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Abstract

In the recent couple of years, a brand new phenomenon has appeared in the
domain of contemporary western arts. Art Museums, through planning or actively
inviting film directors, have brought films into their own exhibition halls. They
separate constituents of the films, and with montage techniques, display dynamic
sounds and images by “suspension” or multiple projections. Thus, instead of providing
exhibition halls for placing and exhibiting static art works, the art museums, through
actions of showing films, have become a revue of contemplation for the articulation
with the audiences.

Avrticulation between cinema and the art museum began in the 1930’s with the
active film collation activities of the New York Modern Art Museum, after that, the art
museum has become the world film describe; these explain their subtle historic and
aesthetic relationship. And the ‘cinematic exposition’ of the art museum especially
reveals a cinematic topic that needs to be theorized—a topic brought about by art
museum exhibition and film collection: As tangible films, how to make art museum
write an alternative kind of cinematic theories at the same time of their exhibition and
collection. “Cinema exposition’ no longer contemplates films from the original
perspective of cinema historians. Instead, it preserves, inscribes, and displays the
theoretic cinema history in the form of the display of sounds and images themselves.
Furthermore, this in-values the issue of how art museum present film as special and
differential art form and its relationship with other forms of arts established during the
exhibition. The idea of this former and later issue thus constitutes, the theoretical
aspect of this essay in its overall contemplation of the ‘objectivity’ and ‘subjectivity’
of the articulation between art museums and the cinema, as well as the practical level
of interpretation intention and operations actively expressed by the museum through
the “‘cinema exposition’ of creative artistes and exhibition planners.(SC)

Keywords: cinema, film, museum, projection, image momentum, contemporaneity
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: Flﬁlﬁ’ifﬁ;&} IS T A pﬁﬁ;r&ﬂﬁ«ﬁﬁ“ﬂ “F”E'WEJ e N S AN
L XS GISIA © I BRI T B R
e 2 VTR - S fi R R \} J#7s + §i£B8RLT (Eric Rondepierre) iy
ERRE AT YA AR Fﬁzslf@ﬁjff T8 T U RPARY @;ﬁﬁ?& ’
R EI VR B Al R e ﬁ'ﬁ#ﬁ (OB 2 P JEP T 1%
(immaterial ) » 564 5 0 IR SFg 5 FLFRRY, TRUF 1% L =4l TEed s Vi

= EENERZHE / BUSES RS IIERE
HRIEER

SIS PSR [0 PRI | VR 5 o
PR [ﬁhjﬁg‘wﬂrﬁ,ﬁu |SrEEIbE A 4 D T EHEARAV IS o SUPSERE
SEIEPIRY fi (images en mouvement ) » b%hr%rﬂ I G [P ‘ﬁé'%'ﬂ’?”ﬂé =
iﬁwwﬂ,qr}%‘%%‘gﬁﬁuﬁ%& Uik TS RbE FI_?E{/ H EI’?[WP *JrJu AN

3 A EEAI—4 % (Laszl6 Moholy-Nagy ) »+ 1925 & #73% 4t eh— iﬁﬁ,‘%ﬁ” ot ke kwiBEaripis (A
FEERY) KD EALPHOME o ApM & > 3% 2 De Haas (1997: 105-106) -

