BREIDA LY F T 4T

—ENA ) - T ANV AR —

rh g1 Takeshi NAKA]JI

Alternative Cinema: Introduction to a Study of Mobile Film

1. MERDEA

19484, 77 Y AOMEME L2 J
v - 79 %] (LEeran Francais) #144%
LT LS oL - 7 x T =T EE |
(Naissance d'une nouvelle avant-garde : la
caméra-stylo) & EENFmXABEEIN L,
PEER L, WO B T EF RO T L 7 v
v - 7A MY 2y 27 (Alexandre Astruc)
—7 Y FL - 3% (André Bazin) & &b
. 77 Y ADRX =Tz - 77 =7 O/RE
M eiEa s E BT AN E LCTEnd % W
LIZECHATY D, TAM) 2y 70, &
DIHAT=NHEE] WIZBWT, Vx>
V7 7 =) (Jean Renoir) ®F—V ¥ vz
VA (Orson Welles), U X—)L - 7L v ¥
(Robert Bresson) 7 & O HH % 561E M IZ
Lz 256, B X 71 TR MRFEL LT
EFE L. AEMR/NLo X912, EfiRo By
FIRRL, EfEICRHT 22 TE =20

e LTHBRY %,

bz, TOWEOHFREZ 7 2T =
FHEEORHR LR, [] BEE, BHIC
REZDLD, f A=TD72ODA X =,
Yk oo L H 0 T BARMY 2 SR A 5 WA 12
e, FE»NCFEEL RIS TR
BRI )Fa—VOFEELRLESLD Y

FANY) 2y 712k > T, BLEIE, K
a~xFr—)LeL T, KXYy 7R
> TRDO Y. 2 AR % BE 7
TINVIZEPN, BHENLLD0TH 2,
CoLHI MENERE [27 ) F 2 —
V| (écriture) & LTz 2 8HIZ. 20
FEFLLTo [MER] (Auteur) OME%
ML ZEAL, Yy r=1)av s
(Jean-Luc Godard) 79 >»vV7 - bV 2
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7 4+ — (Francois Truffaut). = v 27 - o
A — ) (Eric Rohmer).
I (Jacques Rivette) 7z &', WLmMEsE [ A

TXxv g oYy

v A~] (Cahiers du cinéma) O
MEFRZ L L7z [1ERBUR] (La Politique
des Auteurs) O IZH L TWwolze £ L
T, BIZESD, YA~ bT T 7809 EEHO
B CraHWT, X—=J - Ty —7
DOWBEER E 2D, WEA A Z 2L T, £0
BEOA A -T2 ZN TR U TH SR
LTwo/zZ &id, BEEIZBWTIZIA CH S
NTWVLHETDH 5,

EZAT, TAMN) 2y 7O [ AT =T4
F] BIZOWT, AT TR EsErs, &
DEMB 2 RIEDFMGEZEHZEL THDLLDH
X T OWMEOWIM 2 EHD 7201213, =il
ROBMEEL 7 ) Fa— )b LTRSS LHMLHE
HATH, LT NS RTTEEEE LCHERE
FTEUENHLZ——DF) ., I XA TO/RELE
b, BEffifb. 2 ORISR X 2 e
FKHOHF 2 A5 A VHRD LD FHirryIc
. 16mm=8mmD 7 4 VA - B A TR 4
T A AT HHIETT— Lo [8=35]
WO EHRZOBE LTHEFLNL, Rk
D BRI A 74 7 SISRIER R FI I 2 4T 5 720
. TV T TE - AT (DV R
7) OWBUEP RSB WES S o BUfE, WL
A X =T DT7TY 5 VAL, BRSO R/ER
ZHR. TORMBERNGT 7 A O ERSE
BDH T HE WLE OAFAE R B G fF—— AR %
JEBR, W, B, €L CBIR L Vo iR
— XTI TANNVIIHEEIRITCNDE, EE I
BUIFALATTIN - A A=

