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ｃｌｏｓｅｔｏｈｅｒｈｅａｒｔ，ｔｈｅｍｙｓｔｅｒｉｏｕｓｄａｇｇｅｒｔｉｎｔｓｔｈｅｃｏｌｏｒｏｆｈｅｒｄｅｓｉｒｅｗｉｔｈｈｅｒｏｗｎ
ｂｌｏｏｄ．Ｉｎｔｈｉｓｓｃｅｎｅ，ｔｈｅｃａｍｅｒａｔａｋｅｓａｓｐｅｃｔａｔｏｒｉａｌｐｏｓｉｔｉｏｎｔｈａｔｉｓｅｙｅｌｅｖｅｌｗｉｔｈ
ｔｈｅｆｌｙｉｎｇｔｒａｊｅｃｔｏｒｙｏｆｔｈｅｄａｇｇｅｒ．ＢｕｔｗｈｅｎｔｈｅｃａｍｅｒａｃｕｔｓｂａｃｋｔｏＷａｎ，ｗｈｏｓｌｏｗ
ｌｙｔｕｒｎｓａｎｄｐｏｉｎｔｓｄｉｒｅｃｔｌｙａｔｔｈｅａｕｄｉｅｎｃｅ，ｔｈｅｓｐｅｃｔａｔｏｒｉａｌｐｏｓｉｔｉｏｎｉｓｄｅｃｉｓｉｖｅｌｙｉｎ
ｃｒｉｍｉｎａｔｉｎｇ．ＰｕｓｈｅｄｔｏｆａｃｅｔｈｅａｃｃｕｓｉｎｇｆｉｎｇｅｒｏｆＷａｎ，ｔｈｅａｕｄｉｅｎｃｅｉｓｔｈｅｐａｒｔｎｅｒ
ｉｎｃｒｉｍｅｗｉｔｈｔｈｅｍｙｓｔｅｒｉｏｕｓｋｉｌｌｅｒ，ｗｈｏｓｅｅｘｅｃｕｔｉｏｎｓｔｙｌｅｓｔａｂｂｉｎｇｓｅｎｔｅｎｃｅｓＷａｎｔｏ
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ｔｈｅｄａｇｇｅｒ，ｉｓａｃｏｌｌｅｃｔｉｖｅｉｆｕｎｃｏｎｓｃｉｏｕｓｃｏｎｄｅｍｎａｔｉｏｎｏｆＷａｎｓｆｅｍｉｎｉｎｅｔｈｒｅａｔｔｏ
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ｍｅａｎｉｎｇｓ，ｗｈｉｃｈｉｓｉｎｃｒｅａｓｉｎｇｌｙｐｏｐｕｌａｒｗｉｔｈｔｈｅＦｉｆｔｈＧｅｎｅｒａｔｉｏｎＤｉｒｅｃｔｏｒｓｉｎＣｈｉｎａ．
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ｂｌａｃｋｏｒｉｎｒｅｄ，ａｍｅｔａｐｈｏｒｔｈａｔｓｈｅｉｓｏｓｃｉｌｌａｔｉｎｇｂｅｔｗｅｅｎｔｈｅｔｗｏｗｏｒｌｄｓｔｈａｔｓｈｏｕｌｄ
ｂｅｋｅｐｔｔｅｎａｃｉｏｕｓｌｙｓｅｐａｒａｔｅ．Ｉｎｈｅｒｉｓｅｍｂｏｄｉｅｄｔｈｅ“ｕｎｒｅｇｕｌａｔｅｄｗｏｍａｎ”ｗｈｏ“ｗａｓ
ａｄｉｓａｓｔｅｒｆｏｒｔｈｅｃｏｌｌｅｃｔｉｖｅ”（Ｃａｓｓ２）．Ｔｈｉｓａｌｍｏｓｔｍｅｌｏｄｒａｍａｔｉｃｕｓｅｏｆｃｏｌｏｒｉｓｅｓ
ｓｅｎｔｉａｌｌｙａｓｙｓｔｅｍｏｆｄｅｍａｒｃａｔｉｏｎ，ａ“ｆｕｎｃｔｉｏｎｏｆｄｒａｗｉｎｇｔｈｅｂｏｕｎｄａｒｉｅｓｏｆａｇｉｖｅｎ
ｓｏｃｉａｌｏｒｄｅｒａｎｄｐｒｏｖｉｄｉｎｇａｐｏｗｅｒｆｕｌｉｎｔｅｒｎａｌｄｅｔｅｒｒｅｎｔａｇａｉｎｓｔｄｅｖｉａｎｃｙｏｒｓｕｂｖｅｒ
ｓｉｏｎ”（Ｊａｍｅｓｏｎ１４０）．Ｔｈｅｓｔｒｏｎｇｖｉｓｕａｌｉｍｐａｃｔｃｒｅａｔｅｄｂｙｔｈｅｊｕｘｔａｐｏｓｉｔｉｏｎｏｆｒｅｄ
ａｎｄｂｌａｃｋｔｈｅｒｅｆｏｒｅｍａｒｋｓｔｈｅｉｎｖｉｏｌａｂｉｌｉｔｙｏｆｔｈｅｂｏｕｎｄａｒｙｂｅｔｗｅｅｎｔｈｅｔｗｏｗｏｒｌｄｓ．

Ｃｏｍｐａｒｅｄｗｉｔｈｒｅｄａｎｄｂｌａｃｋ，ｔｈｅｏｔｈｅｒｔｗｏｓｙｍｂｏｌｉｃｃｏｌｏｒｓ，ｗｈｉｔｅａｎｄｇｒｅｅｎ，
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ａｌｌ，ａｃｏｌｏｒｏｆｔｒｕｅｅｍｏｔｉｏｎａｎｄｐａｒａｄｏｘｉｃａｌｌｙｔｈｅｃｏｎｃｅａｌｍｅｎｔｏｆｉｔ．ＴｈｉｓｉｓｗｈｙＷｕ
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