ] (Pickpocket,1959) |[CBET BEChCBIHNNTLNE—IC
HLHUARIDADEIRT %, [IRELDOAIDEA] EBEINLEIL BFDE
e 2RNAERBITEC ZHEFRELOBD XL ZiEET LTV 5, FlZIE
WARDEERIC TTRU] DEAR ):ylwiﬁ*o&£<aé£jtm
D, ROEE CRIZIFFATNS ], HEIWVEEEETSEY v X TH
T D7) EFADN. TTOR] ERIFERZ 5. TORRKISBEICES
SR —%3S] (Vecchiali, 1963b, 37)

MRE0%) & @< BHD24 7D 3ADMEICDOVWTIEFINTLS
KT, TAYAME - 7TV AMEEREDYT. T vFTUHNEZBHE
NIcMBEIEIE DR EEZ D, TNUTIEZDDERELD D, F—|CBEE
BADFERIIPAL & LTD [FHiEEl THY. BT, TOHE—D
MAFbAICER LIZREOREE L THEREBEDORE CERY 5 A
T, BFIZIE TRV ) BRTPXSBEEN EIEFICK>TELGSDZY
)LD TBREL] OZHSHODBEEAFHHINADETEHIETHD, &
SEDOOUPRTCEAIR. BNBBEIERICIESRO W EEDLH Y . TN
R T EDBEBDIETH 5 LERICRIENESETEHHDEVSON
HEART v F7 ) DERNIIZFTHY . THIFED NBOFEKTZ >
ABE] | 5. BT LZAVEIV T—)LD EANITE HERIETICE D
BNoTW<,

I. Tz & MERI—T1930 7 5 > AME ) DOERME

BEMEREBEER & L CERAMIE N 1970 FRLE. T v F 7 UIEH

8 WeiEifffsE 995 (2014)

RV Tz 7 VL& T LI3 Vi

EO 7O~ 3 vEFRIcA V2T 1—DiEE%ZFAB LT 1930 EX 7
TVAMBNDEREERNETAHLDICE T (REFVLWEDELT,
Vecchiali, 1975, 107), BIZX—TJ )b« T7—0%kHETT T ABE
DEAGEREDEGEICBWNVTRATE Y. AR, J2—ILD TBF
[Z LB (A bout de souffle, 1960) (CBILT. 7741 D B #EIEIRRRE
EDBMREUE TEER) (Pépéle Moko, 21 ') 7>/ T 10471 TETE
1936) KhEDFEEEFAL. AX—)L=T v - F U, v T70O)LE
BREO7VY - ROAT7V v vy s RoZ&Iv> - ROAIPILR -
I L—)LOfkEE EMIB DI D (Vecchiali, 20023, 21), X—J )b T 7
—JIEREHNT Ly Vv, BRIEO0 F—T. TOZADSZNETNL
MEERE EFHNA VAL —2 3 SIS (Vecchiali, 1979,

32), BPBEBIE K30 FER. BlEX—Jz)b-J7—71 IBLT
B, BOFERODT7 TV AMEICHT SNEBEEE LTOHBE, X—7
TV D7 =T DBRRNTY T 1 )V REDE T ERHINI TWD
(Vecchiali, 1988, 21) o

Ihbhb, X—JI)V T7—JaRETHEBENAREBELELT
BEINSZEEH o7 A AEIC NER] EOEREERHLIZD
Il JzvFR7 UG BODHE L TREDT S > ABE] |1TEE
B1RB0FEROT7 TV ABIEREEZRE LI X—Jx)b-J07—7
HDEY) B ah > feE—7r L= 306 ZFD—DF2
Jr—U8Ic. DFY [RE] BWIEABLIEEVSERICBWT. T
vETIIE ZO—FEORERMHIE EME DTS5 N5,

2006 EDA > R2 T 1—TIRIFRDEDIEEDTWD, 7 AUHEEK
YDO7 1 —Y—DOHERHSEHD o1z 1930 ER T T Rd. BEICE > T
REBAGRMK) THY. T TEONEBREIFEERD S Bic [TV
UFa1—)V] Z#EHDT EITE DT LH L. 1940 SRR, 77 XU AR

DBRBENENT TV ACEBA TN & 30 FROEEIIEDON.[HA T
71 - BT A AREICEHF LRERROIERICE O E RS —A.
MBOERD TSV AMEERLICEE L), B A X—TJ )b
D=0 REDT > XA\ ZAIVH LIEDIEEANTH Y. Thid
JrvFERTIBEBED 1970 FRT TV AMEDRE GO FTICRH
TNBDIE NMBOERT TV RITH>T=DERILC. 2 LSEIFEREN
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SEMA] TH5 (Vecchiali, 2006, 110-111),

Ty UD MB0ERT S ABE | NOEEIL. CDBEFHAICY
TVACES L HEER B ARRE L2 TEN SRS N LR
(7020074190680 FER [T BEEREZDIER) &
LTHEELTc, BRIEHM (encyclopédie) x5 7> 2 oOXT 1]
(Encinéclopédie) EREINT=TDEYE. 1930 ERICT T VAT (HHWL
72 ADBEBRTDZHIC) RiFEIEZ®R>Z 1930 FK7Z >
ABEVER | —LIeh > T T 2V AN THRNBEAL EENE—
ERRE L. 30 FRIFEBAA 40 FRUEFICES MRS TEIRNTD T
VMBS DWNTOA Y MEEBH LTV S,

I7>o200XTa) ITETd oy F7 U ORSIMEERZ >+ 7 H
HKEREINTWS, 19830 FERICT SV ATERER T ELBY. H DL
ZFNLEDEET 6 AL EMBIZ iR fBRBEBI B DI & . 6 AKHDES
BOEMFITHHDNTWVT, BED I MITIEY v >« T IHNEIEN T
BHN BIED by TT VLT OEY Th B,

M Yy 20 YU RA-FTa)VA 31 Ta
7> Ta1J14T04L 41 TaUbMb- bobYv U RF 54
—JR e b —JUX—J) 541 b= UNTFT T
IV AR 8L NIV AVR 9fL vO—R-F—2Y

=22 101 Y+ )b/ T—)U (Vecchiali, 2010a, 876)

JryvF7UDED NMBOFERT T ABE] (. BICT DEHAICR
SBREE N D KU ARRERIIC K o TRE-O SUHEETRIBER
THb, BOBAT 5720 TBH] ZHHET DTS, 1707
AT 11 T [ZNZRDOET 2EKD 30 FRME £5FEhs )
D (Coeur de lilas. 77+ b—Jb - 1) b D7 7B 1931) ZEY EISF
£20 PUREY - NJUF—JVEIED TS0 & BERROREETE
BREINTVWAELDIC. RASHZOHCHREY. BYENGEIAT 1. B
S2HDOR— b L— b BEARRE EBENRZOB CENECERBEDS
AN D)L A IERE E WV S T4 AImA S D (Phillips 206),
DT UL COMETRHENTNDDIZIHIDAETH S, BRE

10 MUERFYE 9% (2014)

RV Tz 7 VL& T LI3 Vi

Mﬁ feWE TAITTE. BHIARDSRITH LU TERZERT 5. BHPI

&OTWK’EE&%?%L&%%%J (Vecchiali, 2010b, 110) & 3BT
BH. HENIT W'J%@/B\.ﬂ TIFIREOREEICT LEEM L GEWNY—2
IVABIRIE BEIV v - Fo/ T F T AGRFET L
—)l/b\é\&—ﬁ(b\ﬁa_\l JAHIVGEDROENREX T, T vFTUIE
[(ETADEALHADEEID] EWD TEHE désinvolture] & [X
— )b D7 —TDER] ELTWBN (Vecchlah, 2002b, 52). Z DBk
BICIFZNHAT TICES5NS, B ORBEICK > TEHEICHRBIEBN
DEFERDOED/\U Ty FEEBEEDY v ) VBRBOB—E & IFEZED
T ) UIEIEY TR E ) AN 11930 ST = > ABRE | D—D B DR
Tdh %,

17> OXRT 1 I ClE T e bR EHRES S <FHEENTL S,
BIZE Vv Fr/I\ECAMEDHDRNIHEL TCERTHECEE
W T 2®IC) Pour un soir,1931) (£ v > « X — )52 ANHpDME

DETEAEEAN TTNUEDZ Z U X AIERE/ER, FFa x>zl
—DEDI/OENEVZ—T 2UTHFEEINTUVEL, ([CEDDDS5T. &
TOLLEWVEBENAN DD, BIREOHMK. F/IF17ALOBKRZ U
VETIIEZEET S (Vecchiali, 2010a, 665), 7/ F 178y IEIFE ] &
BUBOD EAEZEICKERT DI LI > Tsickbnsd, JxvF771)
W< 7 AU A TIFBUERHEDNEHRICRE e AAZ®HI T 5T &I
£o7T THEOHEERER | NMEENED 177 A THAERIFNEZH
ofce EABEBELEHTHYLEHBY DEDEEST ENTER, RIE
DERTEZZFOMBEILRESEICA A—IHMEMTI TSN TWE] (Vecchiali,
1987,37),

(5 & TR Z0 T vF 70N NPBOERT S AME] O 7
Bl ELTEETAE. £ CIHREEE L TRBFRD T X 1) ABREHE
FEEINTWD, EWDDE, INSORFIE. HE8Y/\) 7y REENNE
B LIRS (H2WEER) ORMEEV BRSO TNERRERGE
NHOBREEREH S TH B, I feX—T )b - J7—JHERICX
L7 X AETIFEL 72 2 ABBEDEERRHEICE WV TRZ 1R 7%
g, JTvERT7OHEEN. T AMBIEING T Bz, BELT
[ 77 A1) ARG A R OO B R DIFEROE T NUZE S50,
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KVBEGDIE, HEBOMIUCHRTZLLEA S5 T2dE JT
YFTUDBHATEELTWVWDSIETH D, THUE. RFTEMEBREDHH
[FEEE] VDS T D, RIEH Cd 2P AN BREICITERD U T MER
HoRY . BEIZ T DREETHEOND ERIFEZTVBDE, RE T
JrvF7UNRLEFHMET S 1930 FR 7 5 2 ABUEER] D L
IIVICDOWVT MBRGBEIERD ThA T - 71 - VXX HRA
IECATHERDEIFE S TREBFEREVSDIFTIEIZL (Vecchiali,
2011) LIRDEEDIV/ T—ILE LB LIED Sigat LTz,