I -7 -

F— )R A —)L|Z

128

DFEHIZ, X—Y 2 - 77— 7 OMEERA
Wit ) Fa—Va gL, BEYER L
BIZHEk L3 o 2 RBO T EwmEBEA L2
CEERRLTWD L) IS,

L0 biF. DV I X T O REN S &K
FRICHIEH L TV ABMEERIE, 7 v /NA - F
70 A% 3 (Abbas Kiarostami) TH 5 9o
7z& z21F, T1055]  (Ten, 2002) X, —HOH
BHED S v 2 2 R— FIEZ SN ZHEDODV
B AT & o THBNWIZHGE S N7ERE L B)
FEDA A=V DORIZL > THREMER SN TW»
L0, TOHBHEOEE) L ERL gy ok
fey HAZe T 7 A b OMRBIZ L B R O EFE T
RBlEIAELC. MEORINZOH OFERS
Moo RED D VIIANA L) BBHER DT
AL o THBIRY - B ICFIR & 2 WL
) Fa—Vik, HHE2IZDVAXTDH
HCHEBEAI 2 W EhE & BB, B [E
Y1) 7 4 ] (mobility) IZHESATWS, £5
2y SOfEMBIENC, F7a A% 3%, A
W< ¥ (Bad Ma-ra Khahad Bord 1999)
EVIOTEMEREL, ZOLH,T [HEHE]
(automobile) & [#477E55 | (mobile phone)
TR E LCY B, BloEE) 74 %
FMALTTCWE, TTTEHLZVWDOIX, F7
WERE HBHEOEIT L Vo 2l
WA EB OB TR EE L TERAL TWwa 2
ETHDo TNAN - AT 4T ELTOEENE
HEHBEE X7 7 L L COBE & O,
[ABCT7T7YU#] (ABC Africa 2001) LA
M. DVAIRATIZEoTHMARELY) 71 2 J#
BIHIEIRDFTORAY IN, HHESY
WL 7N 4 2 & L T2 DRG AN AL A

O A% 3D
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ANT W72 Z IR ICERENY, B4R
FTIESFELTCL2EIALZ o2 DH
LZuid, HAMBEOEL ) 7 1128 > Tidd
PR RS DIZo7-000 Litk\v,

EC. HfE, ®EEEET 7/ u Y — EHIEE
T AV =DREIZL ST, TR
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F 2= VDX ITRBITE B &) Bl ERE:
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BHUWENL 22T r—5 4 - 7 2T
B, BEHEZOH 2R AY A VDHEDIZ
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AR, BLES bR O L ) ICE AR R
ARELDODHLDIZH D D

ZZICiE. fEROBLIEFZETIEIRZ SN
T=FA - ARATGRTTVIN A XA =T W

2. REKADEE
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MIHATERSE & KRR AL F SR, £ L CHl
RSN [N 7P Al v R 13 R e O S G2
WZOWTHEHIIZERE L. 77— 4 1 L) 1fTk
WA X o T S5 FHE % i X I A
FT7OOFED» ) ZIIRL ThIzv, UTT
E, ENA) - T4 VLAORBRNAY A V%
ZANOBEERIKR L oo E ML (BT
) | ORI R A BRI & S
SR EITE A S A L) 2T (B=%F), F)
W AR EwR s Z AR L (5
B), EREMOREERL TN BBRAE),
WRELTORICHBEL 2 2 Oid, WL I
Lo THEEMZ LN HMERE, FEOTED
HiEr%6d, Kl HETORENEEL
THIK SN DI A T4 7 LD AAH OHLH Y
WMoEIcZ ) L HF53528THL,

T A T A &l LB EHIE IS ) ALA TR S
MLEIER DR G FERK A BLE L O 2 AL E D
JoEw)EERZRE LD 72w, TOEA D
Yav MREVY =V ad [EEf 2-V] %
[ A A= ] o [5EE] & LTHRIZLTw
LHEDD 35mm7 4 VA THES L D A
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DVARATTHONL I, TLTENAN -
ATAT TWMONE ) DY, Z OFE L BLmE AL
DMEDTHHRVWEEZ LN, LIzho
T, Hed (@] Tz, (B &L
L S N B EmDS, KOG RE 2 %o
ENAN - TANKEZBT LTSIV - A
A-—VOHBEENBREHETSICH o
T, HELBEAERO—NIE,
WV - 74 b» v (Jean-Charles Fitoussi)
THbo 74 by Ui,
Abta—7¢%=x) 2141 (Jean-Marie
Straub et Daniele Huillet) OBIEE %72
DL, AU —T =24 LOBEIRZICET
etk [ [0 7 | ] Hoehltal  (Sicilial S
gira, 2001) #%3EE. O, 20024 1213 Fifi
1 [DHFAEL 2 wH 4] (Les Jours ou
Je nexiste pas) *%B T H. COFERDI =
TV R R FRTIUE, 74 by Y5, K
B EIRPOBEERA O —7 =214 L5,
A A=V oMY & Edie, Z L THE R LW
9 WL O J5 Pl——H0K: 70 5 RAT R ORI, 220
OHEREER . HEMNZ2 b O L TN b oDk
ER BB — %A L, Wi T L — 3 v

