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The Art of Subtext

The Art of Subtext: Examining the Film Dialogue in Sweet Smell of Success
Hikari MORIMOTO

Abstract

This article examines the dialogue in Sweet Smell of Success (1957), with a particular
focus on the use of subtext. Although director Alexander Mackendrick admits it as a
box-office flop, Sweet Smell is arguably one of the most iconic films of the 1950s. In
recent years, this film has come to be highly acclaimed by some critics and considered
one of the true classics in Hollywood cinema. The film has many stylistic virtues, but
most unique of all is its dialogue. Based on Emest Lehman’s novella and written for the
screen by playwright Clifford Odets, the film’s dialogue deserves critical attention and
detailed analysis. In particular, the meaningful use of subtext is noteworthy. The word
“subtext” generally means the hidden meaning beneath the surface of human speech.
In scriptwriting, subtext is essential for dramatic purposes, but, furthermore, Sweet
Smell develops it as a part of its main theme. So this article considers how the film
utilizes subtext in the dialogue and reveals its dramatic and thematic dimensions.

Keywords
film dialogue, language, screenplay, subtext, communication

Introduction

While the director Alexander Mackendrick recalls it with some bitterness as “a big
flop at the box office” (119), Sweet Smell of Success (1957) is arguably one of the most
iconic films of the 1950s. At the time of its release, despite some respectful reviews of
Variety and the New York Herald Tribune,! the film’s unsavory portrayal of an aspect
of American life was not well received by audiences. In recent years, however, this so-
called “cult movie,” enthusiastically acclaimed by some filmmakers and critics,? has
come to be considered one of the true classics in Hollywood cinema. Gary Giddins
observes: “It wasn’t intended. No one could have predicted it. But Sweet Smell of
Success tumed out to be a terminus where several movie genres and subgenres
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converged and curdled, producing a uniquely delicious perfume of everlasting
cynicism” (3).

As it should be, there are numerous virtues in Sweet Smell. First, the film presents
the neon-lit 1950s Manhattan taken by master cinematographer James Wong Howe.
The gleam of nocturnal cityscape shot in black and white is breathtaking, reminiscent
of classic noir films of the same period such as /n a Lonely Place (1950) and Kiss Me
Deadly (1955). The performances of the actors are outstanding, with Burt Lancaster as
the harsh gossip columnist J. J. Hunsecker and Tony Curtis as the slimy press agent
Sidney Falco. Curtis’ performance, in particular, has been considered not just the high
point in his career but one of the greatest in the history of American cinema.? It is also
worth noting that Elmer Bernstein’s jazz-inflected score, featuring Chico Hamilton and
Fred Katz, enhances the hysterical mood in the city.* And of course, Mackendrick’s
decisions about camera work and editing are so effective throughout the film, creating
a cinematic space permeated with urban energy and neurotic tension.

Among other things, however, the artistic grace of Sweet Smell lies in the film
dialogue. It is rare in modern films to have such poetic, pungent language, and indeed
some critics have noted this point. Philip Kemp, for instance, says, “Sweet Smell s status
as a cult movie derives above all from its dialogue” (152). James Naremore also argues
that “Although movies are usually said to be a visual medium, many good pictures have
depended upon powerful dialogue; where Sweet Smell is concerned, it is almost
impossible to discuss the film or even understand it without quoting a good deal of what
the characters say” (4-7). The director Mackendrick himself, in On Film-making, the
collection of his lecture notes at CalArts, appreciates his two screenwriters and writes,
“much credit must be given the gutter-poetry quality of [Clifford] Odets’ melodramatic
lines” (120).

Based on these remarks, this article examines the unique quality of the dialogue in
Sweet Smell, with a special focus on its linguistic subtleties and deliberate uses of
dramatic subtext.’ The word “subtext” generally means the hidden meaning beneath
the surface of the words. In our lives, we often do not talk about our feelings and
intentions openly and tend to mask and disguise them. The same thing happens in
fiction, and Jill Nelmes defines it as follows: “characters not saying what they mean
and having different underlying motives to the apparent and obvious one is termed
subtext” (229). Subtext in films has various merits. For example, it gives a touch of
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reality and dramatic tension to the dialogue and attracts the audience’s curiosity by
making them aware of the characters’ inner feelings and real intentions. Moreover,
Sweet Smell utilizes subtext not just for such dramatic purposes but also to reveal its
moral theme. Thus, in the following, while examining the film’s language qualities, |
will discuss the ingenuity of the dialogue and its thematic concerns chiefly in terms of
subtext.®

1. Film a Clef

Sweet Smell of Success is now critically acclaimed and recognized as a classic, but
itis not a very popular film in general. So before examining the film, it would be better
to briefly describe the story and give an overview of it. The film centers on Sidney Falco
(originally named “Sidney Wallace™),” a cynical press agent who is rabidly driven by a
thirst for success in the columnist world. He is not hesitant to do unwilling things to
earn the gratitude of J. J. Hunsecker (originally named ‘“Harvey Hunsecker”), the chief
columnist of the New York Globe, who established his status in a few short years to the
point where he can proclaim himself “king of show business.” Hunsecker is basically
a controlling figure who can make or break the careers of celebrities with his scathing
gossip column, but, at the same time, this ruthless king has a young sister named Susan
and cares for her excessively. Falco is desperate to have Hunsecker promote his clients’
work in the column, but he faces a moral dilemma when Hunsecker asks him to break
up a romantic relationship involving Susan, who is dating a jazz musician named Steve
Deallas. Falco’s journey to please the megalomaniacal columnist and achieve success
leads him down a morally compromising path, with bringing innocent Susan to the
brink of suicide.

The story is based on Emest Lehman’s novella, which appeared in 1950 in
Cosmopolitan under the title T2/l Me about It Tomorrow.® Lehman is one of the most
critically successful Hollywood screenwriters, perhaps best known as the writer of
North by Northwest (1959), West Side Story (1961), and The Sound of Music (1965).
However, as Lehman’s biographer Jon Krampner notes, “While he’s remembered
mainly for his iconic films, he’s an important writer of mid-twentieth century American
short stories and novellas” (20). Many of Lehman’s early short fiction focus on people
trying to survive around show businesses and portray their moral depravity and inner
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conflicts. Lehman wrote those stories chiefly out of his own experiences. In fact, before
becoming a screenwriter, he worked as a real press agent on Broadway and struggled
to make a living in the harsh world.? The original idea for Sweet Smell also came from
Lehman’s own observations of the popular journalism industry, to which he himself
belonged at one point in his career.