4 Fphimé > F40 B4E A P8 (Eric Rondepierre) i A fexk ¢ ot B 5 chiE 5
http://www.ericrondepierre.com/pages/fr_oeuv.html. (2008 & 4 # 20 p %) -
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T SRR T« ST VA T - g 20 ] ?El?’llﬁi’@@ Fﬁg@r‘ﬁq—‘
EJ/J *i*qgﬁ’[g?;g THER TR F&, roggt F%E ﬂ‘dJI ) gé&;g[ﬁ,n e S S AR
WG IO AL (R~ DR LA S E e g et
I F4 - (Murray Smith 2000: 11- 28 Meigh-Andrewa 2006: 77 ) ﬁiﬂlﬁ“ﬁl 1970 *F
1“ e TR o T o b FPRER PSR T SRR PR U (= 20 0 S8 ZSUASEE
%Jﬁé,‘pmﬁ‘f, ﬁ” | BAFEfY  E o E flio j» - 5 /}Jﬂj%]@%{%’ﬁf# e
@war i) « P EIZ (Malcolm Le Grice) [y <<*?“[ﬁ 1) (Horror Film 1, 1971 ) ~
"’ A< (Annabel Nicolson ) fiv ((E&EEHJ?F 1) (Reel Time, 1973) ~ fh’d - ?[/Ji‘f ( Tony
Hill) v (R TRIpE ) (Point Source, 1974 )~ i T » hF Zv( Peter Campus ) i { Mem )
(Mem, 1975 ) » Z[m=£5L « §'= (Morgan Fisher ) xiF{llfﬁU 8E (Whitney Museum
of American Art) — (EREES <<% — G B S PYEN TS ) (Re-Visions:
Projects and Proposals in Film and Video, 1979 ) EJ%‘?HIF’? 'Ll',EJ[‘EFﬁ#[ (79 )
(North Light, 1979 ) == xﬁﬁ' Rt J%ﬁ@ | R ['1F[L[Qﬁ,f€,,ﬁgﬁéj JENET!
Ao gL Fﬁrﬁiph ?‘é‘;rii/‘fr”FEF&ﬁ’FE}«iIlJ: [/lﬁy]iqgﬁr@rf AR £ i
*MWﬁwﬁﬂ AR 2 ST Ry I
Aoy B oz B o (Hanhardt 1985: 213-216; Meigh-Andrewa 2006: 77-78 ) - 3]
l%{@%&%,’:&ﬁlﬂjﬂ [ LE Fjiﬂfpﬁﬁsﬂ = Fiﬁgr,_ri,,p I H I/%fal ) Nt
- S S i ﬁ”W%WE¥?ﬁ?@Vﬁw°[@ﬂ-?%ﬁ(kﬂ>
E3 I’7 }j‘%“wﬂt\%ﬁ‘@g}'%‘ pEs 'ﬁ‘ﬂ*‘ﬁ i > R ?ET Fﬁﬂflﬁg" r%&?ﬁ—ﬁll
3 VIEREOE > T PR S o EL S S R PO lﬁipmj—/\%dlgwy
iﬂﬂﬁ% MBI 58 PIEORI P SILECL R (i
bfi,ﬁawtb%@ﬁ;ﬂ%{% Fj;ﬁfpu Frsr R F 1P YA e R [E IE[j
sy T T B g % i - %pl%l%\é?é;%'?‘wfﬂ‘*‘i?ﬂ%' 1=
f[ Eijr “IJF[/—F‘-UM R ?FF ﬁlﬁ EE&%}%‘J FUE RV E]f#] s bl JUPI )
PIDRL e 57 5 [ﬂjii"%%ﬂ u- FEE TRl )~ B2 (presentational ) & T gk
1, (perceptual ) [TV~ = JAYENFERY, (77 {1 - (Oppenheimer 2007: 15)

RURCH] 0 1970 5 R RSy R S 2 = SRR A e
‘?ﬁﬂwhl—%%ﬁ‘ﬁw%w%$w“@ﬁﬁw’ EEET U e
Tl 02 » [N FIFS] ULY ey PSRBT R M
iEl U5 » 1980 & [Uof 1) i ﬁf%l%\%ffp'l‘eﬁi S AR e R
BRI - iﬁ‘ﬂﬁ"ﬂW&E a[ﬁ”*% @I}%%l %\:EI’F%?JW\ [EELF ﬁ]ﬂf‘é?ﬁ}]ﬂiﬂi
);ifﬁ'[' f‘eff[# Q&EH‘*PEP F B = F%F' §%Y , (cinéma des installations ) (Bellour
2003: 261 ) F{& N J%ﬂ  (cinéma d’ exposmon) (Royoux 2000: 36-41) - FHI%f

B BT o SR B L AT (e A

5§ MERENSE S Y SR AT R AR B AR PR SR -
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ﬁWﬁTﬁ*uﬁﬁ%wwW§Wfﬁsﬁﬁfﬁ?ﬁf%€“~g$ﬁ?Bm iRk
"HUBERTERY o (cinéma exposé ) » sE A KIS FEREY r% PRI | — U ]