I. 7LX3Vib/ 7—Ib—AYiEE & BEERDRIE

£/ T—IUCBELT 7270741 TR TESZw ]
(Partie de campagne, 1936) ® = « <)Lt 14 T — X1 (La Marseillaise,
1937) B EPBINDEDD. B ENAEREEZ . ZTDEMNCE TE
SDEE) (Le Carrose d’or, 1952) DX DIC—RRITEEE LTHIENSE
DEHEEEND, EROFHET—EBEAA. JTvF7IIEINEBZS &
LTWBDIHeh—ZFZNUIED 1)L/ T—)VEEN ZBET S &
WEEE LD TV T—ILDWN > TN E T HWNFELDDY,

Ty bb e 72« 2] 5502002 ElciTocO>y - A2 T
—C. JxzvF7JIL I#HEIE£E (didactisme) &AUAF 27718V D
—UNTEWTEZRKIEGZSTEWVWEDTY | E58DTWS  (Vecchiali, 2002c,
22), BIBICDV\WTIE, AREHSHRE OB CiRON 70/ ZBE
FAEITDONSDED] (La Vie est @ nous, 1936) ¥ MEE£DEE] HRE
DIEREENZEBAHTHY . BEOBRLGEERS [ECTZEMNMED ST,
ETTANELBRFTAHD? | EABLERDE LITRREEESTWVABICT
FHZWEED (Vecchiali, 2010b, 403) . BEICDWCE TARWESLIR (La
Grande illusion, 1937) CRAVEZFICZELEZES - /b1 IT—
RS 75 ABELT BT DRE[ TH B, ZDIERIET NTHIER
BRB%Z) TAMIE TxUF Ry b EMELTWBEFENS (Vecchiali,
2010b, 399),

DTy F T ENEA) AF AT T EDIV T—ILEBDER
BLIEERICRLTHY ., ZIIFrRIAF—%ZD5, [BEFER/IV./ D

Iz MUEfgE 9% (2014)

Rl e Tz F7VICEB Y LI ViR

—JUIABIV/ T=)VT L2 TCEYSN TV D] LlFTN%ZEET, I3
B/ T =) U T AL ERRE CI3EED N E D £ (noir) THESH (blanc)
THHEL, HEDIKE (grs) 21 EFEDD RE2HLBABLEVGEWNEE
WODIL/ T—=JUE N EH ) BT 2 7L L CRANZ IRV DA
I£E %, TDEOICRATLESDIFEEDODANNEEL HE Y ([C—HEHT
D5 TIEGELD BOAR EIFERIEATZRITEON A T LHEL
(Vecchiali, 2010b, 415), Km& L CHERENSHERENIEHRY 2 2
EEPIREIEA DN THEIERED U AF 27 IFHENCRIRE L T—&
T, JxvF7IICEoTHE [HEEE NESABLDIES D,

EARDIVS T =) VI I SRIRRG A S WO S ERRDSRODN, DTy F
77 ) OMERREBIFAWEDER D EL e KBEUDLTWN D, £LVDD
. TLIYVRIV - TANI 2w I DERGE THATHEE] fwmalE
A2 MEOXMAK IH5 TBRENT Y F 1—)b (écriture
filmique) | (CEEEDIERMZRST T vF7 UG 2O TV ) Fa1—)b]
HMEI& D E MEEDRE] & LTRNDEEZTWED5THS (Vecchiali,
2010a, 875), TlE. BREMERE L CFARNEREBLIIMED, TAZEDS
HOIEWNT & AREEITRS BN £ INDBREFER E L TORDRIE]
(Orléan 172) EFEAHT T v F77 UG BENRDOBEICE ZEENER
BE5Z57 LI AVONIEEZEET 2,

FNCEDTEVAMEE. THENTWEWAYTHY . BREEAE
WO DH, PIEYUFEREINTWEWASEDTY, ZDTHICRL LT
FIH. I T LERRZRBOIDELLE LTWVWADTIEEL T,
17T (relief) ZEELTCWVWAHDTY, BEICBVWUERBICREDRA
DIEIF LT E A, HBEBGEAIE TTOZIEEDED] DIEHE
A TCY, BEEE L CIRZISAR B ITHEERZAGZDTIH, HEIE>T
RO LWEENERZTEHDTY, MEIFFLZOIRSEFEWNICDONTE
IofEEAE LTWE A, L L. Bz &IFETFLEETARIC
TETCWeOMMRIZ ST C L ZBRIGRIEEE T, REBEZBAS
ICETRLETFBRCEIE —ADMNICEITEEZSEZ ST ETEHEHYF
9 (Vecchiali, 2002c, 25) o
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FzDZEIFEDEDS (Le Ciel est a vous,1943) . KET—)U v l)b-
T RIV) OFGTEENCR I NEET L—X (R RL—X - )L/ —) B
HEDBIRRITEEERICHEEL. REEN T 2K CEBEUVVERICEDCRE)
EfEDN. T v F7UDBRBICLTWVWBDIET L—ADF (L1EV R -
JIIVRA) Thd, BN DEEL RFE) F5Y & LTEHIN.
KT L—XDROTI S Te R T BERNB. (THRRICES & B
ERMREFLTLE I B LLEHEDEH. FaciraEs LTz
EWVD—RA B CEVRLZIE—5. =BES LWEEEZRE 5, RBEA
ZEEIEDYBENTWRLZDBONFTARIBIC. T vF7UE T4
a0 (non-jugement) TeDICWEITIEEEASRTET 5] MUBI{ERD
REEMREEZ B9 (Vecchiali, 2010a, 693) .

ZFHUS FHEDHIAZ T T KD ICABDOMRZ RO DIFBDTIEHEL
GLAZTOMONEHmEEBENICELE TN T ETHS, JovFT
ITEDTL WANIDZD NN TIEWESRZERICA ) AF 2780975 F
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Autonomy through Traditional

Performing Arts:

The Use of Okinawan and Japanese Music in the
Screen Version of The Teahouse of the August Moon

Risa Nakavama
Introduction

The screen version of The Teahouse of the August Moon (Dir. Daniel
Mann, 1956) is an adaptation of the stage play by John Patrick who adapted
Vern Sneider’s novel of the same title and was awarded a Pulitzer Prize for
Drama in 1954. MGM purchased the rights to movie production even before
the play was produced,’ and soon after the stage version of Teahouse became
a major success on Broadway, winning several Tony Awards, the studio as-
signed Patrick to write the screenplay.

Although it is set in Okinawa, Teahouse was not filmed in Okinawa but in
Nara and Hollywood with the cooperation of the Japanese movie studio Daiei.
In the early 1950s, the number of runaway productions increased, and Hol-
lywood started coproduction with Japanese film studios, making quite a few
films set in Japan or about the Japanese such as Tokyo File 212 (1951), Ori-
ental Evil (1951), Japanese War Bride (1951), Geisha Girl (1952), Forever My
Love (1952), House of Bamboo (1955), and Three Stripes in the Sun (1955).°
The screen version of Teahouse was made in this current, and it enjoyed criti-
cal and commercial success, receiving quite a few positive reviews and Golden
Globe nominations for Marlon Brando, Glenn Ford, Machiko Kyo, and Eddie
Albert, and ranked sixth at the box office in the US and fifth in Japan.®> Al-
though some US film critics criticized Brando’s and Ford’s acting and Mann’s
overuse of long shots and long takes which makes the movie resemble theat-
rical work, Japanese critics tended to praise Teahouse because other coproduc-
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tion movies had much more inaccurate portrayals of Japan.” In any case, as
Hal Erickson claims, Joe Butterfly (1957), Wake Me When It’s Over (1960), and
Cry for Happy (1961) are the cinematic Teahouse derivations (176-79), the suc-
cess of Teahouse had a significant impact on later works set in Japan.

Scholars have mainly discussed the theater and movie versions of Tea-
house in relation to issues of gender or representation of geisha (Kawaguchi,
Shinjo, Shu, Yamamoto, Yonaha, Yoshimura), postcolonialism (Dube, Yagi),
and yellowface performance (Fuller, Murakami, Tokuyama, Yamamoto). Since
the screenplay of Teahouse was also written by John Patrick and there are not
many changes or differences between the screenplay and the theater script,
some critics seem not to differentiate the theater and movie versions when
discussing Teahouse or simply to dismiss the differences between the two
versions. However, when we look at the finished film, some of the changes
could affect the implication or tone of the movie even though each of them
may seem trivial. For example, the word “prostitution” was deleted from the
movie script and just implied in the movie. In the theater script, McLean
says he cannot sing the national anthem when deciding what to sing at the
opening ceremony of the teahouse. Fisby in the play explains to Lotus Blos-
som that democracy is only a method and an ideal system but not in the mov-
ie. Sakini says, “We show you Okinawa get-up-and-go” when reconstructing
the teahouse at the end of the movie.

Besides such changes and the casting of Marlon Brando in the lead role,
one of the significant differences between the play and the movie is the use
of music and musical performance. Using the theater and movie scripts and
recordings of the Broadway performance’® as well as the DVD of the movie
version of Teahouse, this paper focuses mainly on the three women who play
key roles in terms of the use of music and dance in order to elucidate the
specificity of the screen version. I will indicate the way in which musical
performance re-inscribes certain Okinawan aspects removed from Patrick’s
scripts. Although music or musical performance may seem just a minor part
in the entire movie, it could play quite a role in introducing and adding mean-
ing to the imaginary Okinawan village, and the way the filmmakers prepared
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and utilized the song and dance reflects Sneider’s stance on respecting local
culture and giving leeway to local people.®

I. The Use of Okinawan Folk Songs and “Sakura”

The opening music of this film is an Okinawan folk song, and we hear
several other Okinawan compositions throughout the film. The Okinawan
music in this movie was composed or arranged by Kikuko Kanai, an Oki-
nawan composer. In the theater version, Dai-Keong Lee was in charge of the
music, and his music sounds more like a mixture of Japanese and other Asian
music, using the gong bell, or sounds similar to the music in Hollywood mov-
ies set in China, Hong Kong, or Chinatown. Since there is neither D nor A
sound in the Okinawan musical scale, the music in the theater version and
the movie version sounds very different.