Thus, the most common and plausible view of the film is to see it as a film a clef.
Given the historical and biographical contexts, each of the main characters has a clear
source. As has been pointed out, the primary inspiration for “J. J.”” Hunsecker was from
Walter Winchell, the real king of New York gossip columnists. Winchell, well-known
as “W. W.” during the 1930s and 1940s, “was obsessively and some believed
unnaturally attached to his daughter Walda” (Naremore 12-14). And Falco’s model is
said to be Irving Hoftiman, who was a famous press agent at the time. Hoffiman was
one of Winchell’s few friends, and besides, he was Lehman’s boss on Broadway. Based
on those real-life figures, Sweet Smell critiques the tabloid newspaper industry in
Manhattan in the 1950s, where some big-name columnists had enormous influence and
power. There we see contemporary issues of mass media-dominated communities—
the prevalence of misinformation, fake news, and political manipulation—which are
becoming more serious today. Murray Pomerance underlines the film’s relevance to
today’s society by stating that “Now, as in the 1950s, the world of celebrity and show
business are lubricated by a systematic flow of reputations manufactured as information,
news, and publicity” (186). In other words, the film can be seen as foreshadowing the
social climate of the 21st century, which we understand by the term “post-truth.”

Sweet Smell was released in 1957 when the film market was dominated by
widescreen spectaculars such as Peyton Place and Bridge on the River Kwai. In contrast
to those two hits, Sweet Smell, a downbeat black-and-white film, experienced a box-
office disaster. However, this film attracted the attention of later generations and came
to receive high critical praise for its “black humour, stylized dialogue, swift
performances, and sleek evocation of New York jazz in the 1950s” (Naremore 102).
The importance of the film can be discussed in terms of its historical significance and
continuing relevance to the present day, but this should not obscure the fact that its
critical success owes much to the artistry of the dialogue. Some writers have pointed
this out. For instance, Kate Buford states that the film has “dialogue made up of some
of the most crackerjack language in American movies” (180). But most critics merely
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assert the poetic brilliance of the dialogue, but do not go into what is clever about it.
Therefore, the dialogue of Sweet Smell needs to be examined in detail, and, in fact, the
art of subtext found in it deserves attention as a method of social criticism.

2. Examining Film Dialogue

After signing a contract with Paramount Pictures and making his screenwriting
debut with Executive Suite (1954), Lehman, attempting to bring Sweet Smell to the
screen, sold the rights to Hecht-Hill-Lancaster (HHL). He was initially hired by them
not just as a writer but also as a director and he began writing the first draft in early 1956.
But soon afterwards HHL’s attitude changed and Lehman was deemed too
inexperienced to direct the film. Furthermore, he was unable to even finish the
screenplay due to his illness caused by work stress. For these reasons, Mackendrick and
Clifford Odets were newly hired to replace Lehman as director and screenwriter
respectively. They had many meetings (in the presence of producer James Hill) to
elaborate the story structure, and Odets was in charge of completing the script.

The screenplay of Sweet Smell is therefore the product of the collaborative work by
those three people. The original novella and the first draft were by Lehman, but
Mackendrick and Odets did important work on the adaptation and rewrite. While
largely keeping the characters and the storyline intact, the latter two thoroughly
reshaped Lehman’s draft. One of the major changes was about the number of
participants in each conversation. Mackendrick felt that “the original screenplay
seemed to have a great many scenes that were simple duologues, interaction between
two people” (127), so they added many polylogues with the speeches of three, four, five
characters interwoven. Another important thing is the theatrical touch Odets brought to
the dialogue. For example, rhetorical phrases such as “The cat is in the bag and the bag
is in the river” (00:31:20)!° owe much to the playwright’s sense of language. The use
of diverse imagery is also attributed to Odets. “Dog” imagery is particularly noticeable
among them. Throughout the film, Falco is likened to a dog: “Dog eat dog” (00:06:56),
“Every dog will have his day”(00:07:08), “Who could love a man who makes you
jump through buming hoops like a trained poodle?’ (00:16:23). These lines
subliminally impress upon the audience that Falco is a “dog” of Hunsecker.!!

Sweet Smell is highly clever in terms of the overall narrative form. As for the manner
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of distributing story information, the narration can be said as relatively “restricted.”'?
That is, the camera mostly follows the protagonist’s actions and provides us with only
limited knowledge. The dialogue is always appropriate to the context of the narrative
and the audience mostly knows less than many of the characters about the background
information. What is the most ingenious in this respect is that the camera withholds the
figure of Hunsecker in the early part. As James Mangold (who used to be a student of
Mackendrick at CalArts) discusses in detail, for the first twenty minutes, the central
character does not appear on the screen (only his name and face are seen on the side of
the newspaper truck and the banner atop his column) (167-72). In the meantime, we
are informed of Hunsecker only in the dialogue, as if the gossip columnist himself exists
as a “rumor.” All the characters know who and what kind of person J. J. Hunsecker is.
They frequently mention his name and talk about him, but he is remaining unknown
only to the audience for a long stretch of time.

The film is not only well-designed in its overall narrative structure, but each part is
carefully crafted using various dialogue techniques. In particular, through the effective
use of dramatic subtext, the dialogue never becomes “on-the-nose” but rather
emotionally alive and deep. As an example, let’s take the following conversation
between Susan and Falco (who have argued with Steve in the previous scene) when
they get into a cab together:

SUSAN: Iwishyouand Steve could like each other.

FALCO: Westick in each other’s crow.

SUSAN: Yes, but why?

FALCO: For one thing, he thinks J. J. is some kind of a monster.

SUSAN: Don’tyou?

FALCO: Susie,J. J. happens to be one of my very best friends.

SUSAN: Iknow. But someday I’d like to look into your clever little mind
and see what you really think of him. (00:15:57-00:16:20)

Here, in contrast to the previous noisy club sequence, the camera captures the characters
talking in low voices alongside the back seat of the car. In this part of the dialogue, Falco
says that Hunsecker is one of his “very best friends.” But it is evident from the context
that Hunsecker is the primary source of his suffering. Therefore, it is hard to believe that
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he likes the person. Nevertheless, we do not feel that Falco is lying in the conversation
above. Rather, it is assumed that he is unable to express his true feelings in front of
Susan because her brother is his “golden ladder” (00:06:32) to success. Falco cannot
admit that he really fears or even hates Hunsecker deep down inside, and Susan’s lines
reveal that she knows Falco’s honest feelings are hidden beneath his words as subtext.