= F’ﬁ?ﬁibﬂj = J“Fi,]*?ﬁ? } IEFVE ol ] ,:’:'?gé& 7] -

FIe E#FaijwiﬁWﬁﬂﬁ%u SPJRSRAPARIT e Y g -
eF J?Ff‘ﬁ&? (RE - I%F@H(Philippe Parreno )=~ “Eﬁ“ﬁu (Alfred Hitchcock )
fv (&pt) (Near Window, 1954) =2 <<T€\e‘j§4r§,uv‘l>> (Psycho, 1960 ) HrilF A3
Yy (24 ) Eﬁ{%‘jﬂ%w (24 Hour Psycho, 1993 ) == <<§| ff1) (Remake, 1995 ) }{ﬁ]’ (™
FH]) (Exorcist, 1973 ) = (Z¢ V&) (Song of Bernadette, 1944 ) j"?fg,'{zﬁftﬁjﬁﬁ (A
E?%[E‘Fﬁé?%?jw ( Between darkness and light (After William Blake), 1997 ) ~ £45&G5
g’?ﬁ . Fﬁ (John Ford) p4 (%) (The Searchers, 1956 ) ’I/%@]iﬁff f”[f[

~ r:a]vg, FIREEEEETE P (5 PO ERYBE) (5 Years Drive-By, 1985) °.
}H EUTF’TIJ? (Martin Scorsese ) iy <<%IE1EI[ Fi |#%) (Taxi Driver, 1976 ) HWFJ?E‘

( Robert De Niro ) %15 i ﬁf ELJ%EJE;?iﬂﬁiﬁ‘xjﬁ%[ay@\%ﬁ%ﬂJ<<£1“;H [

( Through a looking glass, 1999 ) + ;[%*E‘%F‘iﬂ fE = (Wim Wenders ) [ ( S )

( Der Amerikanische Freund, 1977 ) #l& difspvET% (gf1) (I'Ellipse, 1998) » M E]
i (FvT &) (Dog Day Afternoon, 1975) v (87 %fiz{g) (The Third Memory,
1999) =~ IFFF"‘IH 01999 &F » F HFI NS 588 (Museum of Modern Art Oxford )

— ([ RS (R clﬁﬁﬁi : ﬁ‘ﬂEﬁ%ﬁd%&— FJ'" (L) (Notorious: Alfred Hitchcock and
Contemporary Art) p5LfEr > J1& Fﬁ' Rk E T, JI//?D?"??%{ ( 91 David Reed ~ David
Salle ~ Julido Sarmento ~ Christoph Girardet - Matthlas Miller =+ ) a:hﬁm‘ o [plaEr
s PRI A - RO BT 2 (R
EJ?W a F\/iﬁ) prsl e rf;l*ﬂf“ﬁ% > (Godfrey 1999: 563-565 )

Fillﬂﬂ/f‘w‘?r#\ﬁ ”S‘*E'T [l PEEE= RS “fﬁl/;—'jjgj[ DI EIgHY
% ;\F:L/Jt'w ¥ rﬁ_ﬁ; i | fVE 4% ol %&Tl » RIZEGE F » TR FYFRY
ST SR T TR 20 [ i rlp%% (plasticité ) ~ AcTRERY
T = T agE [ka FUIH[HJ@ AT o fJ/t iﬁ”ﬁ'{ FRELES > R l'%ér:“']y%"
oy b —— el T S SRR R WOHIRLES
~ ¥ I’E,FJEJ‘FL]:/F}EJEJ‘ 7;, I’FJEI[JJ;FFI?EE BJHJI%ﬁﬁg %F s T FIJ’FI*EI
e SO - RSSO ST LA ST -
%@qﬁl;ﬁﬁﬁ [i;%‘nrmﬂhﬁ@[é.ﬁ e IE £l FSE o

