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現實、絕對和
神秘的春光
張偉雄  

The Last Thread 
of Things
Bryan Chang 

上的日子》(1995)是我第一次「同步」

去看的安東尼奧尼電影，這是安氏1985

年中風後再次執導的長片，雲溫達斯護航，當年

引為盛事。我很珍重它，然而我心知，沒有懸疑

和反懸疑的氣氛，部份演員帶浮誇的演出，讓男

性主題只有自憐卻來不及救贖，這個歐洲已是貌

合神離，唯一見到珍摩露和馬斯杜安尼繪畫的一

幕讓我滿心歡喜，是全片最重要的安東尼奧尼訊

息：《夜》(1961)的夫妻度過了危機，來到陽光

遍灑的山頭。我就知道，安東尼奧尼又已進入一

個新階段：他在放輕心情重生着，同時，也在分

解中。《雲上的日子》的出現，心情已知道下一

站是天國（雖然還有《愛神》的〈事物的危險絲

連〉），我要好好準備着他真正離開的一刻，一

等就是十二年，叫自己到時要平靜；最終，我還

是掉了眼淚。

等着的日子其實是很多個思慕的時機，叫我去靜

想，安東尼奧尼電影在自己心中達成了什麼。

「我們知道塑造出來的影像的背後，有另一個針

對現實更真實的影像，在那後面，還有一個，一

而再地，其後又有一個，直至你攫取到從沒人看

過的，現實、絕對、神秘的真實影像。或許，有

人因此毫無疑問觝觸着任何影像的分解、任何

現實的分解，抽象電影到那時就有其存在的理

據。」我在Sam Rohdie的《Antonioni》一書的第

九章看到這段安氏1964年發表的引述，最初反覆

讀着，理解為一個藝術家的個人追尋自白和電影

世界觀，及後我看見一幅《迷情》(1960)的工作

照，安氏在陡峭的岩壁處搭起木架台，去拍Anna

與Sandro貌合神離的對話。在電影裏這是毫不張

揚的一個鏡頭。這一刻我才明白上述說話更真實

的內容。

一直我只以為《迷情》在利斯卡島上的經典鏡

頭，是通過沉厚的觀察，對地理、空間、天氣的

造形變化深思熟慮後敘述、選擇出來。然而費時

去建一個木台，為了一個無人看過的角度，讓我

見證安東尼奧尼不是徒手選擇，而是對現實、絕

對、神秘的真實影像的不懈追求；是重視現實，

又凌駕現實；抽象抽取自現實，又結合到現實。

人人說費里尼的《八部半》(1963)很意識流，我

卻覺得費里尼在清醒說事，於我，安東尼奧尼一

點也不疏離，我下苦功去了解疏離主義後，更得

出那只是時代一廂情願的想法。

若然疏離的人生態度是存在主義的必然攜帶，那

我要說的是：安東尼奧尼率先去懷疑懷疑論的存

在主義。這是道德性的發表，現代生活的空虛並

非必然，那要看你有幾多自省，起碼安東尼奧尼

的主角（以蒙妮卡維蒂為首）都在竭力自制陷入

疏離的漩渦。美學上安東尼奧尼的目的並不是去

分解影像，而是反思影像，擴大、昇華現實的時

空感。把人去樓空的鏡頭加長，把要完的鏡頭及

要開始的鏡頭接合，把主觀鏡延伸作敘述的錯

覺，把角色所見建立為矛盾的閱讀，安東尼奧尼

處處要觀眾不能逃避，全程反思。這樣去看《過

客》(1974)那出名七分鐘的「尾二鏡頭」，生死

相關一刻的視覺想像，背負着絕對的生命信念。

若果說英瑪褒曼是通過懷疑神去肯定神，則安東

尼奧尼的方法是去迴避神，從而感應神的存在。

Anna的資本家父親來到島上，發現Anna失蹤前正

在看聖經，即認為Anna不會輕生。並不是這個提

示，Claudia聽着無言走開，才是重點所在，她

不去說神，但通過她對生命的執着，對寧靜的嚮

往，她不再無名恐懼。安東尼奧尼一而再以寧靜

的外在，去體驗角色內心紊亂，《赤色沙漠》

(1964)霧鎖碼頭，《無限春光在險峰》(1970)的

死亡峽谷，《女人女人》(1982)的清晨湖水，世

界存在神境，此刻安東尼奧尼是浪漫主義。

隨着英瑪褒曼與安東尼奧尼結伴神遊，電影就是

藝術的現代主義精神正式告別人間。我不認為世

界從此一去不返，他們其實給了後來者十多年

成長的緩衝，7月30日，是做守護天使的好時辰

了。基阿魯斯達米不會如高達所說，是電影藝術

的最後一人。

原載《明報》，2007年8月5日

《雲 B eyond the Clouds (1995) was the first Antonioni film that I 
saw “simultaneously” when it was released. Made after his 