In other scenes, subtext is often utilized more deliberately for implicit
communication. Characters in film, especially in classical Hollywood cinema, have
their own goals they want to achieve. Sometimes, however, their goals may conflict
with each other, and in such cases, they use subtext to implicitly communicate their
intentions. In Sweet Smell, in particular, characters often rely on subtext to discuss
morally or legally objectionable matters that cannot be spoken of openly. It is used, for
instance, in the scene when Falco is trying to get Rita, a cigarette girl at a jazz club, to
prostitute herself to columnist Otis Elwell in order to get him to write a false article
about Steve. The deed would serve each of their goals, but it is so morally shameful
thing that the two men try to get Rita’s consent in the subtext:

ELWELL: Don’tIknow you from somewhere? Saratoga? Last summer?
FALCO: Relax. Take the weight off those lovely gams. Look, I fixed your
drink.
ELWELL: Sure. Relax, Rita. When you look at me, you look at a friend in
disguise. Miami Beach?
RITA: Haven’t been to Florida since I was a little girl. (00:39:58-00:40:30)

Here, Otis asks Rita if they have ever met somewhere and tries to find out the place.
Talking about one thing and meaning another is a common tactic of dramatic subtext
(Seger 44). Rita soon comes to realize what these guys are up to and tries to avoid falling
into their scheme. But Falco brings Rita into the backroom and talks it over. Otis is a
“perfect stranger” to Rita and she does not want to do “this sort of thing” (00:42:32),
but, at the same time, she is unwilling to lose her job. Falco, knowing that she cannot
refuse, offers her a drink and asks her, “How many drinks does it take to put you in that
tropical-island mood?” (00:43:29). Unable to say no, finally, she provides her consent
to the ruse by answering the “where they met” question. She just says, ‘Palm Springs.
Two years ago,” and Otis gets laughing (00:44:32). Then, their agreement is established.
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In this manner, the characters implicitly negotiate the shameful thing by translating the
issue into the irrelevant topic.

Lastly, the “ricochet effect” must be mentioned as one of the dialogue techniques
for indirect communication. ' The term “ricochet” refers to the moment when character
A talks to character B but aims at character C in the subtext. This technical term was
originally used in one of the chapters of On Film-making, where the director himself
analyzes the screenplay of Sweet Smell. As already mentioned, it was Mackendrick
himself who suggested that more polylogues should be added, and, in fact, this
technique is effectively utilized in such situations where the speeches of multiple
characters are intertwined.

The ricochet effect is used, for instance, in the scene where Hunsecker appears for
the first time. Falco visits the lounge of the Twenty-One Club to inform Hunsecker
about Susan’s wish to marry Steve. But, for the moment, Hunsecker is dining with his
old friend Senator Walker, an attractive young lady named Miss Linda James, and her
agent Manny Davis. Linda is a beautiful but fatuous girl who aspires to be an actor, and
the situation implies that she is favored by the Senator. Hunsecker feels displeased that
his old friend appears willing to benefit the untalented woman even though it may
possibly damage his political career. Still, he cannot openly criticize the Senator in the
restaurant out of courtesy. The complicated situation allows Hunsecker to use the
ricochet effect for indirect communication. In the following conversation, his critical
comment lies beneath the surface of the words:

HUNSECKER: Manny, tell me. What exactly are the unseen gifts of this
lovely young thing that you manage?
DAVIS: Well, she sings a little. You know, she sings...
JAMES: Manny’s faith in me is simply awe-inspiring, Mr. Hunsecker.
Actually, I'm still studying.
HUNSECKER: What subject?
JAMES: Singing, of course. Straight concert and...
HUNSECKER: Why “of course™? You might, for instance, be studying
politics.
JAMES: Me? I mean “T’? You must be kidding, Mr. Hunsecker. Me, with
my Jersey City brains?
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HUNSECKER: The brains may be Jersey City, but the clothes are Traina-
Norell. (00:22:23-00:23:02)

Evidently, it is not that Hunsecker wants to insult Miss James. But he is sending an
implicit message to the Senator by humiliating his mistress in front of him. The subtext
here is “why are you fooling around with this young girl? You should stop seeing her
as soon as possible.” Indeed, while listening to them, the Senator lowers his eyes and
just remains silent (Fig. 1, 2). Thus, subtext is an indirect means of communication

without facing each other.

Fig. 1 (00:22:49) Fig. 2 (00:22:54)

3. Subtext as a Theme

As discussed above, subtext can be seen as a means to send implicit messages. In
real life, people tend not to speak what they are thinking or feeling openly. It is because,
if they do so, they invariably end up confronting each other or have to break off the
relationship. But subtext allows them to avoid unnecessary confrontation. In fiction,
filmmakers and screenwriters want to heighten the dramatic tension as much as
possible, while at the same time they want to keep it high for as long as possible. Thus,
to satisfy both demands, they make use of subtext. If opposed characters openly express
themselves and easily face each other, the conflict will be quickly resolved. One side
will win over the other side, or they will separate forever. It does not make it a dramatic
narrative. However, subtext enables them to keep the tension and engage the audience’s
imagination without resolving conflicts.

In Sweet Smell as well, the subtext is basically used as a means for such dramatic
purposes. But, more than that, in this film, the use of subtext itself forms part of the main
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theme—the theme of friction between the ruthless side of society, full of lies, deception,
and manipulation, and the innocent side, based on honesty, sincerity, and integrity. In
general, subtext itself does not involve any moral judgment of good or bad, right or
wrong. But, in the worldview of Sweet Smell, the use of subtext is associated with
injustice and immorality since it is useful and often utilized in discussing morally or
legally objectionable matters that should not be spoken of openly.

The moral theme linked to the extent of such openness and directness in
communication is first revealed in the scene where Falco meets and talks to columnist
Leo Bartha at a nightclub. Falco learns from Rita that she was seduced by Bartha at his
house, where he had invited her for an interview. Falco uses this scandal to blackmail
Bartha into writing an article with false information that tarnish Steve’s public image.
Once rejected, Falco goes to the table where Bartha is sitting with his wife and, taking
advantage of Mrs. Bartha’s presence, blackmails him again by using the ricochet effect.
Falco meets her and pretends to speak to her politely, thereby sending an implicit
message. Falco asks Mrs. Bartha, who is reading a racing column in a tabloid, “Is there
anything with a name like ‘cigarette girl’?”” (00:34:02). The subtext here is “you must
use my item for tomorrow’s column, or I will tell your wife about your shame.”
However, Falco’s scheme fails, and Bartha, unable to bear the press agent’s nasty
attitude, confesses to his wife by himself:

BARTHA: Sorry, Lorrie. I can’t let this man blackmail me.