EA r‘@%‘gﬁp YERY ‘“MFEJH FIE [a;«'%%‘&ﬁ'” # (Cinématheque francaise ) i FJJ

H_H |_

6 TI3A&NTHENE | MHhE Fapprfl o 2 3 F P15 F 0 3654 BEML X %20 1826 = -
He B o) PFOD1826 33 24 £ 43824 0 BF o dE B A 2 4B 1 43824 3 60 >0 2629440 A 48 0 12 33 113 4
&8N FoAp £ 50 2629440 4 45N E -*"é,:pép%ﬁ‘* 1 AP B W & 5 34 L Gordon (1995: 370-371) -
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BER IR RV YL S 2 - =1 {#rd’ ( Dominique Paini) » 53 jj[[#* 2001 =
™ 2003 & F[jc If«”g-‘g@[% H[ A %‘l-ﬂ,'vfg}”ﬂj <<)[/J]Eg,$l‘ﬁd1—?§ww ) Z;FT,’TFQHFKJPI’/JF’—‘[>>
( Hitchcock et I’art, coincidences fatales ) ﬂl Hﬁu ﬁ%.)' s H ] A IR ) (Cocteau,
sur le fil du siécle) - b%r‘ﬁﬂl*é‘\éﬁm%l N TEFIRR— T - oF %% (Philippe-Alain
Michaud ) R FIFY RY BEDTRE - ”F%E‘u » Z4%7) (Le Mouvement des images: Cinéma,
Art, 2006) 1|5:I—: (= I'%% =1 A ﬂﬁﬁ[ﬂ%"" T S R
TR S oy %iﬂm?hﬂm%ﬂ*—%ﬁﬁ{@?%@
e Ed_me\gaFuq\;FT%Fﬁg,,, o F,sr B LR EBEAEY R Ijaufz?/\ ‘E‘EIL* i
* (9 Guy Cogeval ~ Isabelle Monot Fontalne Frangois Nemer ) }lﬁ’ Dl/ Eﬁ‘"ﬁu ]
= TR A W )R R RO R 2 AR e
BE L SRR F[M’Eﬁ&mﬁii’ﬁr BB [ [RL A% RS 5 (5
RABR FE 2 S RIS A 4 LR Y T
ORI U - 191 o FhpRBTRH + TSRS - Bk AT
@%W%ﬁF$W*@%W@ﬁﬁ%ﬁaﬁﬁﬁﬁw’%Mﬂﬁﬁ%iﬁPm%
AT (el PR 50 G W A L £

T=hbig = FLEEE rFﬂ:@Eﬁ”%ﬁ“w Tﬁi ; Iﬁhﬁ FERY B B T~
ﬁwgmmpﬁﬂ@;p ﬁww@Wﬂw@?ﬁﬁww¢ﬁwdm1wrw
Sagth ]y, (forces figuratives ) EBL A fUAg o o T 3157 b2 el = REEH L (T [ﬁl%u
(ldole) - FF,J%EU (Spectacles)~"# * ; (Femmes) - rﬁ&;ﬁ?‘:’ S°E1 (Le Désiretle
double ) ~ "+, (Inquiétudes ) ~ rrﬁ%‘[‘ﬂJ (Terreurs) * 7 =Z=ay2 | (Formes,
rythmes ) J (19 (7 8 5 Ju =205 Sl - g~ IR OR R S S BRI
(R £ ) (Spellbound, 1945 ) 1 i U]%IPI <<€537R,L:c'>> ( Psycho, 1960 )
Ay e J (Fb) (The Birds, 1963 ) HIHiw EL 195 (5 rE}&>> (Marnie, 1964 ) [
FREAw ) A T ‘E‘F’lg"zﬁﬁu”‘ﬁ”rﬁfﬁ‘ TR PRI 19t
fIEH U’Eﬂ—*] [Wiiﬂﬁﬁiﬁntﬂﬂjl'eﬁﬁ'%@ﬁ FTE b ?E@fggi’fﬂ’ﬁ“?ﬁ'? o B
}{jnlf TE ! ﬁgﬁ [PF‘ ( Georges Rodenbach ) 51 &Z7F J Y (T Ik EWET > =4 ) (Bruges La
Morte, 1892) fiy <<i§4r:tl>> (Vertigo, 1958) f[1& - r,%‘ai' (Kim Novak) e =
IR JQE[F ) (Under Capricorn, 1949 ) ‘FE%L?FS‘E*“J # & (Ingrid Bergman ) ity