Kanai was born in Miyako, Okinawa, in 1906. When she was 19 years old,
she went to Tokyo to enter the Japan Academy of Music to study singing,
and then Tokyo Academy of Music to study composition. In 1939, she pre-
sented Symphony No. 1 in C Minor and is said to be the first Japanese (and
Okinawan) woman to compose a symphony, and the first Japanese composer
to be in charge of the music of a major foreign movie (Kori 6-8).” After com-
posing the symphony, she shifted course and focused on Okinawan music.
Utilizing Okinawan melody, she wrote songs, piano music, musicals, opera,
etc. and published a book titled Ryukyu no Minyo [Ryukyuan Folksongs] in
1954, for which she received a Mainichi Publication Cultural Award in 1955.
She also actively worked for the development of the Japanese music scene,
organizing a musical circle called Hakutokai. The three principles for musi-
cal composition of this organization are ethnicity, contemporaneity, and art-
istry (Kanai, “Hakutokai” 56). She analyzed the shortcoming of the Japanese
music scene as not having contemporaneity while having traditionality, and
emphasized the importance of having both (Kanai, “Hakutokai” 56-57).

In her auto-biography, Kanai recalls how she got involved in Teahouse.
In March 1955, she received a call from NHK broadcasting and was asked
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to choose a couple of Okinawan songs for an MGM movie, and chose five or
six Okinawan folk songs which foreign people might like (Kanai, Nirai 192).
When a few staff members visited her later on, she performed the songs on a
piano while they were constantly asking her to play the songs faster or more
slowly (Kanai, Nirai 193). They finally chose “Yoya naore,” “Kanayo,” “Ma-
shunku,” and “Asadoya yunta” and asked her to arrange them for orchestra
and chorus (Kanai, Nirai 193). They also asked her to make them sound like
a mixture of Japanese, Okinawan, and western styles, using Okinawan string
instruments (such as the sanshin and kokyu), drums, and other instruments,
in addition to the violin and other western instruments (Kanai, Nira: 193).

In the movie, an arrangement of “Mashunku” is used as the opening
theme song. The song starts with the sound of wooden clappers over the
roar of the MGM lion and the introduction is followed by Mitsuko Sawa-
mura’s high-pitched voice, singing the song in Okianawan.”® As the song pro-
gresses, the chorus is added, and so are other western instruments, giving
the song an upbeat and light rhythm, performed in a fast tempo. This song
originates in Ie island, a remote island in the northern part of Okinawa, and
is about comparing two women, Mashunku and Nabi.’ The song was said to
be sung by unmarried women when they did menial work at night in lodges
called musume yado where young women learned such work and also chose a
husband from among the men gathering there (Kanai, Ryukyu 95). The tone
and tempo of the song then suddenly change when the acknowledgement to
Daiei Motion Picture Company appears, and we hear “Sakura” (or “Sakura
Sakura”), a famous Japanese song about cherry blossom, at the end of the
credit sequence (00:01:34-00:02:29). It is performed with the koto, a harp-
like instrument, being very low-beat and sounding solemn. And we see the
caption “OKINAWA 1946” while hearing “Sakura,” which seems incongru-
ous for the caption. (00:01:59)

The use of Okinawan and Japanese music in the opening credit sequence
symbolizes the mixture of things Okinawan and Japanese in this movie. Kanai
was not so content with the use of Japanese geisha in this movie when she
first read the screenplay, but she was convinced by the filmmakers that the
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would-be viewers of this movie would neither regard Japan and Okinawa as
geographically different countries, nor would they understand the difference
between Japanese and Okinawan clothing. They would enjoy a variety of
Japanese and Okinawan dance, which would bring box-office success (Kanai,
“Hachigatsu” 2).'° She also recalls that she was called “Japones, Japones” at
an international party and sang “Sakura” to introduce Japan when she stayed
in Brazil to study music (Kanai, Nira: 190). This might be the reason why
“Sakura” is played on the kofo in the opening credit sequence to introduce

" In addition, this mixture may connote Kanai’s dual identity as both

Japan.'
Okinawan and Japanese; while she was eager to promote Okinawan music,
she was also working to improve the Japanese music scene as I mentioned
above. Outside Okinawa or Japan, Okinawan people take on different identi-
ties as Okinawan or Japanese according to circumstances. In any case, the
use of an Okinawan folk song in the opening credit sequence marks more au-
thentic Okinawan traits with its melody and lyrics in the Okinawan language
when compared with the music used in the theater version, while briefly
introducing Japan in the melody of “Sakura.”

Another song “Asadoya yunta” is probably the most well-known OKki-
nawan folk song of the four. When Lotus moves from Awasi to Tobiki village,
the male villagers help her to carry her luggage and sing the song with her
as they are arriving at Tobiki (00:46:10-00:47:00). “Asadoya” is a kind of
family name and “yunta” means a kind of work song (Torizuka 3). The lyr-
ics were written in Japanese by Katsu Hoshi, an elementary school teacher,
and the song was arranged by Choho Miyara, another famous Okinawan
composer, in 1934. This song is also about the beauty of a woman or a love
story between a man and a woman, but it originates in Taketomi Island and
the former version is about a beautiful woman who refused to become the
lover of an authoritative official and married a villager. The original version,
therefore, is said to be a song of resistance about not yielding to authority,
which happens to remind us of the theme of this movie. In the scene above,
the male villagers sing the first verse about the beauty of a woman and Lotus
sings the fifth verse, which reads, “Oh! Okinawa is a wonderful place. You
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must come to visit it once. Spring, summer, fall, winter, fresh flowers are al-
ways blooming.”'? The villagers then again sing the first verse after Lotus.
According to Yoshikazu Torizuka, the fifth verse was added by an unknown
person in the 1950s when Okinawa began to sell itself as a tourist spot and
was sung in teahouses in Naha (33-34). The fact that Lotus sings this verse
is suggestive, for she could be a geisha from Naha,'® but again this would be
somewhat incongruous because there seem to be only Okinawan people in
the diegetic space. It may be Kanai’s intention to have the geisha girl sing the
fifth verse in accordance with the trend, and to introduce Okinawa directly to
the audience with the lyrics, not just with the Okinawan melody. In addition,
here again, the mixture of Okinawa and Japan can be seen/heard by having
Lotus sing the Japanese verse with the Okinawan melody.

“Yoya naore [Set the World Aright],” which is used in the scenes
where the villagers build and rebuild the teahouse, is sung in chorus again
(01:04:56-01:05:08; 01:59:39-02:01:08). This song is originally a work song
from Miyako Island, where Kanai was born, celebrating a good crop and a
period in which people live happily. This also happens to be related to the
change made by the villagers and Fisby. According to Kanai, thirty chorus
singers, twenty orchestra musicians, seven Okinawan musicians, three kofo
players, in addition to four assistants of hers went to Kyoto/Nara to make the
recording in April 1956 (“Hachigatsu” 2).'* When producer Jack Cummings,
director Daniel Mann, and music supervisor Soul Chaplin visited the Shimog-
amo studio of Shochiku in Kyoto and listened to the young, professional cho-
rus singers singing “Yoya naore,” Mann was surprised to hear their harmony
and insisted that they should not have sung so artistically because this was
supposed to be a song sung by farmers (Kanai, “Hachigatsu” 2). However,
no matter how Mann tried to make them sound like farmers by having them
dance and sing at the same time and no matter how they tried to sing off key,
the professional singers created beautiful harmony (Kanai, “Hachigatsu”
2)."* “Yoya naore” is also sung in a fast tempo, and in the latter scene above,
the teahouse gets rebuilt while we hear the same verse repeated four times.

In the opening ceremony for the teahouse, the other Okinawan folk
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song “Kanayo” is sung and the dance performed by Sawamura and others
(01:31:33-01:32:17). Kana could be a woman’s name and Kanayo could be
(my) dear Kana, and the song celebrates a young couple’s love and joy of
life (Kanai, “Ryukyu” 93; Nakasone 217-18). Where the song originates is
unknown but it was sung by young men and women at outdoor parties called
moashibi, and it later developed into a dance song (Nakasone 217). This song
is not arranged for a chorus but is sung only by Sawamura and the dance is
performed by Sawamura, women, and several children in Okinawan costume,
though it is supposed to be danced by a man and a woman. I will discuss this
later, but this scene reinforces the infantilization of Okinawa by having Sawa-
mura sing, having Sawamura and some other children dance, and by remov-
ing the romantic aspects of the original dance. Even so, Sawamura sings the
song in Okinawan, the dancers wear Okinawan costume, a lot of Okinawan
instruments are played, and quite an authentic version of Okinawan song and
dance is presented.'®

While the stage version of Teahouse uses almost the same “Sakura”
arrangement over and over again at the opening and between the acts or
scenes, the movie version uses the actual Okinawan folk songs in the open-
ing credit sequence as well as in the scenes where the songs are incorpo-
rated into the story.'” Although these songs were chosen by the filmmakers
and arranged to meet their expectations, the original selection was made by
Kanai. By placing Kanai in charge of the music, the movie version clearly
marks Okinawaness in the melodies, and the movie thus sounds much differ-
ent from the stage version. Although the music may sometimes be a jumble
of Okinawan and Japanese, both of them sound more authentic than the the-
ater version, and Kanai, who was excited about composing Okinawan music
for the movie and about her work being introduced to the world, successfully
made the movie sound Okinawan.

I. Infantilization of Okinawa and a Singing Okinawan Village Girl

As is stated above, Mitsuko Sawamura the singer is the main person

28 MERfgE 95 (2014)

Autonomy through Traditional Performing Arts

to perform with Kanai's arrangement. She also plays an Okinawan village
girl, assuming two kinds of roles as a singer and a child actor, complicating
her status in that she presents Okinawan melodies but in a way suggests
Okinawa as child in relation to Sakini’s character and in contrast to Lotus’s
maturity.

