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Tropical Malady d'Apichatpong Weerasethakul”, Cahiers du cinéma, n 595, 2004,
pp-13-14.

3) Apichatpong Weerasethakul, “L'amour est souffrance”, Cahiers du cinéma, 1 595,
2004, p.14.

4) A2 F=t, "AshEa AskEA, §EE o, AL 1998, 174%. A =2
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t}. Tsai Ming-Liang, “Interview de Tsai Ming-Liang”, Tsai Ming-Liang, Paris:
Dis Voir, 1999, p.79.
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7) Tsai Ming-Liang, “Propos recueillis par M. Ciment”, dans Entretien, Paris: Positif,
n°439, 1997, p.17.
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8) Marcel Jousse, L'anthropologie du geste, Paris: Resma, 1969, p.203.
9) Maurice Merleau-Ponty, Le visible et l'invisible, Paris: Gallimard, 1964, p.48.
10) Marcel Mauss, Sociologie et anthropologie, Paris: PUF, 1950, p.18.
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1) ojuvteh, 3, oju]A), & : Adf S+ G5k ¢, "FdEsh 215, 2013,
89%.

12) Benjamin Rifflard, Le corps épuisé: étude du cinéma de Tsai Ming-liang, Paris:
Art et histoire de l’art, 2014, p.23.
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2 vprojzith1s) & el Fa]t Eehe JIEEY BeS AASHA Hol
A7, 22 Qe 19] g3t v-QI7HARl 32 “FEA” F(EA
I 28F)EE AF SHSHA "Hohlo) “wpA|aL, |, HY7iskal, 7136t
3, AlEShaL, gAY, A4 E Wi, &gAEN, EYste 579 &
AL FEAY FAT 227t YAtaTS HAlshe A A TS A
ojth1”) a ), Xfo|Y=Fe] F3toA AEES] F= AAF 11FT} 7]olgt
P2 A7 A|A ] gt 219 A Q1AE ERulE 7|3 oA At
298 gk 19 FEEH AFE Yed= 7se & 4= qlohls)

13) ojutel, T&, on|x], Bd : Adf F3Hd dshe] H4, 90%.

14) Corrado Neri, “Tsai Ming-liang and the Lost Emotions of the Flesh”, positions:
east asia cultures critique, Volume 16 Number 2, 2008, p.391.

15) Benjamin Rifflard, Le corps épuisé: étude du cinéma de Tsai Ming-liang, p.16.
16) Tiago De Luca, “Sensory everyday: Space, materiality and the body in the films
of Tsai Ming-liang”, Journal of Chinese Cinemas, 5:2, 2011, pp.170-171.

17) Ibid., p.171.

18) Fa=, 2po|ge] FalolA= A F3t & U9 59 583 Ao] of
Yzt Hie-e] e Fasith 53] 19 RE JaEi U3 At
v oY) F2 7MY 4% 43K 7zt & 5 glet, AW A
S5 A w9 Fo] A&Eo7ta Forte IS wErHA I sk
A H3} Lol a2 TS S} (Benjamin Rifflard, Le corps épuisé:
étude du cinéma de Tsai Ming-liang, p.16.) 17} A3 93l ZAAH, “o|7-81} g
A Be 935 wEHA 29 53 29 4o Azt 3 ogA Wl 7heAl
B3 Ao}’ k= Zlo|t}(Tsai Ming-Liang, “Propos recueillis par O. Joyard”, La
clarté du présent, Hors-série des Cahiers du cinéma n°24, 1999, p.53.)
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AAE A JAESY B FAo] FaF 7 sHOR o §H}) £
<goig>o] Futofx= FEe YES iF R FARIESSY] B3 &4,
3PO1E 53t U2 9] “=wH ¥ ZH A performance non-verbale”19)7} HXZ X
=, oF 55& 5 o™ AL glo] 18S9 FE £, aguto] ¥t
£ o]Foztth & ol 3tEY FTollA JAEEY AR Atk AL
o7} obye}t #AF FAlo|H, =AE AFFS WrAY XEE nhas 29
SHAY S50 AYS 28 fx o]50] ANShe 2 A ol ok
2t &3lo]t}20)

nR7IA 2, 2ol JIEE tFE 3] A2 £ tAE o F
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1
L.