7 $#P R - =ik (Dominique Paini) # = &% 7 # 45 (Cinématheque frangalse) AR BB A s &
[l S ﬁfmw\)} SRS R EH LT R Ll |J~’§_‘fﬁa‘ﬂ’lpi‘%\ Fied o 3 BNAF (&G BIR)
( Conserver, montrer. Ou I’on ne craint pas d’édifier un musée pour le cinéma, Paris: Yellow Now, 1992 )~ & % -
- faI ) (Cinéma, un art moderne, Paris: Cahiers du cinéma, 1997) 2 (B 7 hpF ff © % jivdg chg e
* #°) (Le Temps exposé. Le cinéma de la salle au musée, Paris: Cahiers du cinéma, 2002) % -

8 ZEJlif —& ¥ - 12 (Philippe-Alain Michaud ) b’ﬂ’/ln\’,!rt TEREZRY CTERE A AR 4
£ii5¢ & 73 * 5 (Aby Moritz Warburg) £ 2% én® Fo 2 & % 4 (71 (L % %28 & % f.) (Aby Warburg
et I’image en mouvement, Paris: Macula, 1998 ) ~ (84 k4 %) (Le Peuple des images: essai d’anthropologie
figurative, Paris: Desclée de Brouwer, 2002 )% #7i%¢ 3 [ : £ siF ¢ #2 § 82 )(Sketches : Histoires de I’art & cinéma,
Paris: Kargo & L’Eclat, 2006) % -
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TSP AR E i/ (Dante Gabriel Rossetti ) EIfJEmeﬁ%} (= (WL 5 ) (Bocca
Bociata, 1859 ) A1 (%55 ) ( Proserpine, 1877 )~ #&F]] « LA™ lpﬁ ( Willy Schlobach)
(¥ 9= ) (La Morte, 1890 ) ~ &42] (Auguste Rodin) f () (Le Baiser,
1881-1898) WL« B (ETHPURET ) (La Vénus restaurée, 1936) [=3[[[y
o ( Blouin 2001: 48 ) |; ﬁﬁf , ﬁfrmﬁﬁﬂﬁd 3 PRI G = A2 - W (Fritz

Lang) K i H If"%’ o [IYME ES«EE*WJF%EA[ ’éf'iﬁ“ J (Alain Fleischer ) fF[2
7 |&ﬁi,[>>( Rear Wmdow 1954)4{4/25%[ SOFERBIE %[ p5Er) ( Exhibition dans le nord
de la France, 1992 ) ~ = 3; « &) (Cindy Sherman ) #81{ <¢§'{;4r:cl>> e EEF“”’
]iﬁ‘-r 31y (Untitled film stills n°81, 1979 ) » Ui &F A& EhiisH (50T - FJ (Holly
King) gﬁﬁﬁ{’ <<@‘f§';%;ql>> “lﬁﬁ 1t SRR JJJ]%&((Q'\@%EHW}( Le Lieu du désir, 1989 ) -
IR (B [ﬁ' ] e pJFJ" ) R v PR R S A IR
e F 'ITTF I I f Hgﬂl e lj?"ﬂj %\“grﬂ EXS ,WEJ%EJ%IJ,WW%E@
B pUZE)F (Frangois Truffaut)ﬂlﬁgjl_ﬁifﬁ%#]aﬁlgw IJ;[EI 'RIpiE - ( Delorme
2003: 62) {FY[II'] (2 X 451 ) (Fahrenheit 451, 1966 ) == (% & = ) (King Lear,
1987) 4 it (B FE) (Orphée, 1950 ) H!fiuzj=#f {1 ¥ A1 ( B T35 ) ( Le Testament
d’Orphée, 1960) |1V <~ F| 2 EILJTQ KRR R PR <<5J:F 77y (Le Sang d’un
poéte, 1930) [ [%H TLE Hiv ) ¥ ﬂgﬂ» |‘Pff'gﬁ,%§3 (PHF 1) (Les 400 Coups, 1959)
FIT 5359 A T s S 2 2 i