As some critics point out, Sakini the Okinawan interpreter is a childlike
character. In the theater script, Patrick describes Sakini’s smile as having
“childlike candor” (Play 7), implying the Okinawan interpreter’s childlike
mannerism or suggesting that the protagonist is an innocent-looking rascal.
James D. Houston, for instance, describes Sakini and other Okinawan villag-
ers as follows:

I think childlike is the key word there, much in keeping with the way
Sakini and the other villagers are portrayed. He is boyish, a floater, a
free spirit, wise in his asides to the audience, adolescent in manner,
a Puck for the seriocomic confusion of Captain Bisby [sic] the Ameri-
can officer in charge of the village recovery program. The villagers
are played [sic] this way too—happy-go-lucky, playful, easy to please.
(188)
Referring to Brando’s exaggerated performance style, Karla Rae Fuller also
states, “although this foregrounding of artificiality might invite a semblance
of play-acting fun, the result nonetheless produces a clown figure both infan-
tilized and foolish” (178). In the opening sequence, for example, Sakini sits
under a tree and is surrounded with children who ask him for chewing gum.
After the children step away from him, Sakini utters his first line, “Tutti-frutti.
Most generous gift of American sergeant” (Patrick, Movie 3). He could seem
like a child who is happy to be given chewing gum or seems to be proud of
himself for having chewing gum which was a delicacy in war-stricken Oki-
nawa.'® Then he speaks about the history of Okinawa to the movie audi-
ence. As Fuller aptly points out, Sakini’s “roughhousing with the children as
well as his childlike delight in the tutti-frutti gum work to mitigate his more
mature philosophical musings about history, oppression, and cross-cultural
conflicts expressed subsequently” (182). Incidentally, in the theater, Sakini’s
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introduction of Okinawa is accompanied by comical sound effects using per-
cussion. Both film and play sugarcoat the serious nature of the conquered
history of Okinawa with childlike behavior and sound effects.

His childlike, clown-like manners continue in the following scenes where
Sakini tries to tease Colonel Purdy when he reports to the Colonel’s office.
He shows a series of childish mannerisms such as a 360-degree turn after
saluting Colonel Purdy and knocking on Colonel Purdy’s backside to attract
his attention. Although Sakini intentionally does these kinds of actions, their
interchange could seem like a father scolding a child. This kind of behavior is
also seen in the theater version and it is not specific to the screen version. In
this way, Sakini is coded as a child.

I would add that the infantilization of Okinawan characters gets reinforced
in the screen version by the casting of an Okinawan child singer, Sawamura
as an Okinawan village girl.'® Although this girl is a minor character, she
appears first in this movie before Sakini; right after the caption “OKINAWA
1946” at the end of the opening credit sequence, we see Sawamura and an-
other girl hanging Colonel Purdy’s shorts. Unlike the theater version where
Sakini first appears on stage, the movie audience sees two children first
right after the caption, and the juxtaposition of the title “OKINAWA” and the
children connotes Okinawa’s position as child. This first scene was added to
the screenplay, and there is no scene in which the children appear and hang
Colonel Purdy’s shorts in the theater version, although Colonel Purdy does
count the number of shorts hanging.

In addition, Sawamura sings at the opening ceremony of the teahouse
(01:31:33-01:32:17). She also dances while singing with other children and
the women of the village. As I stated in the previous section, this song/dance
“Kanayo” is a famous Okinawan dance performed on festive occasions, but
it is usually danced by a “man” and a “woman.” Here Sawamura sings and
dances in the center surrounded by women wearing a flower-like hat, which
is unusual for this dance, and soon children join Sawamura. The dance is a
short version, and she just sings and dances during the first verse, and then
opens the sliding door for Lotus Blossom. During the Okinawan dance scene,
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the camera rarely moves; it just slightly zooms out and in twice to adjust
the framing. I will discuss the Japanese song and dance more in detail in the
next section, but when Okinawan and Japanese dance scenes are compared,
it is obvious that the Okinawan dance, done mainly by children, is short and
is not treated as true art, whereas Lotus’s Japanese dance lasts about three
minutes and is shot and edited more elaborately as an art form. Just like the
opening “Mashunku” song changes to “Sakura” at the end, it can be said
that Okinawan music and dance in this scene merely opens for the Japanese
dance and is not fully performed as true art. Here again the Okinawan char-
acters and Okinawan performance are infantilized, and this is emphasized by
presenting the two different kinds of music and dance one after another.
Even so, it is noteworthy that an Okinawan person was cast and could
sing and dance Okinawan music in a Hollywood film, considering the fact
that, in the theater version, there was neither an Okinawan cast nor an OKki-
nawan song or dance, and that no Okinawan person had ever been cast in a
Hollywood production. Born in Okinawa in 1941, Sawamura started singing
on US bases at the age of seven, and won first prize in Columbia Record’s
Popular Music Competition held in Okinawa. She went to Tokyo at the age of
eleven, and then started her movie career in 1954 in Japan. She was invited
to Hawaii for a fund-raising event in 1955,”° and also visited Hollywood
with her mother where she dressed Mitsuko a traditional Okinawan attire,
because Japanese people usually wore Japanese clothing, and took her to a
producer, Joe Pasternak (Sawamura, “Chat” 29). Introduced as the young-
est Jazz singer in Japan, Sawamura sang “Sincerely,” and Pasternak loved it,
asking her to promise to come back the next day (29). The producer, music
director, etc. of Teahouse were there to listen to her singing and decided to
make a contract with her (29-30). Teahouse was her first movie contract in
the US, and she then sang on TV series such as The Judy Garland Special
with David Wayne in 1955 as well as in an MGM musical Meet Me in Las
Vegas (1956). So, it was rather a happy coincidence (but partly her mother’s
tactic) that MGM could cast an Okinawan girl for Teahouse, but, at any rate,
she became the first Asian cast member chosen to play in Teahouse (“Two”
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B8). Sawamura’s singing ability was highly credited by MGM producers, and
they, to some extent, created or added her part which was not in the theater
version.

It may be somewhat ironic that her presence, or the treatment of her
character, adds to both the authenticity and infantilization of Okinawa. How-
ever, regardless of limitations such as this and the fact that Sawamura was a
Jazz or pop singer and might not sound like a real folk singer, filmmakers ac-
claimed her and she sang Kanai’s arrangement as a professional singer. Her
physical appearance is that of a child but her singing voice does not sound
childlike, and it rather sounds mature. It is true that Sawamura, as well as
Kanai, could create the auditory image of Okinawa and express a sort of eth-
nic identity on screen and in the soundtrack.

Il. Geisha Performance as a Japanese Art Form

As Kanai and Sawamura presented cultural identity in their own way,
Machiko Kyo’s Lotus also sings and dances Japanese song and dance in quite
authentic manners, not an inauthentic “oriental” way. Also, the geisha girl
in the screen version sings and dances more often than the geisha in the
theater version, and the content of the performance is quite different. Kyo’s
Lotus sings “Sakura,” which is more or less like a national anthem of Japan,
and dances a kind of the Azuma kabuki dance, which was performed in the
US and European countries in the mid-1950s as an example of Japanese tra-
ditional dance.?’ Lotus’s performance in the screen version thus embodies
more Japaneseness and sophistication than in the theater version, for the
latter was not choreographed by a member of a traditional Japanese dance
school. The reason why the movie version could present a sort of traditional
Japanese dance is probably that Daiei movie studio cooperated with MGM in
production on the Japanese side and Daiei president Masaichi Nagata knew
Tokuho Azuma, the founder of Azuma kabuki and the wife of Masaya Fujima,
the choreographer of Lotus’s dance.

In addition, Kyo was one of Daiei’s top selling actresses®’ at that time
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and had a higher profile than Mariko Niki*® who played Lotus in the theater
version. Before Daiei, Kyo was a dancer in a girl’s revue company, Osaka
Shochiku Shojo Kagekidan. By the time she was chosen for the role of Lotus
Blossom, she was already known in the international film scene, starring in
Akira Kurosawa’s Rashomon (1950) which won the top prize at the Venice
International Film Festival, Kenji Mizoguchi’s Ugetu (1953), winning the
second prize at the Venice International Film Festival, and Teinosuke Kinu-
gas’s Gate of Hell (1953), winner of the Grand Prix at the Cannes Film Fes-
tival.>* She subsequently received many offers from Hollywood, however,
she refused to accept them because she could not speak English, and even
though they said she didn’t need to speak, she didn’t think that she could act
when she couldn’t understand the cues (Tsutsui 266). Therefore, she turned
down the offer to play Lotus Blossom once, but one day, on her way back
to Japan from Venice, president Nagata and Kyo stopped by Hollywood and
were invited to MGM. She soon found that this was her first meeting with
Daniel Mann, Marlon Brando, and Glenn Ford. She could not turn them down
this time, and although she did not speak English except “hot water” and
“happy birthday” and there are no English subtitles for the Japanese lines in
Teahouse, she was nominated for the Golden Globe Award for the Best Mo-
tion Picture Actress (Comedy/Musical). As a Japanese critic aptly points out,
“Kyo did a great job alluringly and lightly performing an ideal geisha for Hol-
lywood’s men” (Iwashita 221).

In the screen version, Lotus sings “Sakura” for Fisby after he was con-
vinced by Sakini that the geisha is not a prostitute. She sings the song while
playing the koto at the same time (01:18:37-01:19:33). The song has been
known to accompany the koto, and though the origin of the lyrics is unknown,
the present lyrics and melody were arranged in 1888, and Lotus sings this
version in the movie (Ikeda 30). “Sakura” appeared in grade school text-
books in 1941 with slightly different lyrics, though both versions describe
the beauty and fragrance of cherry blossoms (Ikeda 30). As I mentioned
above, this song is used in the opening credit sequence right after the festive
Okinawan folk song, and an arrangement of this song is used in the theater
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version, though Lotus does not sing this song in the theater version; she just
hums some other song when Sakini tells Fisby about what a geisha really
is. That is, the screen version of Teahouse presents the Japanese song more
clearly or straight-forwardly, whereas in the theater version, in which the
music was composed by a Chinese-American composer, Dai-Keong Lee, the
Japanese melody or tone of “Sakura” is not easily discerned. Besides, Lee’s
version used between acts or scenes overuses gongs and sounds more like
a mixture of Japanese music and the music of Hollywood movies set in Asia
or Chinatown. In other words, Lee’s music represents an ambiguous oriental
quality, while “Sakura” clearly sounds Japanese.

