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On Inglourious Basterds:
A Literal Phase Perspective

s e
Tetsunori TAKAHASHI*

(T

Quentin Tarantino, after having released postmodernist works which strongly foreground their
fictionality, from Reservoir Dogs (1992) to Death Proof (2007), introduced historical facts and their
audacious modifications in his sixth film, Inglourious Basterds (2009). This attempt, which
continues to his ninth film, Once Upon a Time in... Hollywood (2019), sees a change in what
Northrop Frye in Anatomy of Criticism calls the “descriptive phase” of the work, and stimulates
debates on the content of Tarantino’s films, and his bold modifications of historical facts, with their
political implications. We accept here Frye’s observations on literature and historical facts: “One
of the most familiar and important features of literature is the absence of a controlling aim of
descriptive accuracy.” Needless to say, this is not a question of “true” or “false.” As Frye states, this
means that the poet “depends, not on descriptive truth, but on conformity to his hypothetical
postulates.” On the other hand, regarding the “literal phase,” the opposite to the “descriptive
phase,” Frye claims that “the literal basis of meaning in poetry can only be its letters, its inner
structure of interlocking motifs.” This understanding can be applied to films as well as other forms
of art. In this essay, based on Frye’s assumption, we examine the “literal phase” of Inglourious
Basterds, such as repetitive composition, the “disguise” and “head” themes, recurrence of actions,
words and other details, and allusive relationships to preceding films and genres, and consider
Tarantino’s persistent formalistic attitude, going beyond the opposition between fact and fiction.

1. ZHIIRA N EF =X LOBED—> L LTHIH
SIN7=“pastiche” 2T DT = A LY 2 DFLHH
RARNEX =L L f&ﬁ;qig\zfgjg %o% /L4  —"in a world in which stylistic innovation is

1940 4 X 2> & 60 4E 8 12 48 %€ 7 % Fredric no longer possible, all that is left is to imitate
Jameson (2 it 21X, 1957 I K & 1 7= dead styles, to speak through the masks and
Northrop Frye @ Anatomy of Criticism 1%, A wit the voices of the styles in the imaginary
rEX U SUFEMEE ORI O —1F] & I Zed LR museum” (7) — & HIBTHEDIEEFZH7E
T&5, B 774 3H Ty T, BED 59,

KIS DB L EXFRZRIET 20D L 5 72 i, FH T oAITBNTE, (SR L
FOE T, UHEME THEE) 226 [T A4 m1=—] VD T NI SGRE 4L, D AEFIZEESNTIL
ICELEOOERICIRY . BEOBEXTHS  FITETAE, FLabtl, B, whEsta, whiiE &
TAB=———T T A PR %ﬂ%%@%%ﬁ@e W) OO SND, ThHDOHT, B
S%F1Fi1X“a dispassionate construction of a & FRMITCEREDOMMRICALES D, BEFHH
literary form” (40) WZBWT, U BEEEWVOIES THE ~o RG] BRIz
S EEYRT D & D TEERAVIRIRX 2 #0R LT, o TR ST B D DI LT, Gl ES

2023$9ﬂ 29 AP
*RABER X — %

119



WAL TIERAIE 55 44 5 (2024)

TONER ) DS & ORMEIR A< L) 3
MZZDREE LTS, SV LT, BT
N, BMERPLETLS AL SRS X 7,
XFO B FFEEHERT2DICx LT i
WAL, B TR 2B U T U X L0,
HARFEZ 2 MAE 25T, eIz dH - TIWeE
WNEOHMEMEENTEHNTH Y | [REOBART
OB EENEILENTWD Z ENHENTH
LKL, BFHICBWTIIEATH S E5E
R~ LEEOBLAFEIND,