stroke in 1985 with the company of Wim Wenders, the film 
created quite a stir. I see it as a treasure. Nevertheless, I know well 
that without the suspense and the anti-suspense ambience, the 
somewhat exaggerated performance of some of the actors could 
have turned the male theme into self-pity instead of salvation. 
With Europe torn apart beneath the appearance of unity, the 
scene of Jeanne Moreau and Marcello Mastroianni was one of my 
few delights and Antonioni’s most important message in the film: 
the couple in La notte (1961) have survived the crisis and reached 
the sunny slope. Seeing that I realized Antonioni had entered a 
new phase - he was relaxed in his new life but at the same time 
also decomposing. Seeing Beyond the Clouds I knew deep in my 
heart that heaven was near for him (though still to come was 
“The Dangerous Thread of Things” in Eros). I knew I had to prepare 
myself for the moment when he would really leave us. That lasted 
twelve years.  All the while, I was reminding myself to stay calm 
when the time finally comes. Yet, at the end, tears just came.

Through the years in waiting I had plenty of time to think and 
contemplate what Antonioni had achieved through his films.

I read the director’s quote in chapter nine of Antonioni by Sam 
Rohdie: “We know that under the image revealed there is another 
which is truer to reality and under this image still another and 
yet again still another under this last one, right down to the true 
image of that reality, absolute, mysterious, which no one will 
ever see or perhaps right down to the decomposition of any 
image, of any reality.” I saw this as an artist’s soliloquy on self-
discovery and the world of cinema, until I came across a behind-
the-scene photo of L’avventura (1960), in which Antonioni had 
wooden scaffold built against a steep slope for the shooting of 
the detached dialogues between Anna and Sandro, a not too 
eye-catching shot in the film that enlightened me on the true 
significance of what was said.

I used to believe the classic shots of Lisca Bianca in L’avventura 
had been carefully selected through substantial observation and 
consideration on geography, space and weather. However, the 
director’s decision to take the trouble and build a scaffold just to 
present a perspective never seen before has proved to me that 
this was not a random decision, but one made out of his tireless 
pursuit of the image that is real, absolute and mysterious. It is the 
reverence of reality that dominates reality itself; it is the abstract 
that originates from reality and reconciles with reality.

Many find Fellini’s 8 1/2 (1963) a work of the stream of 
consciousness, while I see it more as a sober narrative. To me 
Fellini hardly appears to be into alienation. After spending time 
on understanding alienation, I am convinced that it was only the 
one-sided belief of an era.

If alienation is an inevitable part of existentialism, I would like 

to state that Antonioni was among the first to cast a doubt on 
skepticist existentialism. This is a moral statement. Emptiness in 
modern life is not inevitable but determined by one’s capacity 
for reflection, and Antonioni’s main characters (led by Monica 
Vitti) strive to prevent themselves from falling into alienation. 
In terms of aesthetics, Antonioni didn’t attempt to decompose 
images but instead reflected on images as well as enhancing 
and transforming the sense of space in reality. He extended the 
take on the abandoned space, suggested the beginning of next 
shot at the end of a shot, turned the subjective perspective into 
narrative illusion, and established what is seen by his characters 
as contradicting interpretations – the director forces the audience 
to reflect on what they have seen. Seen with this in mind, the 
visual fantasy of the moment of life and death in the famous 
seven-minute “penultimate” in Professione: Reporter (1974) is a 
manifestation of ultimate faith in life. 

If Ingmar Bergman doubted god in order to affirm the belief in 
god, Antonioni sought to feel the presence of god by avoiding god. 
Anna’s capitalist father determines that his daughter would not 
commit suicide once he arrives on the island and discovers that 
she had been reading the bible before her disappearance. But that 
is not the hint. The most important thing is that Claudia walks 
away silently when she hears it. Instead of talking about god, she 
overcomes her incomprehensible fear through her persistence 
in life and longing for serenity. Over and over again, Antonioni 
conveys internal chaos via the appearance of calm. Heaven is 
found at the pier in the fog in Il deserto rosso (1964), in the valley 
of death in Zabriskie Point (1970) and at the lake at dawn in 
Identificione di una donna (1982). As such, Antonioni is a romantic. 

The departure of Ingmar Bergman and Antonioni marked the end 
of modernism that established film as art – not to rule out the 
possibility of reversion. The two masters had already given their 
followers more than a decade to adjust to growth. July 30 was 
thus a good moment to be the guardian angel. Abbas Kiarostami, 
unlike what Godard predicted, will not be film art’s last person.

Ming Pao Daily News, 5 August 2007 

Translated by Carmen Ting

《迷情》工作照

L’avventura

Antonioni text 2.indd   4-5 2009/4/15   3:13:20 AM

From Defining Modernity: Michelangelo Antonioni
(Hong Kong International Film Festival Society, 2009)


