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Katzelmacher, 403 
Kean, 233
Keaton, Buster, 7, 36, 61, 147, 149, 150- 

151, 157, 180, 275, 375, 378 
Keep on Rocking, 183 
Kelley, William, 11 
Kelly, Gene, 188. 210, 258 
Kennedy, Edgar, 127 
Key light, 135-136, 148 
Killifer, Jack, 230 
Kineloscope, 373 
Kino-Glaz, 343 
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Lattuada, Alberto, 396 
Laura, 186 
Laurel, Stan, 132 
Lawrence o f Arabia, 7, 130, 257 
Lean. David, 29, 257 
Lee, Spike, 19
Léger, Fernand, 107, 113, 115-116, 231 
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144, 146, 148, 154, 218, 276, 279, 
282, 305, 309, 321-322, 357, 365, 
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M, 132, 228-229, 381 
McLaren, Norman, 106, 143

McTiernan, John, 170 
Madame Dul/arry, 379 
Made in USA, 169 
Magnani, Anna, 138
The Magnificent Ambersons, 172—173, 182, 

254, 257-258, 261 
Les Mahres fous, 18
Makavejev, Dušan, 71, 158, 333—334, 336 
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259, 265-266. 285-286, 288-289. 
292, 294, 307, 311, 321-323, 328 - 
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265, 269. 284, 288. 290 

The Narrow Trail, 377 
Naruse, Mikio, 394 
Nashville, 70
Neorealism, Italian, 138, 375—377, 400 
New German Cinema, 400-404 
New Wave, 397—401, 403 
Newsreel group, 19 
The Nibelungen, 380 
Night and Fog, 210-211 
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Restricted narration, 64—65, 67-68, 256, 

262, 264, 276 
The Return o f  the Secaucus Seven, 17 
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340. 378



4 2 4 /  INDEX

Screen duration, 60-62, 78, 156, 187-188, 
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asynchronous, 258-259 
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mental, 66-69, 82, 311, 382 
perceptual. 66—67, 69, 97, 265, 286 
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233, 249, 252-254, 372. 397, 401 
Technicolor, 157-158, 355, 391 
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Tokyo Story. 233, 301, 328-332, 394
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