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* (we may most properly ask if the technical revolution created by the sound track was in any sense an aesthetic
revolution. In other words, did the years from 1928 to 1930 actually witness the birth of a new cinema? Certainly,
as regards editing, history does not actually show as wide a breach as might be expected between the silent and
the sound film. On the contrary there is discernible evidence of a close relationship between certain directors of
1925 and 1935 and especially of the 1940's through the 1950's. Compare for example Erich von Stroheim and
Jean Renoir or Orson Welles, or again Carl Theodore Dreyer and Robert Bresson. These more or less clear-cut
affinities demonstrate first of all that the gap separating the 1920's and the 1930's can be bridged, and secondly
that certain cinematic values actually carry over from the silent to the sound film and, above all, that it is less a
matter of setting silence over against sound than of contrasting certain families of styles, certain basically
different concepts of cinematographic expression.)(3% if* & /f & $£ B » 5 P2 H-fengljis s ﬁvfjfaie‘«_ PRAELRTE
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> (Greed, like Dreyer's Jeanne d'Arc, is already virtually a talking film.) (WC1 28)
® (If the art of cinema consists in everything that plastics and montage can add to a given reality, the silent film
was an art on its own. Sound could only play at best a subordinate and supplementary role: a counterpoint to the
visual image.) (WCL1 26)
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8 (This had always been possible on exteriors, and given a measure of skill, even in the studios. Anyone could
do it who really wanted to. So that it is less a question basically of a technical problem.(...) In short, with
panchromatic stock in common use, with an understanding of the potentials of the microphone, and with the
crane as standard studio equipment, one can really say that since 1930 all the technical requirements for the art
of cinema have been available.) (WC1 30)
% (Since the determining technical factors were practically eliminated, we must look elsewhere for the signs and
principles of the evolution of film language, that is to say by challenging the subject matter and as a consequence
the styles necessary for its expression.) (WC1 30)

4



Ry 7B EE S Y TR o BB B E A e R T - AR
BAGHIIF RELRH R  Roame B0 18 = EEREIEVA —IH LR - Alae e " ¥
EER&E ) - EEYIERGES T E MRS R ) B T st AEDAEES - DUEESE
B A ZHPMEmEVIMERZR © SRR AT A SR E i 2RI A E R YA 52 (2
Sffrx 7)) - A SERERERITT - NBERERIELZIMISRE - R
MR T Edn B EERIRETT « IR Ems g iR F haiy 48 BRI & i 1 & SO SR E
PEREVEYICNE it &5 - B8 AR HYMF B A A LA S R RS 1 3 A (40
i ERER) o BB DUBVRE STRIR o St B ¥ EE 240 > T8 —(8 " 4URELIEE S aE S PTiese
HVRFSR IR | o (RS I B BRI A Bl S (B VST - A IR AEERS
T MBSV EE S MR RS -

\\\Xr
NN
At
AN

\

o
SHH
%
av
ot

W AT RET CF;

EEiRMTERIEEE SR A RN VB E S B HiFEBREEX
REEEAELLFE - B TR (formalism)gi "4 ™ | (realism)ifHd - &
JE A NEBHIELES - DR S E Ry EAS SRR 2 IR S - HRVZE ISR B SR > B
NEAETI S - EARTAZERAY - HEER A ES - E—EREEN R EE
a0 PIEDZ BIHVESEL » E{Ran T O DAL Bl S Re P B VA TERY RIS - 2
B NRIVEERLIEZRES RFA] > B o

Ap -4 203 -4 e OQ&EZFHT XL 574 A H2hife - RIFA G
fi(image) » ¥ - /=i dn & 2 (reality) o (... )PededE kg > TR 4p o
WL R AE L i g EFFEAH - 2P o AN AR
IV UL AT A - SR B and A ¥ - g PR 0 A
EREU RS AR RO LA R R ST SR
B arfifeR #2450 AR g REBL P EL NI ABR
X AR RIS RE R R o Y