WIFE : Blackmail?

BARTHA: Wants me to print a dirty smear item in exchange for keeping his
mouth shut.

WIFE: Aboutwhat?

BARTHA: Foolishly, Lorry, I... T hope you’ll understand that...this cigarette
girl..L.. I was kidding around. With the girl, I mean. I was
kidding, She took it seriously. A case of bad judgment. Bad taste.
I’'m just sorry, that’s all. (00:34:45-00:35:22)

Then he turns to Falco, and firmly replies, ““Your friend, Hunsecker—you tell him for

me—he’s a disgrace to his profession” (00:35:24). Mrs. Bartha, hearing the whole
words, is so impressed with her husband that, instead of being angry, she says, “Leo,
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this is the first clean thing I’ve seen you do in years’ (00:36:00). In this film, as in this
line, honesty is directly linked to cleanliness. Regardless of what Bartha did, his honest
attitude itself is admired as clean. In the worldview of Sweet Smell, openness in speech
is associated with fairess and morality, and, opposingly, implicit communication is
considered evil and corrupted.

However, from a different perspective, such openness in speech can also be seen as
a sign of immaturity. In fact, the development of the ability to exchange implicit
messages in communication parallels the process of acquisition of social skills in
children. Linda Seger explains this followingly: “‘Children will usually be quite direct,
until adults teach them to be less direct so they become more ‘socially appropriate.’
They learn subtext as they come to understand social behavior, social norms, what is
acceptable and what is not” (4). In fact, in Sweet Smell, it is precisely the young and
immature characters like Susan and Steve who speak without subtext. And openness in
communication is not necessarily a good thing as it can annoy or even offend others.
For example, Steve is sincere and honest, but he is too ignorant of the rules of adult
society. He often speaks recklessly without self-control, which often results in friction
with others. Indeed, Steve, who is too concerned with being honest and fair, gets into
unnecessary trouble with Falco by saying as follows: “Look, the next time you want
any information, don’t scratch for it like a dog. Just ask for it like a man!” (00:12:45).

As a natural consequence, Steve almost loses his job and makes it difficult for
himself to marry Susan. Adult society is likely to be harsh on young people who do not
follow their conventions and rules of communication. Naturally, it is Steve’s
immaturity—being honest and incapable of lying—that Falco takes advantage of to
achieve his end:

HUNSECKER: What has this boy got that Susie likes?

SIDNEY: Integrity. Acute, like indigestion.

HUNSECKER: What does that mean, “integrity’™?

SIDNEY: A pocket full of firecrackers—waitin’ for a match. You know, it’s
a new wrinkle. To tell you the truth, I never thought I'd make a
killing on some guy’s “integrity.” (01:03:03-01:03:24)

Sure enough, falling for Falco’s tricks, Steve cannot help but insult Hunsecker in front
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of him and ends up making his marriage to Susan almost impossible. Steve is honest,
but too naive and ignorant of adult society. So, just out of a sense of justice, he says
disrespectful things to his fiancée’s brother even though it will do him no good.

Thus, this film’s narrative develops the dichotomy between openness and
implicitness in language. Subtextual communication is associated with moral
corruption and social injustice, yet it is also an essential skill or manner to survive in
adult society. On the other hand, being direct in conversation is certainly important and
valuable, however, it sometimes brings unnecessary conflict and division into society.
In some cases, openness can be seen as childish and socially inappropriate. And, in
Sweet Smell, these polarized attitudes in communication are allegorized in two sets of
characters. That is, Susan and Steve represent honesty and immaturity, while
Hunsecker and Falco represent deception and social conformity.

The film’s final attitude toward this opposition is revealed in the relationship of
Hunsecker and Susan. Even though they live together, ironically, they are far apart in
spirit. Hunsecker loves Susan so much that he must always put on an act in front of his
sister, pretending to be a caring brother. He cannot say anything directly to her for fear
that she will hate him. Susan is also too afraid of her brother’s power and manipulative
nature to act against his will. Although Hunsecker says that Susan is “free to say
anything she wants” (01:09:01), in fact, she is deprived of her voice in front of him.
However, after Susan is informed that Falco planted marijuana in Steve’s pocket to get
him arrested, she decides to leave her brother. Then, eventually, the film ends with the
following dialogue between the two:

HUNSECKER: Where do you think you’re going?
SUSAN: I'mleaving. I'm going to Steve.
HUNSECKER: No, you're not. You’re going into the hands of a good
psychiatrist. You tried to kill yourself tonight!
SUSAN: Yes. I’d rather be dead than living with you. For all the things
you’ve done, J. J., I know I should hate you. But I don’t. I pity you.
(01:34:27-01:35:26)

These final lines are impressive not only because Susan expresses her true feelings for
the first time, but also because her language is so simple and direct. The fact that there
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is no subtext and implication there at all makes the dialogue so powerful and moving
to the audience. Hunsecker, being rejected by his beloved sister, can only stand behind
the door, unable to say anything (Fig. 3). Susan knows beneath her brother’s silence
underlie mournful meanings, but, nevertheless, she refuses to live with him and chooses
to go with Steve. Thus, this film closes with a final triumph of the power of direct speech
and Susan’s honest words will forever ring in Hunsecker’s ears.

Fig. 3 (01:35:13)

Conclusion

The above textual analysis reveals that the ingenuity of the dialogue in Sweet Smell
lies in the use of dramatic subtext. First, I described the linguistic nuances and poetic
touches of the dialogue as well as several techniques, and then discussed that the use of
subtext forms part of the main theme. This film develops the dichotomy between
openness and implicitness in human speech. Open speech is a fair and transparent
approach to communication, but it often leads to unnecessary conflicts. On the other
hand, subtextual communication, while a necessary social skill, is often used to talk
about morally or legally objectionable matters. The narrative of Sweet Smell revolves
around this dichotomy and draws dramatic tension from the opposition. Overall, the
cinematic language in Sweet Smell deserves aesthetic appreciation and detailed analysis.
As we have seen, the film’s brilliance is due not only to its compelling plot, powerful
characters, and other stylistic virtues, but also to the poetic and meaningful lines. With
the unique dialogue created by the three talented screenwriters and filmmakers, Sweet
Smell will forever hold its status as one of the most iconic American films of the 1950s.
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Notes

The Variety reviews that the film is a “savage indictment of a powerful and unscrupulous
syndicated columnist and an unconscionable, slippery press agent,” and the New York
Herald Tribune that “Sweet Smell of Success is such a sordid movie that you might want to
go outside occasionally for a breath of fresh air. But it is so good that you will end up by
keeping your seat.” (qtd. in Pomerance 186)

Along with the critics mentioned in this article, many filmmakers have admired this film,
including Martin Scorsese, Sydney Pollack, Barry Levinson, Paul Thomas Anderson, and
James Mangold. See “Afterword” by James Mangold (177).