10 1 8h O R fm B 2 5E Rk S B 7o RF R T O BE
D D5FEE/NE LTV 5 Quentin Tarantino
IE, ZRETIFEMEREL TS, TRHDE
IRV IRD &, X T T 40— ) BEHHEDX v
U7 0P VIR LHAEEZHRL TWD 1D L ST,
e ETHDL A /a7 R N2 —X]
(Inglourious Basterds, 2009, AT [/3A X —
) CIBEOFESEEL, RIS (S & 135 7 215
MEAL TS Z ERBERINTND, [TUHFR
7« Ky 7 2] (Reservoir Dogs, 1992) o [
2« F—=71  (Death Proof, 2007) £ TD5{E
FuA, WA M =R NN E—e T
LMV Y NV OGIHRGIRAIE ., D50V
IS O RAFOW b 72 E— DB T ERK TH
. NEMEE 7 472 a oHEm TR LT B1E
EECHHDICKI L, 3R & — ] LIBEOER T
X R EEL ZOWE LD TRE], SVt
Z AL, VESOINE & B3 2 BRI ITEA
INTWD, 72720, FEERNFEEOHE LN
ITONTVWLDIE [ANRZ—=X] LHEIE [T
A TR T e BA LA N7y R]
(Once Upon a Time in... Hollywood, 2019) T&
D, BTETVY T BnI5%E] (Django
Unchained, 2012) 5§ 81E [~A b7/« A
Ll (The Hateful Eight, 2015) 1. 1ESh DY
52 B E T IUEYRE O BRSO O Z IR A
KHNARVMES TH D72, 4 VESOFE L%
LREFE IR TR, 72N, Dl b, EE
PR N T2 B OB TN S BRI O L%
B oTWVDH LN RICBWT [T AT —7]
L [z x2—2] ORI H LY 2 MEEST 5
ZiixcEsanbLnvy, ETCHRLIEZ7IA
ORGFEE VAU, BT 5 7RSI TR A 23 58
<. B4 RS IR EEN T RIS TV
HE, EVHATIEIEZADIEAD, 1

ZHUTEED, 2B D 4 fEROZBZRICB W TIT
B THE b sEmNIEEfbsns 2 &
2725, To&xiE, AR TELET D [NAx—X]
DREFEEBIZ IS T 2 IEL A FFE O KRB ZE T DU
TiX, TR EETLIBHRRIIR L E DT, &R
WEROPLEED AL D SED, 723, 2 2 TIXZ DOFEM

120

WZIINEHA LT, bivbiI s E R FEE %2
W BT TADKRDEREZZITANLEL I,

One of the most familiar and important
features of literature is the absence of a
controlling aim of descriptive accuracy.
We should, perhaps, like to feel that the
writer of a historical drama knew what
the historical facts of his theme were,
and that he would not alter them
without good reason. But that such good
reasons may exist in literature is not
denied by anyone. They seem to exist
only there... (75)
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I let the characters lead and I follow. But,
when you’re heading down some scenario
highway, there are certain roadblocks you
come up against when you follow your
characters, and, in this instance, one of
the big roadblocks was history itself. At
first[,] I was prepared to honour that
roadblock, then I said, ‘Why? It’s just not
what I do.”2
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7 7 A |3“the literal basis of meaning in poetry
can only be its letters, its inner structure of
interlocking motifs” (77) ik ~_XTW\ 5, Z D &



[1ryray7x - 2% —=X] f BFHOSH (EE)

FRYEAE] (2o T bhvbiud [N R2AZ—X]
(2R 2 BFHIIE OGN D BL LMD & 9,

2.

FEHRO RN LA ORCE 2R & JE 2 R
TN TS, FIUTEEZ ) = -« 737 ¢
vk (Ry=-+ X ) —>x) ORO— ADVEE
T T2 =Y Th D, Mz VU FITRD
W N Dz H< D EiFb &, EHFDOR%E
Bz EDOWH~LEHEDDL —AREE 2 HBDA— hA
ANHE I N HEHRTSONTL 5ONRZ 5,
ZUTTFADEHE FICB» T 7 AENT
DY NHRZTHELE L, “the Jew Hunter” &

WO BTEALEEZ BN TWASSONL A« F UK

KM (7 VA RT < T7 ) O T ZH2,

[t » 8D~ ] (The Good, the Bad and
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I hope old Kuropatkin, in his rustic
disguise, to evade Soviet
imprisonment, but that is not the point.
What pleases me is the evolution of the
match theme: those magic ones he had
shown me had been trifled with and
mislaid, and his had also
vanished, and everything had fallen
through, like my toy trains that, in the
winter of 1904-05, in Wiesbaden, I tried
to run over the frozen puddles in the
grounds of the Hotel Oranien. The
following of such thematic designs
through one’s life should be, I think, the
true purpose of autobiography. (16)
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I'm the direct descendant of the mountain man
Jim Bridger. That means I got a little Injun in
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Apache resistance.” £ 55V . & HIZ “When you
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Fabelhaft. Ist ihre bester Film bisher.”® & & &
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