VRSSO S R T o BIZE B realism —5E B/ IURER® - S5 fEEIEGEN THE
FF o ERENTZIER "L ARERR - (IEE RS HEERTT - £ P E LR 2= ME R4
B o TR DR E R B G IR AE Y T ERE E 5 (realism) | FIAIERIFAVH EIRE EREY - 5
SRR TR AR E TR T A R R E L) BRI E A S R | AR
BREIEEANRE 5 OINERGFEIRE £ - SChHy realism BP A F 217 - BHvHEIUME - B8
SRR R SR UEAVAC SR ME o Bt BART = realism JEUE > BGERAE  MAREREEE -
(1 will distinguish, in the cinema between 1920 and 1940, between two broad and opposing trends; those
directors who put their faith in the image and those who put their faith in reality. (...)By "image" | here mean,
very broadly speaking, everything that the representation on the screen adds to the object there represented. This
is a complex inheritance but it can be reduced essentially to two categories: those that relate to the plastics of the
image and those that relate to the resources of montage, which, after all, is simply the ordering of images in time.
Under the heading "plastics” must be included the style of the sets, of the make-up and, up to a point, even of the
performance, to which we naturally add the lighting and, finally, the framing of the shot which gives us its
composition.) (WC124)
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o B2 H Al - S o) (we have the statement of Malraux in his Psychologie du cinema that it was
montage that gave birth to film as an art, setting it apart from mere animated photography, in short, creating a
language.) (WC124)

Y 2 H WC124-25 -
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(Whatever these may be, one can say that they share that trait in common which constitutes the very definition of
montage, hamely, the creation of a sense or meaning not objectively contained in the images themselves but
derived exclusively from their juxtaposition. The well-known experiment of Kuleshov with the shot of
Mozhukhin in which a smile was seen to change its significance according to the image that preceded it, sums up

perfectly the properties of montage.) (WC1 25) JS/2 5T RE MHY =402 G E 5 - £ — (8 APy EE:
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Wher) B3 gl At enb ¥ P frd i HS P B g - B9 Bk TEFSTERE | - 3
BT HF G AN GL P o8 EEd PEE R o TR R E @ - (Thus between the scenario properly
so-called, the ultimate object of the recital, and the image pure and simple, there is a relay station, a sort of
aesthetic "transformer.” The meaning is not in the image, it is in the shadow of the image projected by montage
onto the field of consciousness of the spectator.) (WC1 25-26)

2 REE1L-

2 (the German school did every kind of violence to the plastics of the image by way of sets and lighting.) (WC1
26)
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BRI S A VA SR IR R R - AR P A BRI E R IORIFER > JE

% 2:f4 : Deleuze, G. (1986). Cinema 1: The Movement-Image. London: The Athlone. p. 52.
% (at the very heart of the silent film, a cinematographic art the very opposite of that which has been identified
as "cinéma par excellence," a language the semantic and syntactical unit of which is in no sense the shot; in
which the image is evaluated not according to what it adds to reality but what' it reveals of it.) (WC1 28)
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FHRYIIIEES Ry 5] ff ZAB00E 0] DL 5 fl RIS R 5 (L B AR el F R 850
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Z/VEEEEEE Y B BBAT T EE | 6 ERoNRREIES Hithad st
AUEAEFREE AR SRR RN R e S E MR O E A BB E B -
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ECN SR
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%(Thus far we have put forward the view that expressionism of montage and image constitute the essence of
cinema. And it is precisely on this generally accepted notion that directors from silent days, such as Erich von
Stroheim, F. W. Murnau, and Robert Flaherty, have by implication cast a doubt. In their films, montage plays no
part, unless it be the negative one of inevitable elimination where reality superabounds.) (WC1 26-27)

T (The camera cannot see everything at once but it makes sure not to lose any part of what it chooses to see.
What matters to Flaherty, confronted with Nanook hunting the seal, is the relation between Nanook and the
animal; the actual length of the waiting period. Montage could suggest the time involved.Flaherty however
confines himself to showing the actual waiting period; the length of the hunt is the very substance of the image,
its true object. Thus in the film this episode requires one set up.) (WC1 27)
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Az (%% ) (Port of Shadows, 1938) ¢ ( p ) (The day rises, 1939) £ p
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LHAAP L IREARE MR BT 2L sl T 2 BBE
oM E BRI T R B4 > FREH bt o A )
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580 AR 2 (A 7Tk ) (Broken Blossoms, 1919) 413 - F1 4 0 (L
&7 %) (Intolerance, 1916) ¢ » # 2 3E#7c ‘ohi* 1 PIEOF LML o (5 kK
PR CATEFEIER AR ORY > GF 3 2 2 TGN L
SIEARDUAE « e R MR R 27 2 0§ W GE 7 AR ok
S lﬁ'ﬁ&*lé FEJPRERILER DS 2 F B > @ 4% kqxpes B A A i‘ffﬁ
oo B BB The Flet o — 4 2 M 2Ll R SRR R B K A 4
PASE - o HEEA - B A KBS T BEF RS BER o2