Likewise, Lotus’s dance in the theater and screen versions presents a
different tone and atmosphere. Lotus’s dance in the stage version was cho-
reographed by a second-generation Japanese American actor/dancer, Yuki
Shimoda.?* He was an admirer of Fred Astaire, and took lessons in martial
arts, ballroom dancing and ballet in his youth (Masterworks). Lotus’s dance
lasts about one and a half minutes in the theater version, and she dances with
the same music used between the scenes. The sumo wrestling scene follows
her dance.”®

On the other hand, Lotus’s dance in the screen version was choreo-
graphed by dancer/choreographer Masaya Fujima, the husband of Tokuho
Azuma, the founder of Azuma Kabuki dance company which went on tour
in the US and Europe from 1954 to 1956. Azuma Kabuki is a modified Japa-
nese traditional dance for a western audience.”” When the Azuma Kabuki
performance opened in New York City, it received rave reviews in the US
and became very successful.”® This happened to take place when Teahouse
was also enjoying success on Broadway. Azuma knew president Nagata, who
arranged Azuma’s first US performance in Hawaii before Azuma Kabuki
performances in the mainland US (Azuma 22). Therefore, it would not be
surprising that Nagata asked Azuma or Azuma’s husband to choreograph Lo-
tus’s dance. So, it can be said that the movie utilized the success of not only
the theater version, but also of the Azuma Kabuki US tour.

Lotus performs the Azuma school traditional dance at the opening cere-
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mony of the teahouse (01:32:24-01:35:20). Azuma Kabuki dance uses colorful
costumes, fast-paced choreography, and exaggerated movement, and Lotus’s
dance has similar qualities. For example, she wears a dark and light purple
kimono and a gold obi [sash] and a lot of ornaments in her hair. Her costume
changes to a light blue kimono with some red print while she is dancing; that
is, she is wearing another kimono under the first one and taking it off is part
of the performance.”® She also makes elaborate use of fans during the per-
formance. During the three-minute dance scene, Fujima packed a lot of ele-
ments and the quickly changing movement attracts the eyes of the audience.
As we see these colorful costumes and exaggerated movements, we also see
elaborate camera movement and editing. The camera zooms in on Lotus and
the shot then turns to a close up of her. Then the camera carefully follows
her movements and the shot scale also changes from a medium shot to a long
shot. Whereas the camera in the Okinawan dance scene is static, the camera
in Lotus’s dance scene is quite Kinetic, using crane shots and zooms, and the
editing is elaborate, showing Lotus in several different shot scales.’® In this
way, Lotus’s dance seems more glamorous and intense than in the theater
version. In the screen version Lotus sings the “Sakura” song and dances the
Azuma Kabuki-like dance and thus embodies more Japaneseness than the
theater version. In short, while retaining some sort of sexuality and being
the romantic opposite of Fisby, Lotus also plays the role of representing Japa-
nese performing arts and Japanese formal beauty, presenting a somewhat
different image from the western stereotype of a geisha.

Conclusion

Broadway producers once thought about casting a Japanese person for
Sakini but it did not come to fruition because they could not find anyone with
the capacity. Movie producers probably did not even give it a thought. How-
ever, in the movie version of The Teahouse of the August Moon, an Okinawan
composer, Kanai was assigned to arrange Okinawan songs, and she chose
and arranged some Okinawan traditional folk songs in a way that comple-
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ments the movie. Kanai’s music marks certain Okinawan qualities in its mel-
odies, which were removed from the stage version but which existed in the
original novel in the form of language or in the traits of Okinawan characters,
etc. Although the treatment of Sawamura’s character and the way in which
the song and dance are presented reinforces the image of Okinawa as child,
the casting of Sawamura, an Okinawan girl is unique to the movie version,
and her song and dance also demarcate an Okinawan quality in her own way.
Kyo’s geisha performance also differentiates itself from the geisha in not only
the stage version but various representations, emphasizing Japaneseness
and artistry in traditional song and dance. Even though these female artists
may not originally have been musicians, singers, or dancers of traditional
folk music or performing arts, they nonetheless showcase high-level perfor-
mances in the movie outside the story level. Also, they added originality to
the traditional music and dance, reflecting Kanai’s stance on music as having
both traditionalism and contemporaneity. Highlighting ethnicity and flexibly
arranging tradition in musical performance, they could create an image of
Okinawa and Japan themselves with some agency in a foreign production,
allowing the movie version to assume autonomy in inscribing cultural signa-
tures aurally as well as visually.

Notes

1 MGM read Sneider’s novel as early as May 11,1951 before the novel was to be
published on May 28, 1951 (Ayers).

2 Anatahan (1953) by Josef von Sternberg is usually listed in this group but it was
produced by a Japanese company, Toho Co. Ltd. For details about runaway
production, see Hamano, Provencher, and Sera for example.

3 Teahouse also seemed to have been nominated for the Golden Berlin Bear at the
Berlin International Film Festival (http://www.imdb.com/event/ev0000091/
1957?ref =ttawd_ev_2. Accessed April 8 2014).

4 See Nakayama, “Hachigatsu” for a comparison of US, Japanese, and Okinawan movie
reviews.

5 The New York Public Library owns a recording of the Broadway performance. The
date of the performance is unclear but it seems that Eli Wallach performs in this
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recording. He succeeded David Wayne and started to play Sakini at the Martin Beck
Theater in New York City on February 14, 1955 (Zolotow 25), so it must have been
recorded sometime after that if the information on this material is correct. He took a
leave of absence for a week starting July 17, 1955 (Calta 33) and again for two months
starting November 21, 1955 in order to take on other work (Gelb 32). The
performance at the Martin Beck Theater opened on October 15, 1953 and closed on
March 24, 1956.

See Sneider, “Below ‘The Teahouse.”

Kori adds that though some say that Koda Nobu, novelist Koda Rohan’s sister, wrote
the first symphony, Tairei Houshuku Kyoku, a Ceremonial Song for the Emperor, it
accompanies the chorus and is actually a cantata, and the word “symphony” is not
used in the manuscript for the score (Kori 8). In 1938 Aiko Kurishiro performed a
symphony in A major in a recital held by Kanai’s teacher; however, she did not
become a professional composer (Kori 8). Therefore, Kanai’s symphony can be said
to be the first written by a female professional composer (Kori 8). As for the first
musical director for foreign films, Akira Ifukube composed the music for Josef von
Sternberg’s Anatahan (1952), but this film is a Japanese film as I stated above. In this
paper, the English translation of the Japanese documents is mostly mine.

In those days, there were no long lists of end credits, and the songs themselves were
not credited. However, Sawamura was supposed to sing Kanai’s “Mashunko Bushi”
in the opening river sequence added for the movie version, in which children wash
Colonel Purdy’s shorts and some of them are swept away in the stream (Shanks).
Even though she was looking forward to performing it, the shooting of this sequence
was cancelled and she was very upset about it, so Marlon Brando consoled her
(Sawamura, “Yomiuri” 2). Therefore, I think Sawamura, whom I will discuss in the
next section, is the singer of this theme song.

According to folk music critic Nakasone, the implication of the song is that Nabi is
more beautiful than Mashunku and that it is fun to judge the beauty of girls (94).
This interpretation seems to be common (see Ryukyu no shimauta meikyokushu, for
example).

Futaba Juzaburo also regards the mixture of Japanese and Okinawan music as part of
the reason for its success, and admits that the use of “Sakura” in several scenes was
effective in strengthening pathos (73).

Saul Chaplin arranged “Sakura” for the movie, though (Music Report 1). Kanai also
learned to play the koto in childhood (Kanai, “Okinawa” 135). Among the musicians,
there was Yamanoha Tsuru, a student of Michio Miyagi, a famous composer/koto
player who wrote a variation of “Sakura” (Kanai, “Takuto” 4). So it is probably
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Yamanoha who played “Sakura” on the koto in this movie.

Free translation submitted to Production Code Administration (Dickson).

She is in the novel, but Patrick does not specify where she is from.

Kanai also recalls in a different article that 60 Tokyo Philharmonic Chorus members,
5 Okinawan musicians, and more than 60 other Japanese, western, and Ryukyuan
musicians were involved in the production for more than 2 months in Nara and Kyoto
(“Takuto” 4).

Once the shooting began, Kanai also directed the extras for singing on location at
the foot of Mt. Ikoma, Nara (Kanai,“Hachigatsu” 2). She had a hard time teaching
them “Heart of Texas,” which is sung at the opening ceremony of the teahouse; they
refused to sing it because this American song is hard to sing (Kanai,“Hachigatsu” 2).
However, as the male villagers in the movie, the Japanese extras were eager to
practice singing “Asadoya yunta,” which they would sing in the scene with Machiko
Kyo (Kanai,“Hachigatsu” 2). Kanai also requested corrections from the filmmakers
on location, sometimes in a combative mood, because they knew neither Okinawan
music nor Okinawan manners and customs (Kanai, “Takuto” 4).

We can see a drum played at the edge of the screen. When this scene was shot in
Hollywood, an Okinawan musician, Haruko Uchima, played the dahisen for two
weeks, and her wage was 35 dollar a day (Higa 177).

Teahouse would later be adapted as a Broadway musical in 1971 but it did not sell. It
did not use Okinawan music, either. See Freeman and Underwood for the script and
musical scores. Incidentally, Kanai became interested in the world of musicals after
this assignment and published a book about musicals. See Kanai, “Myujikaru.”

See Kawamitsu (105) and Nakayama, “Kesareta” (35).

The character does not have a name in the screenplay, but in a Japanese movie
brochure, the character is named Chiru, and in an interview Sawamura said that her
character’s name is Chiru. Chiru used to be a common female name in Okinawa.

In a Hawaiian newspaper, Sawamura is introduced as Okinawa’s second Hibari, and
at the end of the concert, wearing a Ryukyuan kasuri, she sang “Asadoya yunta” and
“Kago de ikunowa” with her mother (Higa 155).

See Noji and Hamano, for example, for the details about Azuma Kabuki.

It is said that Daiei received 15 million yen for renting Kyo for three months (“Suuji”
9). Also, it was Jack Cummings who insisted on casting Kyo. Her ability to dance was
one of the reasons for his choice (Cummings).

Teahouse seems to be the only Broadway play she appeared in. Her husbhand was
Bernard Deckle of USIS (United States Information Service) (Coe 24).

A Japanese critic compares her with Sophia Lauren and Ann Baxter and describes
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her as the type of actress who takes advantage of her body and expresses her
individuality (Sekikawa 66).

He also played one of the villagers in the theater version, and coached David Wayne
in the manners and gestures of “orientals.” (Masterworks).

The sumo sequence was removed from the screen version, although it is in the
screenplay and seemed to be filmed. (There are 35mm color slides of this scene in
Margaret Herrick Library, Academy of Motion Picture Arts and Sciences, Beverly
Hills, California.) The reason for the deletion might be to give Lotus’s dance more
screen time.