Tony Curtis was known as a “duck-tailed heart-throb for teenage girls” (Naremore 31) in the
1950s, so his portrayal of Falco baffled his audiences and critics upon the film’s release.
However, in recent years it has come to be counted as one of the greatest performances in
the history of American cinema. On this point, see John Bruns’ article ““Tony Curtis in Sweet
Smell of Success.”

As for the significance of jazz-inspired music in this film, see the chapter titled “Filming
Jazz” in Giles Mougéllic’s Improvising Cinema (143-61).

The idea that cinema is a purely visual medium had long placed language outside of film
aesthetics. But, in recent years, academic interest in film dialogue has gradually increased.
Especially after the publication of Sarah Kozloff’s landmark book Overhearing Film
Dialogue, the stylistic analysis of filmic language has emerged as a new field of study. This
article is part of the practice of dialogue analysis based on such theoretical background. In
addition to Sarah Kozloff’s book, Film Dialogue, a collection of papers edited by Jeff
Jaeckle, is essential for those trying to learn about this area of study. In particular, the
introduction to the book written by Jaeckle is worth reading as a brief primer for the practice
of film dialogue analysis (1-16).

As a handful introduction to subtext in fiction, Linda Seger’s book Writing Subtext: What
Lies Beneath is useful. As for the function of subtext in film dialogue, see “Chapter 2:
Dialogue and subtext” in Paolo Braga’s book-length study Words in Action: Forms and
Techniques of Film Dialogue (91-139).

The screenwriter Lehman initially named the characters “Sidney Wallace” and “Harvey
Hunsecker.” It was Odets who renamed them ““Sidney Falco and *J. J. Hunsecker.”
Lehman’s Sweet Smell was first published as 7ell Me about It Tomorrow (a phrase Sidney
uses in the novella) because the word “smell” in the original title discomfited Cosmopolitan
editor Herbert Mayes. However, when it was later republished, it was again retitled Sweet
Smell of Success (See, Krampner 24).

The information on Lehman’s life and works in this article derives mainly from Jon
Krampner’s recently published biography, Ernest Lehman: The Sweet Smell of Success. As
for Lehman’s early fiction, see the collection of his stories titled Sweet Smell of Success: The
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Short Fiction of Ernest Lehman.

10 The quotations from the dialogue in Sweet Smell are based on the film itself and the film
script published as one of Faber Classic Screenplay Series. The total running time is added
after each part of the dialogue.

11 Inaddition to “dog,” this film’s dialogue uses a wide variety of imagery about animals and
food. Philip Kemp discusses this point in detail (152-53).

12 For the difference between “restricted’ or “unrestricted” in narration, sec David Bordwell’s
Film Art: An Introduction (88-91).

13 David Sterritt observes that “ricochet dialogue,” whereby words are spoken to one person
but aimed at another, is crucial to the story’s power” (Sterritt, “Sweet Smell of Success™).
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CUHRHHETEB L Teyd— % 77 A4F1] 2006 4) THIK @
I, FBENTHRBEVEREF ) Z LN TEHHATH D, D7
IR ZE SR Z 72T v — 2 b, BWEIR & OFE A O F T
EhoTHinid, Fio, RIUKEREE FHEZRTLE [T 0 F— /&
BOEIE] Q008 45) 1E, A U X« ZAT—0im LD L 9IS, FEEN
b bd, WBEELY BERIE LT VAR —OFRITEIEM )
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LIRS/, ZDODVICFEIMEERD BT D 7 1T A7 #5112 CGI
DOFEATZEFIH LT\ D,

Z ORI, AMEORRRERE T 7 v 3 v DL LTOHEEN
A ThDEFEHTHZ LD I BITERS T TS, 2008 40 [Z
VA= B OS] OAZ v — U PRIOEROBE LD $F L
CEETHD LWV FHEILDLAAFEFITREBHTHY, ZORH
—BKREETZEETHHEVIFEELEZH THD, MR
TR K etk LA O & - T, HD [T 2R —/ Fcth D
G IFA S 0 — DLRTIDOA S —H LOFIEHEIETDH LI THY,
ZOWET myd— ¥ 77 AF0] PR TEELTED
HIF B WEIFERD 5 HITRDTND DT, (Tasker[2014] 258)

2T A RCHBRE T A X 71— ORI BRI RREEIC 137 < 0
ThHDH, NTHIZOL BT RE R R E RO — o —EEE DI,
PITSEB D5 BIRZRF RO NRNTH 2 (T i D, # A —1%, B
IeBAD MR e~ AF 2 U =T 43, T aT AT e BIE Lo
THIHENTWAZ LE2ERHLTWA, DFEV ., ZOHEOREEL 2
Zua—NER LTS EN) O, ZRTHRBMFAT &, 0
BNV AL CTETH, B& Tl R ZAEREL VWA Z L
ThHY, TOERTRIDHEOHKIIZNNIH>TND, L0 EVHEA
TEbTH70R— FAL T Ty R) (A RUT - TT 0 R—7
2019 ) DT A M TIFEWTHEHIET 2HEIVRIND (1:29:50) 23,
ZOHEANIH D — T, HIFEOK%Z )1 7 THI Y X LgE D
729 (1:28: 1), MUIREZEE THOZLPNFE (V7 vRT 1) &
STEANZ BN DEENE R (N— RRT 1) 2B LTV (Jeffords) .
ARZZEH L TCWRnE LTH, WHAEZROZ EAVREND,