° ( From 1930 to 1940 there seems to have grown up in the world, originating largely in the United States, a
common form of cinematic language. It was the triumph in Hollywood, during that time, of five or six major
kinds of film that gave it its overwhelming superiority: (1) American comedy (Mr. Smith Goes to Washingtan,
1936) ; (2) The burlesque film (The Marx Brothers); (3) The dance and vaudeville film (Fred Astaire and Ginger
Rogers and the Ziegfield Follies); (4) The crime and gangster film (Scarface, | Am a Fugitive from a Chain
Gang, The Informer); (5) Psychological ; and social dramas (Back Street, Jezebel); (6) Horror or fantasy films
(Dr. Jekyll and Mr. Hyde, The Invisible Man, Frankenstein); (7) The western (Stagecoach, 1939). During that
time the French cinema undoubtedly ranked next. Its superiority was gradually manifested by way of a trend
towards what might be roughly called stark somber realism, or poetic realism.) (WC1 28-29)

® (American and French production sufficiently clearly indicate that the sound film, prior to World War 11, had
reached a well-balanced stage of maturity. First as to content. Major varieties with clearly defined rules capable
of pleasing a worldwide public, as well as a cultured elite, provided it was not inherently hostile to the cinema.
Secondly as to form: well-defined styles of photography and editing perfectly adapted to their subject matter; a
complete harmony of image and sound. ) (WC1 29)