Tokuho Azuma was the head of the Azuma school of Japanese traditional dance, and
she had wished to dance outside Japan since she became a dancer at the age of 22,
and when she turned 40, she seized an opportunity for “the world tour” with the help
of her friend who was running a Japanese restaurant in New York (Azuma 21-22).
Japanese newspapers analyzed the reasons for success as follows: 1. The host was
Hurok, a big name in the entertainment world; 2. It had Kabuki in its name, for it had
often been said that a Kabuki troupe would come to the US and people were ready
for Kabuki; 3. The dances were arranged for the US audience (ex. Sanbannezumi for
3 minutes, Renjishi for 5 minutes, and Dojoji for 15 minutes); 4. It gave an impression
of Japanese official events by using imperial and diplomatic messages; 5. Everybody
worked so very hard; 6. The background and costume were beautiful, the direction
was fast-paced, and the revue-like structure in the climax; 7. The sound of the
shamisen, bell, drum, whistle, etc. was unusual (“Azuma, hankyo” 791).

In Dojoji, an Azuma Kabuki dance, a purple kimono represents the Japanese scenery,
especially beautiful mountains, and a light-blue kimono a young woman’s first love
(“Azuma, liner notes”).

See Nakayama, “Kesareta” (38). This dance still exists as one of the repertoires of
the Azuma school of dance. See its official website: http://www.adzuma.com/guide/
story/index.html. (Accessed 9/23/2013). The dance was also aired on an NHK TV
program, “Geino hana butai” on October 21, 2010. The dance is named “The
Teahouse of the August Moon” and was performed by Kotomi Hanayanagi who won
an Art Award from the Ministry of Education, Culture, Sports, Science and
Technology, Japan. This suggests the broad influence of this dance and it is an

example of how an element of a film could be reused outside the text.
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BNTWET / BEROMHEIETT VY L5, BRICER> THRH->T
I THETAZBDE. B 7E2A4 T4 2—DETH D, TDE.

Cinema Studies no.9 (2014) 49



IS vy /N TR TRREAFN 2380 2 €77/ i

BIIRREFIRICR2F %5 . 47« ACOREHERFAFOL!) 7D
RYICHTT 5, Ta05. BHRMERNSRIHTEDY . =2 HR

BLTWS, TOXRDICERIE, INVEMEICRENGY > TIViEH Y + T ’ SONATA IX.
BENS DAY bEHIT, BROXFRY A FENTLD, Abbreviations: P.T., Principal Theme; S.T., Sec- | Abkirzungen: HS. bedeutet Hauptsatz, SS. Seiten-
TP EOET /Y F A 1 BE-EE (EROTENTHS ry T
CETHENT V3, ZEi, TSI D5 E TR ZBARTEN. Endogts grasissodieisd s .,
ZNHNC ODBEEEN—DDME L el T BRI TH D, BH T O T e = A
& T T—FOIEMEREN. TIA 6 EEEEND, ETHHN ESaNES Y ey 1% =
T DY~ THNBOR. SF )T —F DEEREFTHY . TENED iasest #1223 LIS -
St TAREEENGC LA, TENEDDE, EhEEAEE e S A S = a2 o
PBIELED. DFY T T TR FILEBRVESN T BDTH S, g P e S TR |
—EDT VAT bTHERINZEEL, ThB, LHET DRYIERSE Bt et Nk 5@%
NBEBICEEHSMASNTHY, LEORVELTIIAEL, THEE X T ICSr T AERY: - —
* CHIE 8 /NTTEBE 10 NEICHDN. ZNENBY E— R BRI, 25 e e e
OF YR 8 NEIAMBUIREN, BE 10NEICAY, EFEE 10/1E .

DMRUREN, FEFTET S | fiF—aF ¥ ->%F, LHrLZox
FESEEROR YR L. TahbbEmICAN2BEDEETIE 71F 8 /)0
BERD ) E— FEESHNMEREIN, FIE—BBE TRFICTSICHITITS 1 &
=1 @Y -o%F) EE2 FIF %Y, EosCT
DFIVOEEITIHRIEAFES N T LB DI, FEEETE T VR MBEICEH<
KOERE ] HENKT 5REIZEE Andante grazioso C. ¥ — Y DiEET
REA MO/ —LEBETHSDOENET VAR50 MM. = 50) TH5,

BURINEEEIE. ZFOREE. 17/)0EEDBEODE T, SHEaEED
BDY 3y b 5RECL SESEEF DD 3y DGR, DF Y

— VERBES TSN D,

WO CTDOET /) BEXZHEBENDECHDHET DL FREDFFRDIA = : - >
FIC, BEODBE. £/ YV 2OXERIT 2> VBT R TEY & up (messo piins, rather sot) iz etween | 8) W (nexso piano, siemtic schwach) bedute
HIRVIBLTWAZ EITE D, BNNTHEDD EERBDHERMICT >R » wd uf- | e e R ey
HEELTGEFELTWVWAEEZSELTEL D, L LEEZHEKRA
REEHIAGRFHITY E— P THEEINTLADDTECAL—R BT E7/VSZ 113 (Sonate fiir Klavier Nr.11 A-Dur : K.331)
ICEREDBRICEVRS TV 5, BBICLTE REITEETNBECTH F—RXEEAOEME (Mozart 107)

%o DIHHLIDHELD. COET /Y F 5% E—haesSa L TRE
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(CHRRE LTc b DZERECHDMFORBITEEZL CVDHDDESTHD, 52
THNUE TNITA LY b A7) =2 DRI LIEA—T A5
Ey b T E7 ZX MARBICEERMICBERICFE A fcb DEHEL
TV BIRZEIBEE S €5, &5 THA L2 b EBBSOEHEDHRZET L TW
2D THB, AIFTDEREICEHL TROLSICTAT M LTV,

ZTOFRNGIREEFEIE. DEDNGEMOFHEUCLE Y 21 LB
TWBDT, ffelEBHE<{EEBRCLTLESID bEoEEHLTH
WTHBEINEIEHLL, EWNDDIE. TNHBEHDEETH BT
HHDDOE T MOEFEDIRTRE T ZRELET IR, &
BOFZLLHhRDD LG CHERITTVDDST], @)l 1RES]
324)

ZOFIA TEMLWL ERSEEIL. DT/ BXREREHRENDT
ERBIREEICIVETINTVD, FllIE. INZF 7 Tlda<. %5
FENCTHODERE L CNBET / DREBERLE L TWD, BEERLETW
BHB. EDLTHIIIE, INZREHENDELRETDTHA O,
LOLEDSEWDT. INZEF T ERGLTH. KIHTIREMRDE
Co, 7L /hEVWEER. CHOEFBTHY . ALY TN
D= VEBREICHEISRINTLE S5, FT7REBOTEHWTWEED
WEBY Z—2DZDLY BICS DYV ICENS. BIFPENTWLEHD
DA TTHBEFIBAGLBEOTLEDRAD, ElcdnzF T LERAET
ZElE COMBICEITS [FT7DEE=REDOH LW >FAHL1iE
BI2TEITTHED, EDLBID LEEYEDRE. ENRERETE
BCHAHON COET/BHF. FKD=DDFFETHSDENDNET
& BB CERVDTIFELDY,

CDY—=>DET /BEOEYER EAZVRFDEL ORI &R
L) ZZXCHBE THIE INEBRED BGM DB IIRZTDEHDTHS
T EDDD B, /INEBEID BGM 1. £ < DINEF EPHEINDIE ERH
NELDTHEN TN, D VNER) BETERGEDD L7 ]
ETRIVAL THZ, LI 7] E TRE) (1956) RAEDRR,. AT
RETAMIUE_DRAZRES Y — 2V OBRE LUNEDFRIFSE

52 Mumiffge 95 (2014)

AN RS TRAEFRLD 1S3 % €77/ wiEth

FeHiCTH 2, /INEDS (T2 DY —Vic, LWL CIEER
EMRRLTLESDT. EwINOLN T -t - /50 ) » XL 7]
DEOGEHEZ] (FE189) LW SANZERIS. FEEIIMEAORHZHE
HFEDETCRLIVFAFOEHEFOf, NEITZTNZEEDS [T 7]
L. XEME TRRE®B) (1957) Eznlcki MEETED (1958)
THHA TS, TRREE] TEEROT—<XHET>THY. MEF
6l TEI Y=V TRONTWS, TDOROMERTH, <O YLy
71 ER=AC LfczERLTE Y. TRIVAL IFCDORINCD D, it
DT [—fRIC"/INEFR " EMENZDIE. INEDIHERBEE S L DI
iTofc IREF) LEDERD £%ZEL TS FIl TBGMY 321), T2
&) LEOIERTHS MFBFI O BGM IZid. <D [NEFE] DOFFEH
BEICRSND, Ailllld. TOFEE L TUATORERET TN D,

NER " ERFEDIT TV SEMNERE LTTE D [T -
INUL R TNLY2 77 DESTNEFHDBICENTND VNS T E
DT, —ERBDERG ) XLET VR TEREOBEMZR)EL. B
BVRFHTENNTWELS—HEDR—YADFENTWD T &, 53X
8« REZER - XUV ABLWVOEESBIR CENMMTWND T &
FEEREFBHIENTES, FI)II IBGMI321)

DF—lE. TDLS7% DNERI OEHRZERDESICEVERLTWND,

IINEMBOESERISGRESN—EDHETHELDN TS, BT
TOERDEIE. FEMAILESTERYDEDTH B, ZHIWLDHE
BEEAET. BET. Hoc5W0WEDT, Ifebldldgim<Tunior &8
EN—FEZULDBEFOUEVEFEDEDKISICEHT A%, (Richie
183-84)

B OET /EEH. 5 LI 3TN EHRRBA W50
TIETEVD BRRIEWC DD RERIToND, [—EAREDERG ) XL
ET VR, TREOBEMEHRRE VIR I TR LOMNIREBETEEY T—
HOXR=Y ADEENTWVS ] D EDDIEED TIEEWVDN TERD VR
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THDTENTHEDTh D, TN, o WigVRENSTEIL. 1
F—HEDLDIC. THEEEBT. BRET. HocdWED) LW oz D
SEBCEICEZDDE LNEL, TOYEEEERNICSZDDESEET
JEBRIE. HIcHHEPFEZEREND BGM D REEEM L TWBHDE DT
HB, TNHWEEHEFENDEICEHF 7ICHENRE LITIXNE W EDHZL
HYUAZELTWVWADIE, TORMMICK Y ZFROE RO, mEEDIERIC
DB TEDEDINT DREICR O TWEHL5THD, TDET /&
D BGM IBHIRR EEESNERRE. DY —VREFICROSNSE
DTIEEL, FOBDY—ICHIBEICR SN 5,