19) Stéphane Delorme, “Coeurs fantdmes”, Cahiers du cinéma, n 591, 2004, p.20

20) 9k ohj}, o 2gk ol 7|UlE obmAEe] G} <Hofshe WAl-ol A RE ujS
o] BAlS Bl v 27 AT A A5 Amshrha FAkw 2}
A3t -8 Erwan Higuinen, “Beauté béate”, Cahiers du cinéma, n 572, 2002,
pp.71-72 FZ.
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oM HEE B4 T2 W FAH Af o] that ARES QA ol
B4, % ol 49 AT Eel WAIE oM Abmet ul7bAA eler
ol that Mg vehich. Eo] WHISE 2lojrt AT EolA Tk
2 P A elgre] E7E MEHoigy] ol 5 e 2lofe]
AAR AAA el ARSI Ahe BN FAl] Q1ojE 27hoE SHe
A, T2 Eelo] |urgsha olergsigith obnakET Ao Rl
ool S oA T W-EHA ABSS dlojd gL F3] A
SV ARSI B-H01] EAOIAT, 2 1 dho] Holehe Blsiet
Zqre] aZgelA Hofut qlck,

T3 RS A% 140 FAR dof thal AR AXsH=T, ol
Tglee Boleh MY )% H& ARAe 7%} AFHL. 059
sfollq Q1zF £A19] 21l oluh Tl Gl Aol ohfet a9t guos
A B EE Aol G glolth. AR, Wek=Bdla Balizso] AFH
%, B4, B4, 42 5O o]Roix A4 dolanguage corporel =
A Qloje] 5 ol % QIR AN LWF elekulo] YA, 17

of

21) HRHo}, Tl BA] : Ko|gure] <Y e, <ofHRA, <8HR>, <7
ool LEh XA ol a AR)9) ARsh, TobAlo} ske) 2o A%
sk mlshs, ARSI 2009, 171%.

22) &L 2, 12&.
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ool AR gol WaE A5
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dol T4l e 4B SToR oL, 3 A4l AojE Ba) e
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obu] A E ] Fsfolq AEL sdoje] A elofo] AHAle] okfet A=
£ o] AAY) &g oujait). s, B, B 5 2o dojrt A &
6% £Y Sl 5 Som AE AA, ULt HS Hold o
o7t A= BelElx] e AAE ZteAich. oS Sof, <drgolq Azt

23) Béla Balazs, L'homme visible et l'esprit du cinéma, traduit par Claude Maillard,
Circé, 2010, pp.18-19.
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* ABSTRACT

The Semiosis of the Body in Modern Asian Cinema
— A Comparative Study of Apichatpong
Weerasethakul and Tsai Ming Liang Film

Kim, Ho Young

The films of Apichatpong Weerasethakul and Tsai Ming Liang expose
one of the main features of modern Asian cinema: corporality. In their
films, the various emotions of characters are expressed and exchanged
through the body, not the language, so their film world is a world in which
language has lost its function and symbolic order has collapsed. In
Apichatpong Weerasethakul and Tsai Ming Liang movies, body language
plays a more important role than general language. t=The body performs
semiosis, pointing to wildness, anti-civilization, rite, alienation, illusion, etc.
At the root of this variety of semiosis is the common denial of Western
material civilization which has been rapidly transplanted in modern Asian
countries. In addition, while the body of the two directors' films are seen
as a sign of wildness, or anti-civilization that contains the intention of
escaping from the oppressive and inhuman modern civilization, the body as
a sign of illusion, and embraces the will of resistance to civilization. The
illusion of experience in their films is ultimately a manifestation of the will
to resist the physical and emotional pressures of reality and to continue the

irrational persistence.

Key Words : Apichatpong Weerasethakul, Tsai Ming Liang, asian cinema,

body, corporality, semiosis
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