1 (Thus by 1938 or 1939 the talking film, particularly in France and in the United States, had reached a level of
classical perfection as a result, on the one hand, of the maturing of different kinds of drama developed in part
over the past ten years and in part inherited from the silent film, and, on the other, of the stabilization of
technical progress.) (WC1 29)
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%2 (in our estimate of the respective values of Quai des Brumes or of Le Jour se Iéve his editing remains on the
level of the reality he is analyzing. There is only one proper way of looking at it. That is why we are witnessing
the almost complete disappearance of optical effects such as superimpositions, and even, especially in the United
States, of the close-up, the too violent impact of which would make the audience conscious of the cutting. In the
typical American comedy the director returns as often as he can to a shot of the characters from the knees up,
which is said to be best suited to catch the spontaneous attention of the viewer —the natural point of balance of
his mental adjustment. Actually this use of montage originated with the silent movies. This is more or less the
part it plays in Griffith’s films, for example in Broken Blossoms, because with Intolerance he had already
introduced that synthetic concept of montage which the Soviet cinema was to carry to its ultimate conclusion and
which is to be found again, although less exclusively, at the end of the silent era. It is understandable, as a matter
of fact, that the sound image, far less flexible than the visual image, would carry montage in the direction of
realism, increasingly eliminating both plastic expressionism and the symbolic relation between images. Thus
around 1938 films were edited, almost without exception, according to the same principle. The story was
unfolded in a series of set-ups humbering as a rule about 600. The characteristic procedure was by
shot-reverse-shot, that is to say, in a dialogue scene, the camera followed the order of the text, alternating the
character shown with each speech.) (WC1 32-33) 524} » i1 realism 5V JE T 408 | » MEFEARES]
B BRNROL TR BIE = 2R 10
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with eyes in his head, it is quite evident that the one-shot sequences used by Welles in The Magnificent
Ambersons are in no sense the purely passive recording of an action shot within the same framing. On the
contrary, his refusal to break up the action, to analyze the dramatic field in time, is a positive action the results of
which are far superior to anything that could be achieved by the classical "cut. ") (WC1 34)
* @ ke
P (rz e f;’iffﬂi&{wmﬁ WOEEBE - A -4 -OFf T-HESEHEABEY > PRI %K
WP T2 PEFRFAFPGRERE > R I PRI FOPN o -4 - Qg F LT
pehy 50 o DR B o B Dp DEFRHFIHR oA DE e g s S F D0 L assg
MBS RS P e B2 o BN R EREPJER CREF R 2 R HRFE S £
FEFEPFE > ¢ SRR EE S - AR RS > XD E - B o ok 2 R b
B B ek S 7&—5; Clrymy " Fe ARG IRBRDETER(I 2T RN iBR B f @i
LA ) o fer A ehipM s A F P S BF R OL R - &% TEIEI PR DESE B
TR EE - k3 48R o ) (All you need to do is compare two frames shot in depth, one from 1910, the
other from a film by Wyler or Welles, to understand just by looking at the image, even apart from the context of
the film, how different their functions are. The framing in the 1910 film is intended, to all intents and purposes,
as a substitute for the missing fourth wall of the theatrical stage, or at least in exterior shots, for the best vantage
point to view the action, whereas in the second case the setting, the lighting, and the camera angles give an
entirely different reading. Between them, director and cameraman have converted the screen into a dramatic
checkerboard, planned down to the last detail. The clearest if not the most original examples of this are to be
found in The Little Foxes where the mise-en-scéne takes on the severity of a working drawing. (Welles' pictures
are more difficult to analyze because of his baroque excesses.) Objects and characters are related in such a
fashion that it is impossible for the spectator to miss the significance of the scene. To get the same results by way
of montage would have necessitated a detailed succession of shots.) (WC1 34-35) &Y (/IMIVE) 55455
B —REERAER A - SHEHAVS B G AYIRVENE - B AYIES) - SRIHIRAN o SRR T BT A
WCEEAEATHERE - JIRRCE - B 22 N ERTTHE - B HRSEAC iC—R— w7 BRI -
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FEANHIRE ERAVEEMBERIE | —OFMRVER R T RITKERF
PRETEH > LA E R BEHY R > | BT FEEEERR R BT ER BT
s e s [nlER I A HAMER IR - PL | & ’%%1b}%lEﬁiTﬁﬁ%EEB@%iﬂi° A
e B R B ZE e — - AlESE - TR
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HE AT BRpad R 2 e &“},@ﬁv%i%ﬁﬁf@i}@j% o g pLw i EM RS -4 e QOF-
LIQEAPRF > FrER PR EILT L 7 FFL » R %Eﬁ'ﬁlﬁiﬁﬁ‘ﬁﬁ 2 BHE LD
GRS S LR A N R h ﬁﬁ*“%%fﬁ& Fiko 254 LLER
g7 m ik BAAFEIRIA N ARG g £ f2 ?2)( 1 am quite aware that one can justifiably
argue that the originality of the postwar cinema as compared with that of 1938 derives from the growth of certain
national schools, in particular the dazzling display of the Italian cinema and of a native English cinema freed
from the influence of Hollywood. From this one might conclude that the really important phenomenon of the
years 1940 —1950 is the introduction of new blood, of hitherto unexplored themes. That is to say, the real
revolution took place more on the level of subject matter than of style. Is not neorealism primarily a kind of
humanism and only secondarily a style of film-making? Then as to the style itself, is it not essentially a form of
self-effacement before reality’>)(WC1 29)

TApr - BRgHmh AR LA niERR e (- e - 2)5 LAT R Rk BATEY

B 2 FlE G HgniE o @ o 4 A PRP ~ &AL L eh- IR iF 5 o )(If we have dwelt at some length on
Orson Welles it is because the date of his appearance in the filmic firmament (1941) marks more or less the
beginning of a new period and also because his case is the most spectacular and, by virtue of his very excesses,
the most significant.)( WC1 37)

C((ARR) B 2c i@ v AT EEEF RE LA R A SR ’L‘_fﬂféﬁﬁz Foe g@F R
FRITPLSDT Lo GFHY 1 AR 2 AT R - BHA S FIT R KRR Fot o )(Yet
Citizen Kane is part of a general movement, of a vast stirring of the geological bed of cinema, confirming that
everywhere up to a point there had been a revolution in the language of the screen. I could show the same to be
true, although by different methods, of the Italian cinema.)(WCL1 37)
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TEAJIFTRE LREUART L APTRNAE > LA T BRI A RAK L AR >
Py PRk o R EHOTH  GERREE > RATRFLAALAERTHTFIRT Y L AP
Fﬁ@ﬁw( ...... BFLAGRT ENFREIA D B4 R e TR RER Y