V. ROBDY—>

ROBDOY—E BEFDO> 3w b (1:15:11) THRE S, gir—>D
BGM BT W2, ZTITRNEZEDRVEHNEEES, EFEIL. /N
BIEICHITBEVEIC [—7 TV AT D T & DT EIERE]
GEE 202) HHEHELTVEH. TOY— VY TEVEIFZTOMEE+2IC
RLTWB, EWNEDS EFERFICBGM &38R IRNOEWED > %
D251 EVWSEEERETEHDE DT, /1 I VEZEHHEHDET
DORE 5, E7 / BRIECDE, BRINIRENSZ LI, Y— U
BD 3y FETHEL L REDY 3y b (1:1740) EZADT)V
23y b CThB, DV Iy T, V—VBHRTADERFEICNAT B[
BB CAEDFNENES LERHIC_ADBUEWN. 70 [HHRMNE
R GEE 216) HIFEEBEINTWVS, XWEDSTFITC. E7 /BXIC
BHEAHFTBGM BMAE 5, £/ BRIFHDFEFR TEUINSDHETT <IC
LEd+. BGM 2l D% B, TDEDICET /BEIZ, EWNEHITHEVE
WEHITED DTV S,

INA T)VEE R 48 Bk, 2ETI16/N\EDEVRTH D, E7 ./ F
BaRIC LR EMD6. T B R e 4ETEBRIN TV S,
HIEAE < BI¥ 8/ NETE&RY 8/NEIC DN D, HR¥ 8/EIE) E—
FEEBZEIFL. D DOREBOD/NEH 11ENE 2 DI NTVND, Tk
DB, BT HR. &Y 1 EEE 1 FBENO/NETCRO Y. 2 [BIEIE 2 1El
DNETTID S - aiE-%Y (1D ->%F Q#ED. TOY—2 T

s4  BuEpEgE 95 (2014)

AN B TRRERLD 1S3 % €77/ wiEth

Allegretto.
" B = B
e, = T  — = s
i i - B e oy S
(= 3 s
% o - S e e e S a
) = t + t
48{ 12 3 |12 3
: f)
o/ == + =t T
) —F 1 = t —% — —7
s o | e —of 7 o e s
(%‘,‘. = = = T e = e e
$5 1 @ A S e
legato
’ 1. 2.
G - T = = —
o o o o o 3
(= e
= e } S e i i i o o b £
{oT’[ + -+ t t ll ¥
1))
+ =t + + T + t +
5 =t = = = == r—1 —} ——
e ot e ey B e et o ot e e e e o o e P 1 s B b e s
( — = = = = = = =
™ 2d - ™ g < < - d - <

SEF 2 /N T)UEEEM 48 & (Vorschule im Klavierspiel, Op.101, 48)
DFEE (Beyer 39)

FRIIFFOREBO/NE (T405 8/NEHH). TOTER (HEDER) D
TEELSIHE DTS, TLTERFITAY . 1 1EN0/ NETZ R AL
ED@EIEFD E—hEN. 2N/ NEC—Bfidkn25, JI&ET
FL@ Thd, LTAN ERIBEANTHOBHEICRY . BBED
BUBRLORIEENS, TLT. CO2EEDESR (%2 T BF.
—E LMY RENGWVEEH"EERYIREND, 1 [EEDE¥H 11E
SO/ NETCRED L) . 2 [BIBDEFE 1 BN/ T2, T LTZER
DEDEL, I30E3EEDERFT. ©o L& 2HEMD/NEIIC ALY Bl
Bhd, TLTEERICRY ., 3EBEDEE (BF3) HEE S, TD
2EIEDEF. 3/NEEDEDE (—FH) T BRERIN LS &
=1 (FF B/EELL] »&F-8F). BR2 FIF-R¥F-%F—
') R/E3 FPF-F-BY BIEEETD., LIl BT/
filE>—>h ZELBVRENTWS, AT 2EEDESE (FEZ 2)
TlE. ZELBFENMRVIRENTVD, BYRLIFVINE A L—XITTT
PNTEY . MRV IRENDBICENIZIFEALE, KD TEEIETE
ENTLBHDTEL. TCEAITRY IBENTWL S, FIEEEICH DR
FEAREE Allegretto |& [OPIRRIC] ZEKT DN V—VDESRET VRIE
#80 (MM. =80) LEDHTHS,

OET / BEERBHEENDELIRET 2755, EOLDTIRAHE
ZAENBREA DD, REITHEHLDIEC THRE L TWVD LWV RRHELIN
B2CHAHID —R. MBEDLOICEHIZAZIDY—DiEZEIF. K <H
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WCHBE. FEITRELBOHDREN K ZERME T 5, TDET /i
=2 ARLTIEHVEHSL IEERENTVD, E2>TID
HONE. BBEAMDZADEREDEHRZE LTS IDORBOFE H LR
427). TO#ZEDEC ES 3ERYRLENTNSEICED, LK, 2
EEDES (EZ2) Cld. BFEbZE ZERYIRT EWV D HKEDIERZ
RUTA VD FIVITREZITT O TV S, BN DENEZDfZ. T
Regks LT YRR UEE LTLHD0E LNEL, EEEOIER
(TE VBRI IR LICOWTE, ERZEHA TERL . BRODOEF
BRFBEDHEERNHR R LURE L TVDDDLDICHAD, LHL
RBICL I ENWVITERENIBE CTH S, £ 3EDREICELNT 1
BEAS 2[EEICHETT B 2EENS 3ERICRTIBR. FEAL
ZEERBIIEL, BH—ERDO T MEANT. HIDEHEIHETLTL
%o COHEMNIWVDTWMIZ LTWBDTHA DD Hobh Uil iRL
ZESBENIGRL. U5 T o7/ BiMiDBIRDAIHE)IRL TS
DTHA2h. LEE—EDAA—T VRTTCHD, HBAAIITEE

BOIF. REITHRE L TVBEDEID TG, BEELGDIE. CORED
REDRRICHCZABDE DN TH D, THHEHE L TVBSLDITEL
ENTVBEDEINTHD, CORTHZDE. COBERITFELTND K
SITIFBT AT, ZOBEBEEINTVASEIFBIGEL, FIZEEDEENZ
DHABENTWcE LTEZNDFNL TVDB LIFEVEL, TGS,
REZBELILLDELTUEHEVITHZLDBEBEDBEINTWVSDS
THd, E7/FEBEVOBETRVNVENMNIND KIE - REFELE - T
ROPSE « FROW LEEVED I AD2LBEVDTH D, EEIFFY
BT LICHBDTEEDTICH Y TDOEERTY—V2KIT—ED) X L%
B5X%V—2DHEERV ATV S,

HEDNCHR R L EVWSBERIG, B EWVSIENZERAFS L THO—DDK
ETRBETHA D, #BVBRLUIFREINEN CH D, > T—R. D&
=3 MELTCVAEDDEDICHIC A S, HWEFIIIEIES LOAICHE
BHTO4+ =277 v TLTWBOHE LNEL, LHLELSENTHS
& RACHEEN AELAEL—ET VR TP TR IRENT
WBZEDDD B CNTIFRELEWN DL, L TALDHEDLST
HB, —REEEBDONIcDESRIZ. BEDREERELVOHMETIE

§6  MEffgE 9% (2014)

AN B TRRERLD 1S3 % €77/ wiEth

5, £<0EEIcEahhE b, TOESETR)RLIE. HichdH—
VD250 N FEWSEREBOZAIC. EAHEITONTVEEDICER
RUSND, COEEE. BEOHREZLENGEHL, ¥ — 2V OFE IR,
COEERE LR ZEURBITEEINTVWALDEL D TH 5,
%ﬂii*uﬁﬁiiﬁFﬁ%b)%%@ﬁﬁﬁ%%ﬁ@%o&%égﬁ
FEED—D) £95 [BLETEDEE] EMEIEDTHS (RFI38). &
Lﬁggwﬁig\%@ivﬁ%%ﬁ%i%h?wé&ﬁéEB\%@E
EFTDB - TUIESEV, ThhbE. ZOERIL BVIRLOEICR
SRE () Dbzl BEELERT VY RODPSEPF—IXGEED
BPRO D > IR 5T, FHFEOE. JERIE—E T /R CreEE B Azl
PR @) IRENEITUEE SR, TDBEUKIEE S TEROLST
HB. BEEWDHH—TEDEBERE G S05AIT. BUERK - BKIRH
BRINBEMDESGEDTH D, TL T V—VOFGEEZEDS
BICOTETSRELTVWAEDITERLSNEZDEEDE YRR, /)vERR
ED BGM Z RN T8 5, DFYIDEEIL. BELTVSEVIIRR
KUE, [—EARZDEF W) ALET VR, IREROBEME)RL, BB%
WEA TREDIT SN S [VINET D BGM Z 382 E . BGM S HIET 5,

LA LZDEEIE WS BGMIZELLTWES EE AT TIEREL,
HELINDABELE LA TEVWDIRHRIACE T BDE 5. EAZICTEEIC
BEINTVELDE. CTTOBEIFRTS5GL, BEMEZDHDIE. <
DBEHLD OO EEHFEANDE & LTI *ntméﬁwﬁvu%z%
D5 THB, BENHDEFTHEY - DU FEHNNELDIE, /INE
DT DEE% BGM KB L TIRR LIch o felcd THh B, DESEE
FENEGEL BGM EIFETMESDEDELTHATNTWLS, LT
INEIE. TOBREEBEROAFT CHLNDESR L TS, FdEE LWL
5E0E L TIRRLIED el —BZS5RLTWVWALDICRAS. D
THhETTT/\A I VEBEIEIEN., RO—T VR TEEINTLSD
& BEEVSRRER LIED 2T e TH %, LHLEDS LTHYNE
& WESHFANDOE T /EEEWVOSRREF D 2EILTCETIBH. Z
DIRREFTRETEDEVSETEH LKL D & LAV EREE 5[,
ZOEHIE. FEEVSKRD S IEE DTRNZRIDIRR AR D Uia
HTWB, V—DEFRELTHOEDOTHOERITOMEAEV, #E