Ty r=vx

Vyv=wy—-

TEBMERN AT T = ol ) Fa—
NOFHZEABF LI L2 HIETH I LD TE
5o € LT, EEtAFEFLMLT S [T EM]

(Le Dieu Saturne, 2004) = [FAIZIEA T
] (Je ne suis pas morte, 2008) 2B W
Ty ZO7 7 Y ADFECBEER O CAIE, B
B AN 72 E ORBEREAY A 8 A )b & ffEAL
THICE->TVD,

C OB EE OB MG 2D T A vy
AL 20069F 2, e — 4 A - h AT THEE
LZZENA N - TAVLA [B=<EDDDK
] (Nocturnes pour le roi de Rome) % il
ELZZZ L REH S REHRETH o720 2O
PER T, it 225720 3 B REEE Ofv r —
A - HATIZL DAY A A=V 2L
Ty BEMRO - OEFEFITAR) L
ENDHEEBIZ, =X EDZDIZADD /7
y—aAMEL &9 LT BEBVTAEIER,
BOCHEDOEFM O, BB L ZHFOTEZR
ENS, B S HANE R R & D0 b BRI
PR S NT2F T 7 4 7 D 7% THRIGHIZ IR
RO

Bl [u—~Fo7-ooiEii)

CITTA4 Ny UARATVWLDIE, HE
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FEDGFEMA A =T Tldn L EKIFEED 7 —
A - AATTLPERT LI ENTER0A
A—=TENAKOYF -V, JLE. KT, &
MiEAELC, BEIZF VS F 74 7R T
ANHBATLZEIZEPRORV, Z2— -
AFATHHBROLT - </ %4 v F (Lev
Manovich) (&, DV # % 5 THIME & 7z e
fEmDY 7Y XL% [DVYTYAXL] (DV
Realism) &IFATWS DY, Zhizxr LT,
0=~ E07=d0R ] ORI # G
DENAEERH R A X =Tk, [r—=5 4807
DAL] ETHRRETFRA LWRLTFTIZAR
DEERESNTVD, 20 7Y AL, Wi
WTIEH 505 R/IANR BIRFENE) &
OWENBEHE L V) KDL LA, ZoEH
AARHEEICT B L) 4 [HERE] "1c k- Tl
RENTHBY., TORFENIA XA —T DMK
WCBWTHEM BTSN
L) LR TwD, ThiE, [EE]
(fantomes) & [4%J42] (phantasmes) DX
MABERIC R D L) BART Mv=AXRT &7
VERIR L, ThETHERE LT TIT14 7%
AT - AEE R 2725 T ST b,
=AY 7)) ALK AWEKT )

Fa—VOEW=4Fv 7 AOMEH R E
EHZ R, PR LIRS o 2B = YRR ORGR
DOHERN 2% LR OFRRIE, BEEIZ X - TH
EENTREROV AT LEMEL. BEOA
A — T ORRR AN 72 A dE A & BT
b EREHRL TS, HEHESRIRILL ., B
BB SN =5 A1) 7)) Anx, &
ARPERC H G T 0B & R 7B RCIR 0
HOEGEROBLE 7 A T L 1E - 724 TR
A2 L WL A T 7 ORI H G &
LTwWa L)l bns,

EBIE, F=FADEL) T4 I2L o THlE
o RIFER e . BIELAG 72 S o 18
RIEZ b BRI B E S LY WL & oo i
FEPET s EIlHFTG LD, 74 by
iE, TofFEMOER EIZ, BNV - T 4V
2 [FREOEM]  (Bienvenue dans [éternité,
2006) ZAHEAYICHIEST 5 & & b1T, ENA
Voo AT TR PIZE ) o 2l [HAR
DOWe]  (Temps japonais, 2008) % £l 0 FIFT
Who T Tk ANAXATIZEDY)TY) XL
FELT, F¥axrvy)—t747var%
RiG SR I ROREEOER AT v £ —
BUZRRA LN TV A,