3% 4% $142% + - )( ltalian neorealism contrasts with previous forms of film realism in its stripping away of all
expressmnlsm and in particular in the total absence of the effects of montage. As in the films of Welles and in
spite of conflicts of style, neorealism tends to give back to the cinema a sense of the ambiguity of reality.
(...)The means used by Rossellini and de Sica are less spectacular but they are no less determined to do away
With montage and to transfer to the screen the continuum of reality.) (WC1 37-38)

PR EFRERARGSE  § ETHED ‘i“ﬁff‘iﬁv TEPDLZMAKFEL 2 G427 > -
1t=z2-"#=z+ ﬁ’%\mwﬁi"a‘%—é (dp 2 F 4p EFHHEORTLIE > ERTHREZF- X2 0B
B b EE R 2 Y A A PR 0 ke % B E ik e ﬁ 2530 S BB
BT TR A AL ENERF AT FEIG Y o ERE R SeE fe 453%— o kIR AR
ﬁiﬁﬁﬁ%’Lﬁﬁ##g?ﬁﬁiim%m@w’@QUH&E%&&\@&kﬁ’Hfgmﬁﬁ
FEREE " HERIREF T -+ o)(What it turned its back on was metaphor and symbol in exchange
for the illusion of objective presentation. The expressionism of montage has virtually disappeared but the relative
realism of the kind of cutting that flourished around 1937 implied a congenital limitation which escaped us so
long as it was perfectly suited to its subject matter. Thus American comedy reached its peak within the
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i [EETEEIZAIN S > ANMEH R B EEAE i o B (SR (R
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framework of a form of editing in which the realism of the time played no part. Dependent on logic for its effects,
like vaudeville and plays on words, entirely conventional in its moral and sociological content, American
comedy had everything to gain, in strict line-by-line progression, from the rhythmic resources of classical
editing.)(WC1 39)
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mEE HEEZF R EY - = ))(We would like to consider an aspect of this new type of story, as it appears in

a quite dlfferent area. If we go to the forms which for a long time challenged fiction, we see that the cinema of
reality sometimes claimed objectively to show us real settings, situations and characters, and sometimes claimed
subjectively to show the ways of seeing of these characters themselves, the way in which they themselves saw
their situation, their setting, their problems. In short, there was the documentary or ethnographic pole, and the
investigation or reportage pole. These two poles inspired masterpieces and in any case intermingled
(Flaherty on one hand, and on the other Grierson and Leacock).) (C2 147)
" (The model of truth thus finds its full expression, not in the sensory-motor connection, but in the ‘adequation’
of the subject and the object. We must, however, specify what the subject and the object are in the conditions of
the cinema. According to convention, what the camera 'sees' is called objective, and what the character sees is
called subjective. Such a convention has a place only in the cinema, not in the theatre. Now it is essential that the
camera sees the character himself: it is one and the same character who sometimes sees and sometimes is seen.
But it is also the same camera which gives us the character seen and what the character sees. We may, then,
consider the story as the development of two kinds of images, objective and subjective, their complex relation
which can go as far as antagonism, but which ought to find resolution in an identity of the type Ego = Ego;
identity of the character seen and who sees, but equally well identity of the camera/film-maker who sees the
character and is what the character sees.) (C2 147-148)

18



IRFEPERR 2 (TR R AU S TERR Y A 7 15 LB A 0 RO Y R R - SR ¥
MEZIMEIRE WA F e 2P H B - S e AR THE
DURARE—TEAEE T H ) BFE - BT S EAEG SR ERGE R RER
"EEES ER - gty T EEEE RN HERHREREIPYE - BEiRE
KEREE EHSHEHSRE - (RE AR AE=AIE — MR ERAEL - BAIHEE
S EHRERNTERALY - BAmELThR -