/

\/
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FICAO—TVRTRESE, TNZEEEZ MFHEED S/, REIC
HEETIDTIICT B, T IE THREDEN TOME WL SR ZE BT
LIZBIDDDDABICEDDDE T, TNEERIC. £H5THRELIER
AIEVFERTTR IR L. BRI CRAMGRR VR LAMRRANICITDN TV S
DCTHB,

V. E7/BE T DHREMEHR

FEMD MR IRENSEEIL. FRAZND [REH] WL ORD
ThAr5Eb, HFEEVSHYALSRIDTENTLE S, ZORBR.
ThEHhreHr e B8, BGM DK S>%5HEG L. TN 1 LY FOfE
FEEBOED, TOEREVND K INBIEEXMICERFED BGM D
RICEDLEB T, COMEEEFISRES B EHNTHTRINS,
FHUINEMEERGREEZER LIZEVS KVE. R— R T)LDBNBIE
D [AENERES (intrinsic norm) | (Bordwell 52) E{EYJHZ 5 & LizhH
S5TH5, [NEMRE] SIS INERBIREDIERAY AT LTHB, £
nid. BRESEAECTRE LIchBIGRE. bbb R— U /LD
S5 T TEBIERES (extrinsic norms) | (Bordwell 73) H5 R 5 EWEEDT
HoTH. IERATRENIEER—B LIV RXTLTH B, BGM [CH5N
HIRE DR EISMFEZEEICE BN L. ZDIERERE R HNEEDE L,
B BLEXEFVDHZEDICT D, E7/BEHNZDDRVEDIE
MTESNTVDEVWSERD SEFAENDERIZBRRBICRTEN. £
FEMRRZEEDO M EIEEICBRS 9. BRICE KU, REFERDY— >V TF
ZE. BOF—L L TEEICBENETVDS ', YREEENICHEHDES
BERDWRBEENDEREME > TLEDS EWVD TOWREREL, /N2
MERICH BN LEDFE—EKDZEWND D SERBERIEE TH A D,

BT, #UIRLEVD L. Mo=8% (F)LI—)L - 18 - %
F) ITEHFoNEDTHBH, CORTID=2F%FE /NEFH] O BGM
EHBL, F7DES5HBEERLTWVWS, Z LTEEIC. TRNAREINT,
BGM & BEICBVWTERIEARSNTVWA R T, WEHENADEDL S
THEEERLTWND, IO EEENDEHDE >BEDH T DERRTIR
BElX. COZBRICHTDHETUIESRETHD, LH L. E7/EFRDM™

§8&  MEffgE 9% (2014)

AN B TRRERLD 1S3 % €77/ wiEth

BlElE. ZOEREDESVHIMIKL ViR, BRIABEVBLTFELS
ABEDBTRELETHEHOTWVWBATHD, DFWET /BRIE. TODE
B LICKY UNERI O BGM Z8h84EH 5. R, FRED
FEHR - NEEITNA. BEETHT YHFIETERDSD EVWSBERERE
B CHPFBZEEIANI IS DI BEREHTE > TWADTH B, Ty \ERRE
ICPWVWTCIXBESHWEHENDE CH AT ENDEE ChH b, LHd. FD
DY —2Tld. FEHRMNEIEN. ZNHRO—T VR TEEINSD &
T, FTEITBRIIYEBZZENICREICEMINSEREGZS>TWS, D
T, MEBEETHEIDET /ZFE L TWVBHEWVIRREANB D H Y LR
TNBT LGS, TOYREBEEHDE CHAHI LRI IRTEE. BGM
DESGFREGR) R UNDEREBE S L. COEBERE/BENITITEHDE
DICLTWB, TlE, THOLEEEAEF O /FFRIE #ERI &0
S—DDMEEERAED WY — N EDE SBENREEZ TNDTHA DD,

AREFFFRDS — > TlE. BMETOMFOREDRFHNRENE. BRR
ECONFEEFRE BELEHR) DRBEITKEITIT S, T THFIERE
DSIEDT7 vV FOREVWEED SN, BENMBEFOREVWEBELZRTFIC
BE5H. i ITH, ZOA, BLWEEHHOTPRLEW? - TZA
BOPDOHSEEL] FLEE A7) GEERLAEAN, FREICOZH
JVIERYEY Elx2TW5, BOBDY—E, EOVTHEYEWNTKRD
D2TWBRADSEDHBREDNICTAZT NG —2ThHb, XFEDIFIE
XWahs, KE (BER—LHOFZ) MEBORATHSFILEMF
EHEIETEDEVO BRI RBEMI > EAFELTWS, F2IC
BEHIDY . IBOT7 VFOREMNIEEEEBNELEZAIC LGS
Sh. MY 7. 25&WTofc) (HLEAR428) L4 BRET %, ©
DEAZVITZNEIESEESDTH S,

TDEDIC, MY—UNENITNERHROBLE - fEEICE DHhARICOZ
AIEY—2ElE>TWB, BVIRENDE 7 /BXIcE, Z50Lfa=
FIVIERVERY &5 | EL T HEEEN D B KD ICBDON S, WEEENDLE
T /BB EVSEERENEANS BHELAEEDER] L LTY—r2aR
BEBOHRTTET, E7 /BRIE. ZOBOFHESIEYICEM LA
H5d, BSZEMEVWEDET BT LITHENLTVNS, ADZELEE
WelREBRICRESNAZITOERIL. RIESNBICDONTREBICEEIC
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KEEHMINGLLEDEAD, BREOERICESHTWEDOMKGLE ) /&
i, v DOEERER LEbb\TﬁHE(D%‘@'% BEOx IR ICHIT S
T ez B, E7 /BRI AT BE| ELTOREHEDD T ET.
BREZ5|EITC, §%§®f§§§k%t')7 CEFRERD, TOMRIE BED
BGM Z A LIZHE EERKEWLES D, £ D DI ETRED BGM &,

77/ BREVEMNCEENAEL, U TESIEILTHEND KLY
TEER - BEL Ty —ERY P TVWAHRD S SHH 5T, €7 /&
EOMERNCOZ IR —VIERTNTWAEWVWDSERIL ROTH
ALY MFRICTIV A - VY FICS KRG EAZITTEEBWERE L
TONEDOFHERLCEESD (frE 239-251), &BEAAMICEIZ AL
B —NIEZ L HBDIFIEN. TDY— > TREICR ) REINBHET ./
BROBHN TEEMmBGHEN. O AIEE) TOPVERY SiriEa
L. ¥—>DEEINZ X BOTWEBERIIFFEICET %,

Tld. BEDZE. IEOLEERELOSZRIFE DD, & LEEMID
\EFNE, U TISENCETmEICIF LHTNS D, —rOFHESIEE<
EBOLBDICEBEA D, WEBENDEE LT, E7./ YV FRISRNFE
FRDEH T EREFES A, /1 I VEEfhIEHBEDB TH Y DFEDED
FHT oY LIEESES R Y —VIcBZATWA, E7/FRIE LWIn
DY—=UNCBWTEHEEEEE LT, TOHDYREEEZENT 2—ERE
YA TWB, Eiew 1960 FRIEDBRICBEWGARMD L E T/ &iFE
TEHEDETADEVNDIFERIF. ZIITFATWVWDEENEANIDH 55
EDHARMEEEZRLET DA, E7 /BREIFHIEHICT S LT
HBEREE Y — VIR LTH Y. ThHH 5 EBWNETIEY— > DHIR
IFE2<{ED2EDITES,

HMED&LSIC, coET / BRIESEEHENOZICEA TICBNEY D
DHGEW—TBEDERIKREICH DHHUC. T DNF DR ONR% Bl FHAE
THTEETREE LTWD, DEVET /BRIE. HAHDTEF 7&K
DIAZAIVEE ) TDOPVERY Z5IEILC. HAHED CIEWEHENOS
Y BEBEE LTYREZEEEMICES LTV, ThUINTT Uy R
HERVBEICHDCDE ) /BRI ZTDMRTHA D, #BEFI D7
/BRI BGM IRV E GEWEREARABRICH LEA 5. Hlchd
BEOWGEHENDE CHAEIDDL DITHRSFE D, TOEKRGRIE. TDE

6o BEISE 9% (2014)

AN B TRRERLD 1S3 % €77/ wiEth

BREICBWNTTA LY hOHETRIOET 5ZEHD DSHAENTED L
IIFTLB DT,

&

T EEROIEREIE. &P 20,

2 T /IFNVE=ZRFOBRBEMEE, <EET CRESNCBERETR
Le vocabulaire du cinéma DEE THE%,

3 TAYVEVDHREIR. M A—YORHBEHERNICHENSITNTOED, HEHNHD
BENEREZER L. ThdF 78 LAUIREREN THLIERENRSHT DT
EREVEDEIEHIBINEE D TH S| (Journot 68),
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Call for Submissions (Auxiliary Explanation in English)

The Japan Society for Cinema Studies welcomes essays in film studies. Only
registered members may submit articles to its journal, Cinema Studies. A
member can submit one article for each issue. Articles are restricted to
unpublished work.

Authors should submit two MS-Word files of their article and curriculum
vitae by the end of July. Please consult MLA Handbook for Writers of Research
Papers, after the 6th edition. Manuscripts in English should be typewritten,
double-spaced, on one side of “A4” or “8 1/2 X 117 paper of good quality. Use
parenthetical references with endnotes and a list of Works Cited. The length of
articles should be less than 28 sheets, including stills and the like (each counted
as 1/6 page). In addition to the MLA rules, the running time of the film text
discussed should be shown.

Submissions will be sent to the following e-mail address: japansocietyforcine
mastudies @yahoo.co.jp. The Editorial Board will make the final decisions on
which papers will be published. Authors’ names will not be made known to the
Editorial Board while submissions are under consideration. For this reason,
names may not appear on manuscripts; instead, the curriculum vitae should have
a cover sheet with the author’s name, address, current position, email address,
telephone & fax number and the title of the article. Authors will be notified of the
Board’s decisions around the middle of September. After an essay is accepted for
publication, we will ask for a final draft file.
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