B3 [k D]
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T L, TEREOARNEEZZ WK
(Mysterious Object at Noon, 2000) % [7
VA7) — 27 —R] (Blisstully Yours,
2002), [ho¥rn-~<I571]
Malady, 2004). [HHok]
and a Century, 2006) 7z & CHLE D 7 T < —
RFITATONEm e REEL, TOMH
AL AN TBIE OB R R S 50 Bl
TOVLBEERDOTEF v v Ky - T4 =T &
% 27~ (Apichatpong Weerasethakul) (3.
ENAN - T4 NV ADENWEL IR Z @ LT, B
WATATDOYATAZNEEKEH SR,
T A DEMH LT RELZIESETWD &
W &9 BERERORIRILE @ LT HiskHE

(Tropical

(Syndromes

K5 [71 4]

SOV =ATIA4 =Ty 7 ik, HEW
HEIONFR & Y D ELY 236 E O
FEORBMZEL Y 7 4 ZIFRIICIER L T
Wh, TITIE =454 - A AT ERBLTH
Bkl ofiEy Bt d 52 LT, BEROE
FERGROEHOLNEH D OF ERME L.
AT A4 T — hENTZA A =T O e
I ILEPHBEIN TS, BifEosek
ol L CHEER O AN TR 2 BZ 0
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RRMAEEAB L2, FABEEOEROA
HRA I Ta—-1lF I 7495 FRZ)TE
A =Ty s ORI HEEE L
FHAMETE L SHREREILOEL ) T 4
OFFRIER IR L, Bic LWI T ) 74 %
HATTHY, ZDRAY AV HEGFEL DO
ENTZENAN - T4V [F14u] (R
v RT AL - T2 AT ANV ] TR,
2007) &, 7= 4 LWV MG X T 1 7 OFF
PTG L 2R A TH 5, T 0
Ty 1 =5k s 2 i3, FREHED/S— b
F=THDLT A LPRO T VD EET—5 1 -
HATHLIZLo ER2D, BT, 7—5 1 -
AT EFoTZDOIRY ZHME L7720 T 5,

X7 [712]

ARXA=VOPIEEFEZFH) L) rREFOLy
VFa— i, ZOZELIZE>T, =% 1%
FOERA LD ZOED e v, Bzl
LHEEXAHLTVEEWE L9, fEROBLME
ATEER o7 =54 - 2T HEOEM
2RI RIL S DAY A4 Vi, A
FUIE L RE LB THE R ENA L -
AT 4T, 20 [HEHEE] (immediacy)
2 [#HM] (intimacy). L T [HIEM]
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(authenticity) Z# L T, ZMEZRLEEZD
AR L TWA I EFHRL TV,
L2l Zahs, TR EICEELZOIX, 20
TEfhsIfgE 1 > A5 L—a v & LTHIfES
TWbIEThb, BMRAZ ) =D
L) ERI 5 SUALTREIC R L. EMIER &
LCHIHERET 2 20 1 O SO ML ER
d, Az V=AU AF L= a v EAIRIL
DO, =8 A4 BT, B &) I EER S
iy, B v REENBERER Y. 71 —F
Ly 7 Ak o T, BNAN - T4V AN, B
HEfE &) BT D FIT 5N FDb 0T
EARERELTTAATLL SN, A4D
il & U CHRET 2 DB D72, S5I12Y 1 —
Xy, T—F
&L CHEMRMLE % BB U (Phantoms of Nabua,
2009), Thx v =7 kictry o4 bl Tk
Mg % 7 & [AHHGHAS H I o 240
ELTOMBEIZH L WEBIOFEREEALT
w5,

- 7aT s bO—R

w
m

RIRBEDOREE

T4 MR —FTRY T DL I
)7 b O & ER L, B OFRO R L BT
527 7H—=F I LD, ENAINV - T4 IVAT
37— A KBU X 2 E MG FEEPHEASONT

o INHTHBINTEL [Kry b7 40
DT ATANNV] TIE =84 A7
EDLHIEI L TOF LV AT T EE
DEHITMEE) 2, FRA RETERERETD I
TWwho TOEEE, 3 CIIHEEIZE VTR
B S AUT & 7 W RE LI R SE BRI, /)N B jH]