AH B =N ST, ORI OHERH I X 2 Z kT 5 T
EEThHY, ZIUHKGFT A ENEEDA S — « £ A=V OHERHZ D72
NHEDELTHIE, Vv v F—3BEVHEEKEZZITVWN, v 2AF2 )=
T A BT L0 ) L0 bEbEE D, Vv v T2 EEREE DT
[RZBR %y R] AT R XU R, 20104F) OFHE, BELED
B0, HFRICESZTIERL 7 L— NI E STV AFRICE
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BRANE 29 LN Xy T, Do T7—~AF—LWVWIHIHSHEDAS
— A A=V T B80T 4 THDHZ EIEFRALNTH D (0:12:08),
2 < ORI THER] 0 [5F%] T4 BRI BME A E T 573,
DX v X IFENEKIET DO TII R ERT D, WITHROFEZ %
%W®%ﬁ FoTHRRLIEYD XEEE LD THDOTIHRL, RET
%%%TMEEE%CBI koTHisET DD, 1T —BERe
1%0%&@/¥/#*- . TE] ORRIESHEN 28D L 5 7eikas
kLT%wthioV(04009 HRICNTET DB E R ootk
Bl HIEICEZ D Z ENTEZ, L, BNDAV vy v F—[F 0> ThD
HREZ R T 2B LM H 2 b 00, ZN XD LESI O, B
HL CGl %> THRGET) DRITEOLTE A FEIC KR L T nh 2 &
Thod, bol bEEERDIT [KRU A « 2 h—1U— REBORNJ (251}
LEENDOFERTZA S, [RY A « A b=V — /FHHERFRER] (v vF
— e F 1985 4F) OFHEREFEH L WD Z &b, BHOREE
L OHEFHMEEZEHR L CODIARIETH D08, WD) ChHZ Yk L7z
¥ v F—i#H LD EANTEN-FERN EROMIREFEASNZZ &
T, REESDPEHAEL TN (1:36:35), 29 LTHITENTHRE
BUZEFIT 5, ZOfth N T ol Sz A R— 27D &L 5 7 AR
THHB.EANTT o AR—D LY ICHAE LA T2 oMz xR L,
Nz 2B 7E3 (1:37:16), 7o h—CHEELIERETHY 72
NH, AX A= NIHROE S 25> TNDHDIZTZV L, Yy v —IiX
T ) aT—DENNIBITL TS, Z0XHIT, BNV Y vF—D
BRIV KRB T— @Xﬁﬂ@é@%ot@é%@%@&mz
Do DFED | ARIRE LTH U 7 —DHRETHEE LxEICH ) Z L b T
HL, HlEE LTH T AT HEE ORI, FRHCRET 28
HEEN L H Y | EOHTEES CGL 72 EA b D 1D 5z k> T
REMIRT D Z L2 bRV, RIE OHERZMF - Tk 5 L% 1970 4
R B OFHIRE TR SNTZA A=V 5N TREY . BEOfEsh
HEMWIZE TZF—R] 0o N oy RIGERLTZETHD, Vv
X —[ZXT I v ay s AX—L LTHEERT DD, "—Ry=T7Th
LZHHFOHEREAZ O—DE DI N L—=r TRHEYN L - CTHEME
o R R = DA AN VV/%~V&0T®£%1 ZNA~OHPLTIR
72K, BV DHIMEOEE EO X HIZZTF VNN TH D,
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YR FIVET 2 RV v v F—0 2000 FOIERZHT L, A3
BONEZITTONFHIHIE L T DB LR T TV D, T70b6, TR
BT Y v —F 2B ETT 7 v a VEHE LN TR L]
AR R T UT R BV DI, BETHLITRLN, Vv vF—-
F o DE NG, BT LT, BIORENBLT-HD, 69—
ODPHEE RDHZ ENTEDENE S THD] (Holmlund 108), 7-& %
TRy X7 HEL] T Py ovd—d— A HKEZE L TWD,
THED I HLO—DIFBROT A Y D CEEEEDRREROENTH D,
BRAA 7 R SNENIRD E D% v X~ IGED N 7 — % Wi
T 5 2 L7 EOIREFICEEDNESTHIEIN D, AED Y ¥ v F—IF,
(Yo r~2az—/fimitE] (x v¥—-F x| 1980 4, LI [
VIR AL—]) TOXIITENEELET D (0:10:00-0 : 14 : 05) D
TIERL, ANVELT U ROZEEEV UL, #IET AV IOF v A T4
TUACEL TR IR NEFERECH L& D,
~—Hly b EB=HBRA - Hy MNIT 74V FOFHEENSF
WA ->T, BVEZTONTHLOWAEREZER L T FEEE2i#H U T
W5 (Gullette 159-162), BAE LD HBEWIZFEROEINEZTH L5 Z LTk
ST, Vry XTI DX I RT 74N FOFREFMALTTND DT
BNy —ONIH T =< AB—DHKTHLN, 7TV« ZI7be D
£ 9K ER OB 2 (KBS D G R TlIZewn, [RY X« X h—
V=LV R (Farezr, 20134 M- 73—V F—]
DX 9T, T LABITBE A K-> T-RBAEH U 5 2 %<, T
wTﬁ%#é;&%%éo%9*0ﬁ7w—x-u—%§¢T%5ﬁ\
IR ZAHERE LR 2 2 L bRV, U v —3h o 7 —BRE DS B
Vo RS BT 50 BGOZNEHER LTS, TR
VX UTHL] DT ARTHE, ELENCRATZZAN—mE LD
LOTEY, BBATEED, bUITAREEE] Lot 7520127
%5 (1:35:19), Py oF—N0NHLDE O~ A0, HRFEOD
T =R AZ—TCARENEDOE LT, V¥ vF—NHELDL _ADOF¥ 7
7 =R NI THDINEERIZ SN TND D, ZOHWIZITHT
PR ENER SN TCND Z IIRBHCTH D, N Ty RBE L 2~
—MUE, —OOYRIZBIT W ERET L CEND ZRIRFCH T, Wi
EHESG LN LY v v X —DEWIER SN TV, KETTIE, #R237%
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TOLEBEL LI [FA4Y0 7« RTI2] #0501, HAHGOEN
EEOIICHET A0 EBET B,

Ml RE— e A A—VDOFEHRELTD [FAD0F « RFTT]

(A4 07« RTa] 13V% vF— F = OFMEEEL
Tmﬁfmvlﬂh-4~ﬁwﬂuwlﬁ)u%&ﬁé\ﬁ®#%)7@
R E LTEREN, BEOBDVIZT Yy v =080 559
W2y TV a VBN DR L RIB SN D LT, OGBS &
WIS 2RO T, FEERZIXEDOH LT 7 > a U BEA~O R ITHET T
WAHD, BEEEMELR & U CEBRRES CIIARERRZ OIER & 7o T D,
29 LIRS, $¢mﬁ®#%)7%ﬁﬁféﬁﬁtbf%%m5
ZENRZ, DFED mﬁ%ﬂ;hifﬁbfﬁt#k7ﬁ&—%7
svarvERIEL., ﬁ@m%h&@ﬁba 7o LNZ, AR S B
EIHL LT [ =T —2 FEnE] (1986 4F, uTF%/&—T—
Ll) L [7aves b A—=TNIERD (7T O] ) —XD
—ETHY ., Tay hRH LORAT; 7 EMEVEDR AL ST 5557
Ldhb, LnL, AMEIZIEEELZIE R ELREL TlER, i
DTN AL — « A A=V 2 TANET D 2 SITHRAT R E RS Z 8 b
TX5, Thbb, HIEELHENDHENREZ B LIZg R~
L Vv R —HEOFRILL S THTNOEDAL — « f A=V RHHX
naTng,