B » £ (B YRR P ) 5] CHR A ORE )
SRR LR 'EI/IE}FJ“’?’“ Rl T2 S (fllatures esthétiques ) ( Paini 2002a: 83-90 )
i&aqgj(r*ﬁ(ﬁg?ij’ﬁl J#{l;jgﬁ']‘l‘\j\ﬂiﬂ l%ﬁl?ﬁi_ﬂnﬁﬁyﬁl%g% s FI’F»})’%"Q E JW
B R GRS - @@aﬁﬁu 1 xlﬂi BRI % 2 TR SRR
B RLi Y [F S (survivance ) ZEEL0E (mlgratlon) A H*HEF }“Ji_g'gfi o rELIFﬁFJﬂJ
~ 7 rﬁé%g(“lH%EJ (figuration) VEIZH - (Paini 2002b: 16) - P17 FEI'I F » %M
B5 IR L FE L R _,W fu T AR —RY iy (I'image-rythme ) 1 T SCrsfE—3%
& | (I'effet-musée ) ﬁlJ Y (=] 7]y - (Damisch 2001: 206 ) " & | 7 565 HE T
Sk DV Rl R IERYEC PR Y Fﬂ*%ﬂ%il‘plﬁf TR
ﬂ'iﬁﬁ/?‘fﬁ UL g sy () 5 ’?F",ﬁaﬁlf@ﬁ GHEE 'fi—*j’?"r "RY (g L
iR R A~ ST Ay *—‘*F lﬂ’?fﬁliﬁﬁz‘ e
FIEfvaTs  SUBEORETTE 4 pvas o (Damisch 2001: 213) fEdafipy T (i
(R FE}%%]’%@UE&EﬁE%\Eﬂ o B T PSR
/Jrg,)fﬁg{i@,p NES —’\j‘ ?Bf\_a%—j‘u TE{E EILJfﬁ?Jf%;ﬁfﬁgéﬁF “E’?f_ Lu%ﬂjygu
B IR - TR SR TR T q;f'“h?ﬁﬁﬂi?*ﬂ Ykl 7 2 5
R e @%fu?ﬁ J“’g 1% ,( contemporaneité ) ( Arasse 2006: 336-337 ) 1/ AR5 AT -
T FER RS IR [ -

—E
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TP EERY e - SCRSBRERY T ERSY R 12T F U e AR 'E'I\iﬁ%ﬁ
WE:*]F'E%%_ ﬁ THPRfEROE 5 - ffguwa w:&aqgmr'ﬁm Y ST P B
- AR ROV AVRY (g 'ﬂﬁﬂaﬁ amf‘f*%ﬁ'?{p pi 0 SPEHERY TR
b FEGRE AT FEITERITA o (5 RSP - *f‘ﬁ*ﬂﬂ'ﬂ I“ﬁﬁf?&i?w%éi‘ﬁ
Fﬁ%l’eﬁﬁ%ﬁfé; i 2. y*ﬁﬂ S Ry IR TR R G P b
?QE#{'[LHJ'%bF 7[ JJ[%&J/ F?JI//{‘%‘pﬁ‘ ?Elfill ﬁ AT A et L /‘,Jijg[i
SRR T TERERY Ll o SCPSRRRY TR BT U YA mwﬁfgﬁ ST A
[~ i R R I/Ej@ff_ g;mae Il e ”F‘“H“ , i“’]frk]
AT 1%‘ FEI “JIy [ %lﬁ}’:&%’“i R %ﬂfy:]g[fhp Hjl%\igﬁﬁ“ﬁw AR Ry
" (flgurablllte) (Paini 2002b: 16 ) -