A > LIS g2z I B AR EF DBV EREE = 0 - 1A BN aEE
FREAA THII RIS - SEAMHIZR B DL R AT SRR E I HY B EERIR R - B
HEGHEE - n] BRAELC A EEHsR B ERE IR E > AR GA e FEirs
i - BE(SIREE SR AE Z SRS A5REH - e 2D =(EHTERY] » A2 EE
B O E A FIHIERSE -

EEREEEEET T FE ) VAES  (REFE S EEEETHEA R - &
FHH T AEEERE " AR VESeEmR - ARBNERSE S T O TE
WLE > Hm AU AR T A > DI AR SRR — TR, - B HESR
BOEE - BHEA > B RS I A T Sy T AR I H
> EENEFEEELmEME e R A B IR R - ez = A
gEs bR - EAREEE R AT T EEEG ) BT YR AR - ATLER
BEH Db, EEE A WY MR ETHEREEEY > HEEERHS
b~ Bwal ~ Eor s ke ~ P BFIGRT S - BEAEEATE AL - 2
A LA AR S A0 BR D 235 B EL P AV BT PR 2 2R - RS S ] -
BB 2 - P& N EESE ] o AR SRR - A AR R R

=gz A
S

19



e 55
WCL1 : What Is Cinema ?volumel
C2 : Cinema 2 - The Time-Image

SER
(—)FGEER

TREE - BTG (1997) - BREEHRSE (5FE  Robert Lapsley ~ Michael
Westlake) - Z 4617« &% o (RE RS © 1988)

it (EE) (1999) - FAIRIRAIE R - A B BIMEELH Bk ({5 : Thomas Schatz) -
2IET ¢ B o (FE AR © 1981)

FZERR - BHEEER) (2005) - &2 (J{EE  David Jary ~ (Julia Jary) - ZJLTHT * 3
FEIE R -

FEENTEE(1995) - BRER(E ? (RIEH © André Bazin) » &6 © ER Rkt -

PR (%) (1986) - BLHA - EUEEHTERRF(RIEL © André Bazin) - JE5T: I EE R HARH: - (H
FHRRAE ¢ 1972 5 JEERARHARAT © 1978)

(%) (2003) - R 1 - HEEH— &4 (FIF# * Gilles Deleuze) - ZdEr7 @ & - (I
FHIRRAE ¢ 1983)

w7 () (2003) - BBR 2 - B — 8 (RFEH : Gilles Deleuze) - 2407 © &7 - (R
FHHRAE ¢ 1985)

()]

[R50 (2010) - FEENZZANER RS Zasl ¢ EERZ BT EE 7 EIHVAHRHRE - BTN - 43
114-122 - ZpgTH © 1L ZFEEITAREE -

B S (2011) « {EENZAAVEERS 2l © BB T HHVREELAR - BIRAEMSRE » 21
105-136 - =1L+ ZJLHILSE0EE -

P S0 (2014) - FRIREABRZEME: © FETEELTEE)ZL - BlrERs > 57
128-136 - ZFEm © BT EEIETARE -

B 5 (2015) - C1 B C2 fy5THE BAH © ) 2X B fnts A% - SfioEiRG - 62 - 150-158 - ZFy
i B I E R EiTAEE -

(EVNCEEE
Bazin, A. & Truffaut, F. (1992). Orson Welles: A Critical View. Gardena: Scb
Distributors.

20



Bazin, A. (2004). What Is Cinema? (Hugh Gray, Trans.). Berkeley, Los Angeles, and
London : Univ of California.

Bordwell, D., &Thompson, K. (2010). Film History: An Introduction. New York:
McGraw-Hill Education.

Bordwell, D., Thompson, K., & Smith, J. (2016). Film Art: An Introduction. New
York: McGraw-Hill Education.

Deleuze, G. (1986). Cinema 1: The Movement-Image (H. Tomlinson & B. Habberjam,
Trans.). London: The Athlone.

Deleuze, G. (1989). Cinema 2 - The Time-Image (H. Tomlinson & R. Galeta, Trans.).

London: The Athlone.

Lapsley, R., & Westlake, M. (2006). Film Theory: An Introduction. Manchester:
Manchester Univ.

Metz, C. (1974). Film Language: A Semiotics of the Cinema. (Michael Taylor, Trans.).
New York: Oxford Univ.

21