[(TOoTOE] ) —XL, v ovdF—>0A T4« Va—rADL
IR LTy — N H I L TR EZIRT O S DWRETH D, [T 4
yyﬁ-FﬁﬁyJMﬁ£¢&H%_\&%5%%#%/¥/#—ﬁ%
HTBBENHIECESD, 72720, @BEEERARY, ixeg s8R
WA= H B TEET 5, TOA—=VIIEH AN —T — &%k
ELTHY, Blifizig-> GEFENGHEND, ZOFHEOT 7 gy v
—UE, 1980~90 ROV v F—EML L ITREINIR D 8035 5,
FIUTMEHI L DT 72 aTHhDEW) BEIEMEZ 2D A H —-
A A=V ORBRIZHD ETHUL, 1FEAEBHEMERTDH I ENTE 20N
BIHD—E, 77 a Y OEEMIZIEWD U ORGEE 5 2 T
WZ EThD, £o, HNT—<—DXL b R2DA—=VH, Motk
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FOHEEVETHEELHY . HIROREUL>TNWD, EhHolT
I PO b E ST, AR L TRy Mo EDET
DT 7 aryBCGLIZE->THOLBNTNWDZE, ZZTIHLHTY
¥ oX—FT Ay NERWTEHEH G 55, CGl O FbHE
MOT v v X —DOHRITIZZ HD > TREEL TV 5, WBEEOFIHY —
VT, T2E AT v X—EIBVINT BERN AT LA X A T
DD TCHDELTH, BIEDT /v a L ThdI LEiFxd@
arrvay MRBHY ., FNRA A—TVOEIEMEFRIFT 5, LivL,

T[540 7« RIIL] 1ZHBEOC Yy v ZAnLBHT 5T —00
FA~ w7 ATHHL)R CGl O EZHWTEY, BEIERT 73
Voo =2 Z EIITEE A BB L DR A D, TR
Bk A A 7 1R EIL DL D IR OENG A58 5, Z Ok
B KBTI var =0t HWIFFTHIZEABEZSIK HOTIEAR
W (Lee) L, FEERZEETLE V) [BE2] LREEEOFET
3V XLEWMICH SDOIHERTH Y NS, RENRWREL 7 =X
—va DL XY LY TREREETER] R) &+ 55EN:
gL o5,

29 LIEEERHEE OB, MORAS — « 4 A=V HEIER AR
IR TWz T, BETHYIMbLZRT LD LERH05, #iTEb %
t 1980 RO ST » L THEHIERA A=V TR STV
DI TRV EDOA T NG H[7ay=7 F Al (Vy v F—-
F i, 19834) X0 [HRY A « A b—1U— /FHEFRELR] COE TN
BHERESN TS ZEIARLTWNWADL, BEEELTOY v vFxF—
DHEHEL L TOBRDBHOHEERERBIIIRA A—T L TEEL TN
ZEThD B 99-120), OFV ., V¥ v F—OHKRITIIFHEAN A
2T TiEe <, T CIEBURESMELEENTWD, HOX v/
T 7 va i, AR LGOS B2 AEICHEE T2 2 LIk
WD D, WIFELEET DT 7 a B LN, MglEgs
& LTCOMITZDORIRMEZIEN LICT 5 & 9 AfREiii 295 2 L T,
RNRANRY B I N ERTET, [TA VT - RTI ] TIEZOES
7 A A=V PRI CRis AL LI b D E D Z LR TE D,

I TEEAZ o= L EETIUE, 1980 4ER D N— RRT ¢ 254
T 5 Z OHEIL. WSRO T D Z LESR & o TR OIS A D
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HIRTHODIZTZW L, Uy v =3 2 nakTe LAEBIIZ & D Vs,
74//7/ U —I% 1980 RO PR A3 A ZHiEAT L U= 2]
HAME~DOIRIEE W) 80w Uz, V% v F—Oml 2 359
LY=L B E AU Ty REREIHETEANCT V7 BRI M L
LTHiE, 7UT7T 2BHELRICIRB S EL 012720 L, BPEBEIET L
ABTNS HMEICIRE S Y5 (Lil132-134), -8 213, (#2572
N (P yF—F i 1989 4) TITHERX ¥ 7/ ThHEFHEAIT
SRR P EASCHEANZ B O VRS Y ZEIARE) [T 27 O
VY —=ADFEARNTEFEEANE NS LD LT U7 AN E LT IR ZTe
(REBNVIRRIE) . U 7 RAZ — & L TCOHN 2T L= BIEDFE -
¥ v =L, B LWIRSST O 2 VRIS 72 U CREBIAOIC RIS L
ITNERZVSH ), X 79407« RT3 ] DV v v¥—IT
VMR . A TITEN T A, L L, —BOERETHDHY
%/#—#%C%mﬁfﬁ B, BEIILRIRGT S AR
T2, FRRZHD T — T, VX v =0 O L 9 REIZIFNY Zte
L. BHEERME ECTS -2 E LA THIICUy vy X EET
(0:26:37-0:29:46), HWEMITHDZ & 2QEITENTHEETH
E U v F—NEEI TR AT L IR D, RIS
72 ROND S B BE ZLEST, S 5ICT VX g LR T
Do