g b FFFIRH — i - o 175 T e = PO RIS CRY RS - %5% 2

d,igfﬁuiiﬁayﬁﬁal ugu;?'j— ) Nﬁj”[ ﬁJ?ﬁwﬁ“lﬁﬁ/ﬁwEfﬁfj i :@_ﬁlﬂ:&"
z iﬁ%ﬂi%m rfaﬁ Y éﬂﬁiﬁ}ﬁf%&”[L‘fﬁlglﬁiﬁ’?‘fﬁi AT e
( défilement ) rgj@f\ﬁd  (montage ) ~ " #¥ | (projection) » T #5H4 | (reC|t) v &
- i (R ‘@%zbfﬁﬁnr%ﬁt 2 [l T g I S -
PR 5 REES PR TR L ] Arriscan SY (RIS Gt A
ﬁ%ﬁp SPIVEYH, P%ﬁﬁ Y iﬁ.’ﬂé‘[ﬁ%@i E'yﬁéjﬁ[sjrgﬁ@ o BYH T IR
Wﬂ%ﬂ% F'1 Pixscene j‘ ‘pjﬁu i< > I'] Christie DS+25 UGt £ 5 regE Y
Byt 385y ( F'Uﬁ‘fn (FF=7[1 2006: 57) HiTiAv 13 ﬁf‘%‘ﬁ’%ﬁ#ﬁ BBl T
WA B EH e T 5% (impressionnée ) HETLIL > RITSanel | PR (R o
ETEROIRE L 1 DO e 4 W S S
Hb— F5 'IF'EENZ; SR 1) TS R LT P A R = (Henri
Matisse ) i (5[ IV [ﬂ,?:@;r s B Hﬁ' 1~ 2) (Vitrail bleu pale, Etude 1, 2eme état,
1948-49) ~ 4311 + 1< (Andy Warhol) 19 (4 (I} ) (Ten Lizes, 1963) ~ i jl
- (Stan Brakhage ) fiURyHf (i 8 7540 =5 (Chartres Series, 1994) #1#+ 51
[y <<,}JF§—LF£§1/EIJF £ ) (Anémic Cinéma, 1924 ) » ffHE:" ﬁ% ol i B f] -
(i P 9 2 59 S Y ELJE[FE Ii@?&,ﬂjﬁljgr@]ﬂ:)f?@%‘yl' e ;«E‘@Fﬁj
R T AR oy RN PSR PR wa«u&@ﬁf’
f'ju (Georges Braque) [ (= (4=%l) (Le Guéridon, 1911) - *a'ﬂp fH o Eﬁjﬁ;&g
(Fernand Léger) [~ <*§$W?’[Fﬂ>} (Le Ballet Mécanique, 1924 ) -~ F Fi FELEH R
¥« fitAf1 (Robert Rauschenberg) [ (#i#) (Oracle, 1965) "< « Fudt i
(Tony Cragg) fvzns s (ef¥i-")  (Bouteille verte, 1980) » “fpiffft— 7EEi
R RS PR R T I DR+ 0 TN
%E-[EILJJI/:CE,EBﬁ LAoR ’lfjﬁiﬁi}#’a;l/ F'Eﬂfiﬁjgfjj\ S ia'_ii:gf;* s ,&FIFF‘:’E[L%EI/*I/ i
FY g *FTM' ’ %‘:W FELLERT ~ %9?’}3?%‘[&5El%i?:nj]%‘[\gk‘g’é,ﬁigﬁi%'[@ﬁZj “JI/IJ:F[ UH
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RERE Q0 {ENE A J/Pﬂ J.wpﬂpk?ﬂﬁﬁj FJ];PJTE’TFEJ SR FUERERY A
I W%ﬂ? © SRS R - P
f*?Fll'fFEU"HU’T?ﬁEE%@[Hﬁ’ ﬁﬁuﬂ]w?ﬂ\r‘gﬁl_ﬁ% €IJ FUJJT’Ti o [l |ZEPET
£ 7 S = 15 ] Wi@aéquﬂﬁ‘ﬂﬂﬁ ’?‘“mwl&yi@@\?lﬁ:’z "R
pogh pre s ) EW‘I‘*E@F'TE'%%”?'JF“ ° SCPSERPY TR BT B - TR Y,
HJWJEI;P&#EI%L'WH [y B £ ORI (BB S B AR 2

PR PR R RpL S %‘ﬁéﬁ?ﬁ' l*l%ﬁ“%?? ARSI

M EWENEEZSERAES BRIV ERNBIER
AL OE

12000 & J T o ol PO 4 g BIPs (e R  PE P (PI1 FrY
- *fﬁ‘#[%ﬁ’ rF W BT ) [T < - (Bouquet 2001: 200-212) (e E IS
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