WEOF N E FF 4 7

COEHIZ, FMLI70FEEEF DO AN
WAEZR DS, BEE SR LI L 2250 b, 2heh
FRBATANT, BB X T T L) 77
0V =D EREDEE) T4, FTT 4T
OWEE r =7 12> THHIZ L, ZOREM
WEHIZ % ThRoo, BEENA 2 — P O
HI~NORERE 2 Hifd, TV Y F 7 4 77t
B RRDOWEMEZHEER L TV b, 22T,
MLEGIED 72 7 vk e B NA VERBEZNLE
RAZBL A 2 — 20 [BlE 7 4] (Tacte de
création) & L X9 &3 2 EMM & HA A w5
fEL TV, S IXHEE > A 7 2 0 % AR
LAAS . B LWENA V& S 5o
RIS 5 2 LT, ZOHBERNERZ
TRz WL ASHL AN T C X IR & 22 &
MABEL CWDEDTHb, 7—54 - N AT%
ffio CTHHWES L E/NA IV« 7 4 )V A%, B
FTNHEKROH 2T 7 ) -2 ary e L TEZ
LNERELDLDIZ,

MR SR ML o BB & AR LoD b AR
fbL. BBEEMIC L > TR SN TE A X —
VORI I AWEL )T AR MY v 7,
FIT AT EMAREL LT, BLE O FAI
— WA ) a23Ix—)V (Louis Lumiére) =
A1) T A (Georges Mélies) @
AA— 2 VRIS LI REFR—T 3
YEAELTWD, BRbdTATT &) 12100
B CTRLEZZ )2 b0, 312
[ O L4EM ] (lenfance de l'art) & IS

Tarda -
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CENTELHFMRIPEAB SN TNDD
720

LOLEds, ENA) - T4 VL ETwmT 5
WZdh7zoT, KTOVREWNZZ LI, 7—% 1 -
HAFIZKBBET ) F 22— )b, HIERK
AT A NVOIMBRH) - IR 2EH SRR 2TI2H
DT L fES NI A X — T DInER
B 2, 2L TCZEOURDOLHRILICL &
b0 Z LT, ZOEZRRMEERIBRL T2 D75,
HATRHE r =54 n)ENA )V - T /1
V- OHEMEETH B, FNE. TTICEL
SN TEZ L TIEDLD72H", 18954
KA ENZ) 23— Wity A< b 75
7 ERBRIC, 7= A PP EETH D LM

X8 7 —% A CHil % R 5#EEH

AFLT - T =T 4 A NOBEEBZ, 20
EOBENAN - FAATVLABOEE A A
MZE o T, TEHEIRO,R) LICEREED
MBIV, 7= 4% A A TOHEIZHbE
TEHNPLTnBIEDPHBEILE, £LT. £O
Ml LT, MEESREE L LAY
RITHEHRNONLZET, FTIT74TDT—
TV NERWIZTE, WODOFIIhEEEE
ZOFEANRIZTHEVIFH LB OBT Y &
BLCw2Y, ZZCHEBLZVOE, B
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WCEMBEETLHLLEV) L THDH, FHHY
KEO WL 77 X 713, ZDHREIZGIET ~» 7 %M
BANNE T 27— LTHREEL7Z-D7
Wy T—=F4 - ATH, ENANVGE 22—
T—=ELTO)N= TR Z TV b,
DFD . =7 A& o THIES N7z i %
T AIlEoTHETLIEV), TNETD
WL S R 7 4 L 13 H 7 o 7o I I BREE DS T K
ENDI LW BDDE, ENA)N - TALIVAD
EFY) T AUE, TNHDEETDH B &[RRI HE
LTHLENRLET A ATLATHDLE N
T FLTCTARTVLAZDL D% FITH-
THRIEST 2 LV EEA Y A VHHE S LoD
HHILELBITEZONRITNE RO,

9 JERJAE (Centre Pompidou)

IR ICLT RS L) s &
HEORExBEL T, EEY T4 BHIEY L)
Bt E o CHE L, TR O4RE] »11b
NTWBEWVIHETH L, Tk, FEERY
FREED 7202 ) HES T LT g & &A%
TERWE, 2 ) LS RRIL S e
MR 2 7 — 7 A4 &) B K%
WL CEMEL, AT0O0GEKMBIERE L
THEEMICABRT 2 8w B\ RTH Y, 7r—
YA D HREOTERL, BUEE & i oL —
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TELTHN, ZON—=TOhPIZEEETA
522k oT, BlEW (actuel) TH DL &
bITEHEE (virtuel) ZZEME L TOENS
VEEDPTBB SN D2, WHEHEDT v v 7 -
71 % (Jacques Derrida) #»% [Bl - (&