BEDOZ A ME [my¥—- ¥« 7700 ] CHELLTEY, W5
Eh, AT E I NVELTHEELNDT 7 v a U iNEROIEB ORI & 72
Do 72120, [ayF— %« 77 A F V] IZAR—Y kD% 5 | H
L. TRy TPRHATRI Vg v bns-@mticnz., 7o o4—=
fiFne 72 EOARANETOHH E 72> TS (1:13:22-1:35 :46)0 z
HILT MaydF——-¥ - 77 (1] OBIEIZHBO D~3A « 73—+ |
2 — DRSS 12251 (Keller and Ward 190) X415, Lf_i)!O’C T A
T ORI AZ v —2TERL, REET L ERBS Tl 8% D
Ho@hx 2L, RAWNEBISESIoN TR IFR<E AT
XY TS BITESE, KVEMER T T 0 o 77 L—La08)Y &
DA&TDHIET, FERORIGICOWTO X RN 255 2 &
MWTE5) (FE 191), PHETIEENHRKERFOT AY — hOEKE
720 ADEZZIN AR BV D, —), V¥ v ¥ —[X CGl T
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< BNDLEMDEEN TH D, VL R A—Y T EHENT Yy
v X —DHEROEIEMETBERIC SN WD, EENERTHEOLAT, £
L CTR—ILO L IR ZENDET I AL THY (1:48:41), [7
nYxl kA=) OFHREZEEIES (0:06:26-0:04:44),
L L, EEOF TS ZFNTWD, [Teyx=s kA —J V] TiE
HEZEDOLEY Yy v X —BR— A0 bHKIT TTHEL DL 2 I /L7
BTN (T4 7 RT3 ] TiEEET 2 5 BIZ28R BT
&, BITHEE DOV y vy X —IE 2RI, ENDIMETL,
FrR BT LTy Mol Zde (1050 @ 31), 2> TORIE
AL NEE U DT EA-T2E LTH, BRED 2RO TIE &
N EBET 57 Lo, AMETIEEBRICITE U TR Z o M X
ST, EEEHE-S>TLED, MOTEEZIENLIC L TWEEH, L
AR IR D> T\ D,

(A4 7 « RTIU] ORZRITEE Z 0 TRV ¥ v —
Db EIMHERFEREIMEE D, RO — TREDIESND [V 7~
A=A ST RN . RTD I ERR D D[ I~ A X —]
DEALDOHUTIREE A S o 7—~ A2 Z—Th v . RAKI R
L% v X —OHEREEDPGL R G IIBEIRAOEEE T b7,
AECBNT, EAALY BERDOH T —~ AL —%ZFiRT 57200
HEMTE, B 7 —%ERETHZ TR, BREMESEDL LV )
WiRE LORBICTH D, KIZIXZOKERATE Y v v F—13REE DR L
TN DWW 58 25 1= L LTHEIU T, 2RI Lo TEE W
LRI SD 5, £ LT, FRCEBSNEGTROABh-2H
CNTHTRALT D, AR TEIN TREIE W IZHIRT, Yy v
F—I N A TIZEVINT =R A & L THAED, ZOM 2 mimH R
IZEWT, WiEAT Y v hAZ V=V TERICRE-T 7 v ay - v
—VOWIRREAESID, T4 T4y R A= Rz LERT5 L9
2. ODBILEFELRDONG U — 2 OFERRTTHY | [(RF—LXx T 74
— & DA H Y, b—u =P ET TR RS ke A Z &
N, HHEOBZZE LEELT-00mE~L, L <IZHICHER L &
&, TN TN ) Bordwell[2011]37), ¥ v F—(F AT X 7 )V a4k
D HIF DD L 2o T BT DL OHIRE | BIRIZAONDIEE
DORGRE L TEBTET, [FA4Y0 7 FIIL] TH, = F7 Ly
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v NCHENFERRICA X > M EE U CRIRL, ERICHAEDDONG T —
VINREND, BRICELITETFORLEML [V /~AZ—] 225

WS D HDOTHDHN, ZDIINIHL DT K7 LYy MIIART
X7 VA NERSNIZ = OFRERZR L EEND, ZZ2I2E, I
FIEPEI ST B3 & A ORI & iR L= A X — D% H 5, 1990
FROV v v —F, BHEEECIERNT/R Y D25 5T VX VIRIC
SEBIAID . FRN I B AR A RO A 2 — L L TEDA A— VI EL
EN Yy yFd—Fzr v - 2AF N Py vF—F = 1999
) ORETIIEABESAFOT VI NLOH KA THHT Y — b dH 5
(1:34:06), TNNDIFERT, N 7y ROuififina iz LIk

FRRCT X UL b FEET D, [T V07« RIIT] OT A Mz
THETRENAEIL, ZOBBEOWEETIIRL, HOZNETOF v
U7 DRNCZITTETHY . REAMTHAHAC D ARIEL, A2 LT —
EWH KXV L ASBHOMBENE DO/ BT 4 ThD,

Bbyic

INETHmLTEZLIT, Vv v F—0% 1980 AR U C X AR
P ESMEDOEE R EOFEIT NY Ty RET U X IVA~DISERET,
BWTHIRE TV H UL EINTZFRKOHNTZOREITBITLIZE RS Z
ERTED, MOT, V¥ X =0T THALET 7o a oRrH v
NI, CALIZE-»TEEMNZDOND Z &%, BRICEH X DI ERIT
bHELTH, D7 EHELT D R 2T X N IRERITHI< 2 LT
XHZLETr yX—TBD B, FOPDLY, HIFREVNTHTHE LD D
SHEREFRBIN A A ZIZRA, THARZEWEHEHZ L bbb, XA
—IXT 7 > a VPHEIZOWT, RREE AL A X — BN HKEE
NERAED/\T r—~—, HFICEAEZES T 7 X —D =205 L T
W% (Tasker[1993]74), X BIZAT 4 — « 74 —IT XKD & FHEME
DYy X —THEH L THEIERETFH LTI 4 —<—THV >
DAR =TTz Ly ReTar 7 A (RF ) —- ki 1995
) BT AV D TABT DB, £727 A U I TIEEL E D ME & 58D
T2 p—<— DRI SN TEE S (Fore252), AfE
DN E AN 7y RIZHIGA T Py v —F, TAU I AD L X
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F X DX I IRERDIDNAT LA X A T 7o hE MG EEE ST D
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&0 RV EIRTIZ ARV DR E N D D,
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Call for Submissions (Auxiliary Explanation in English)

The Japan Society for Cinema Studies welcomes English 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
July 1. Please consult MLA Handbook, 8th edition (2016). The Word prescribed
form is 32 letters X 33 lines on one side of “A4” or “8 1/2X11” paper. Use
parenthetical references with endnotes and a list of Works Cited. The length of
articles should be less than 10,000 words, including stills, charts and the like
(each counted as 50 words). In addition to the MLA rules, manuscripts must
include an abstract of approximately 200 words and approximately 5 key words

or terms. The running time of the film discussed by the text must be also shown.

Submissions will be sent to the following e-mail address by July 1:

japansocietyforcinemastudies< atmark >yahoo.co.jp (use @ instead of < atmark >).

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. Authors will be notified of the Board’s decisions
around the beginning of September. After an essay is accepted for publication,

we will ask for a final draft file.

* B OBRBEHRER L OEBREIC OV TE, B ABREZSARY A b
(https:/japansociety-cinemastudies.org/) % Z&< 72\,
Please see our website for updated submission guidelines:

https:/japansociety-cinemastudies.org/
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