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Koyaanisqatsi, 345 
Kozintsev, Grigori, 388 
Kramer, Robert, 19 
Kubelka, Peter, 231 
Kuleshov, Lev, 215, 233, 385-386 
Kuleshov effect, 216, 222, 227, 342, 385 
Kuratorium junger deutscher Film, 401- 

402
Kurosawa, Akira, 162, 170-171, 210, 249, 
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Not Reconciled, 71, 141, 216, 401 
Notorious, 11, 310 
A Nous la liberie, 214

Oberhauseri Manifesto, 401 
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Soft-focus cinematography, 158, 391 
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Tokyo Story. 233, 301, 328-332, 394
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The Trail o f the Lonesome Pine, 391 
Trauberg, Ilya, 161 
Trauberg, Leonid, 388 
Trouble in Paradise, 139 
Truffaut, Francois, 17, 59, 65, 68. 71, 235, 

250, 397, 399-401 
20lh Century-Fox, 404 
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