(RAR - Bk, actuvirtualité) & FEA 720K
W——EB DRI O A2 53, KR %
Zefl], HRFOBGHMEICEIZHM S NS X
I HERE—AERE LT RILL T b0 T
HHY ENA) - T 4N AE AN OKTER
MBS (BRILFY) ZAlAM . BIEW 2 220 &
WM 22, ) TV - AR— AL A N
A=A L &) — TIRICHERE S & 2 1w 7%
KEETE LCRfE L. AMOBGFEEmAILL T
ETRED LI ARA TR LD,

ZHUK L, ATAT - T—=TA A DT v ¥
=) 1 «- K7 x (Jean-Louis Boissier) (&, E/\
AN - TA ATV A% [/~ FeEH] (écrans
nomades) &EFL. TOEL—T—& L TOR
REE A A — DV RARET LB EIEHBIRICHE
HLTWw2RY, {EHDOIIL - Fub—Z (Gilles
Deleuze) 1275 213, [/~ F] (nomade) & i,
ERDOLVERDHE 5T H HIZEHSIE->TWw
BOR, 20ZEMz 52 & & S IZZEMIZAT )
b R R 8T H Y, Tt [wF ]
E[oz] bwysETE, Ma RiEEZZITANS
B TAREED 2N & AR AL S5 & & &k
LTwa, SSTRITVINEHLTWEDIE, £
INA = T A A E ) B LI AYBREE Z B
T EEERINE LTy =4 0a3a=r—
a UHEREERIRILSE L 2 LT A AV R (nE
L. BEjSE, b L A LRt 2 £12i3h
o\ TDTTYADT —T 4 A M B %

WEOF N E FF 147

153 ] (Passer un film) & i_TWAAHS, FIULE
INAN - T ANV LADOWETEZNBEPBRET S &
W) 2l HILVIEIHEETEIrNLLELTF
ETHOLH)ICL THEEZEICFEL, 20
BEORWERLZLHDTH 5,
SHIZART Y IiE, ENAN - T ANV A%
[~ 7% —] (shifter, embrayeur) & LT
W2z Twd, Y745 —LiL, SiE¥FEHEOT—
<> ¥ 27> (Roman Jakobson) ®/H
ETHD, BFEEO [WE - 22 - bl
BN LA LRI 5, SUIRIKFILD 1 >~
Ty ATHEY, FEEHEOTT Y - )L b
(Roland Barthes) &, [Z— b ET7ELLTD
7% —1 (Le shifter comme utopie, 1975) &
W ELWVIET, #bBALGT 75— %
o TRz 35 %H, @212 [ZROEHBIIT
RFTnE L] (EROLOHY SR LD
OB BET LHE—DTEE) ZZ0PFHED
bo LOHEELMETHL ESND, [FEDOUR
Bl L TOMRL ) ZHH R RER 2
RCni®, SMS&ELwe LT, =441
HaIashr—ayidloEBZEH LSO
HEHEP, R TE, =4 - I AFIZBW
TV 79 =DhbbL5EH. Thd [EiL] &
LTO [ECTRTA A=V ] THY, [/~ %
W | %98 L 722 BEONRIC & > TEDHEFED
BETIEAA—=TTHb, 250, ENA ) -
TANLDAXA=DE, ENA) - T4 AT L
A% L7, SRR EEZHTCOTEN - B
BEEICL > T, ZOEREMHEAERIIE
B, BB 2 i TR S 5 D75,
EWBEL r—=54 - xAFEE [wFE] &
[2z) . 2LT [bzL]) & LToAHEE
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DT o F ) BUFE R . BB MO 2 h 2
LBBWZEHOL,IZE Y7 NS HHkETY R
2%, FRUE, ENAN - T4V ADOHIERZ
Ha@EL T, A7« 7TH. fL5H % #E L7
BT — ROy — VR BDE, Lizdio
Ty ZDA X =T DIRERHERILEREIZ D F)
Mz & ez, HERENHRICBT 2 3%
DL FIHE & LA T, BFETIE, ENA
Voo T AV AORBEEMEEICBVLTIZ, E0

IR — & 4 %3l LIl & WL
ZEEANLEBEX, ZIHhHED L) ICEEED
r—5 4 %@L CHHOEKRMERZHEET L0
MmN ZOA Ty 7 A (RE) BBNLDOTH
%o IEHGL T FE OAHERD, ARG
oL 7Ty s A (8E) & LTHEET 2 TN
AN - AT4 T %, ERILERIC BT 2 B4
OB O f b IEREN 2 2RI 2 B % 4R
RL. BT O 2D %DM EDIT L0
FZFDDTH B,

BHEDOY 7N - FTELTOTr—F A DEE
PEEZFENZT TR RV ¥ 77— Ty
AT THL, T=FIESwLET U RL (B
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Alternative Cinema: Introduction to a Study of
Mobile Film

Takeshi NAKA]JI

Presently, “Mobile Films”, which are made using a camera equipped cellular phone, are
emerging as a new form of cinema. These films are creating alternative styles of representation
and reception that are quite different from conventional cinema. The aim of this paper is to
consider this media technology, the filmic image, and the audio-visual environment, in terms of
the transformation of the ontological conditions of cinema, spectator, and public sphere. How do
mobile films rewrite the cultural form of cinema?

To address this question, firstly, this paper analyzes the styles of audio-visual images that
compose mobile films, focusing on the media texts of Jean-Charles Fitoussi and Apichatpong
Weerasethakul. The low definition images and discrete images of mobile films bring a new
realism to cinematic representation, via their singular texture, grain, and material. And these
images enable film-authors to construct alternate forms of narrative methodology. In addition, as
a result of the unique mobility of the cellular phone and the loss of distance between camera and
subject, mobile films create individual styles of abstract thought in the same way as Alexandre
Astruc implies that the pen translates and expresses the author’s ideas (caméra-stylo).

Secondly, this paper treats the environment in which mobile films are received, discussing
the technological specificity of the camera equipped cellular phone that is a device not only for
shooting but also for showing, like the “cinématographe” in cinema’s incipient period. By viewing
images on a cellular phone as a “Mobile Display”, the spectators’ audio-visual sense is fused
with their tactual sense, and the virtual space of images and the actual space of spectators are
linked in a reflexive loop (actuvirtualité). And, using the cellular phone as a linguistic shifter
(embrayeur), the meanings of filmic images transform interactively in accordance with the

context of reception. Furthermore, through the audio-visual network that forms the archive
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of mobile films, these images circulate within the web space and are shared with others, just
as the cellular phone’s display itself which, given its transportability, is no longer limited to an
individual viewer.

Thirdly, this paper points to the similarity of form between mobile films and early
films, exploring the possibility of cinema and cellular phones leading to the emergence of an
alternative public sphere. The relation between the representational styles of the attraction and
showing and the dynamic and multiple forms of their reception in early cinema resonates with
the relation between the textural compositions of mobile films and their reception on mobile
display. What is more, an analogy exists between mobile films and early films in that they both
provide an indication of the transformation of public space. This structural analogy clearly
displays the historical, social, and cultural position of mobile films in the history of cinema.

The public sphere, constructed through the production, distribution and consumption of
mobile films, will be described in terms of the following three points: (1) By using the cellular
phone as a shifter, spectators have a dynamic, singular and interactive relation to films, actively
creating a semantic environment in the process. (2) Through the reflexive use of the cellular
phone as a “Critical Technology”, spectators are integrated into a circuit of critique and creation
like the ideal pre-nineteenth century amateur (amatorat). (3) Making the most of the digital
network, spectators are able to write their expressions, interpretations, annotations, references
and critical comments about these films, thus transmitting and communicating their individual
memories to others, as well as sharing others’ aesthetic experiences. It is through this process of
spectators becoming subjects that the character of the public sphere in the age of information-
communication technology will be defined.

Whilst this research only touches on the fringes of the problematics of filmic arts and
media culture, the above considerations provide a new approach to the history of cinema
and representational technology in relation to the viewpoint of mobile films. Accordingly this
provides us with an important starting point in which to assess the cultural development of

mobile media and aim toward the realization of a sustainable information society.

WEOF N E FF 147 145



