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A Study on Fantasy Images represented on the
Films: Focused on Mise-en-Scene Element
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Abstract—The genre of fantasy depicts a world of imagine that
triggers popular interest from a created view of world, and afantasy is
defined asastory that illustrates aworld of imagine where scientific or
horror elements are stand in its center. This study is not focused on the
narrative of the fantasy, i.e. not on the adventurous story, but is
concentrated on the image of the fantasy to work on its relationship
with intended themes and differences among cultures due to meanings
of materials. As for films, we have selected some films in the 2000's
that are internationally recognized as expressing unique images of
fantasy containing the theme of love in them. The selected films are 5
piecesincluding two European films, Amelie from Montmartre (2001)
and The Science of Seep (2005) and three Asian films, Citizen Dog
from Thailand (2004), Memories of Matsuko from Japan (2006), and
I'm a Cyborg, but That's OK from Korea (2006). These films share
some common characteristics to the effect that they give tiny lessons
and feelings for life with expressions of fantasy images as if they were
fairy tales for adults and that they lead the audience to reflect on their
days and revive forgotten dreams of childhood. We analyze the images
of fantasy in each of the films on the basis of the elements of
Mise-en-Scene (setting and props, costume, hair and make-up, facial
expressions and body language, lighting and color, positioning of
characters, and objects within aframe).

Keywor ds—Mise-en-Scéne, Fantasy Images, Films, Visuaization
|. INTRODUCTION

A. Background and Objects

N image of fantasy is a space in which any illogica

non-factual things that does not exist in redlity is made
possible. In fantasy, we can be satisfied with our curiosity and
imagination and engage ourselves in a surrealistic world for a
short period time with the reality forgotten. Kathryn Hume, a
scholar working on the fantastic and fantasy literature, regards
fantasy as a respond deliberately escaping from the reality and
claimsthat the fantastic is not a mere product of our imagination
and illusion but a redlization of our unconsciousness and
repressed consciousness[1].

This unconsciousness inside a human, that is to say the
mental area, serves as an important measure for quality life to
the human in addition to his’her basic desires. Of the things that
satisfy mental rejoices, the dreaming and imaginating are very
crucial parts for the human. Furthermore, it is believed that the
indirect experiences in the world of fantasy via such dreaming
and imaginating also give us spiritual joys and happiness. 'The
human aspiration for the world of fantasy has been continued
from muralsin the prehistoric age, through mythsand legendsin
the ancient age and romances in the medieval age to novels and
films in the modern times. By the 1920's, fantasy literature
began to be fully established and fantasy novels and fantasy
films appeared from fantasy fairy tales, genres of fantasy
literature.
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Losing technisches Kuriosum [2], the competence of reality
replication in earlier periods cannot fascinating audience any
longer. Consequently, film makers soon began to pay attention
to novel possibilities of the film media. Georges Mélies, a
contemporary figure along with the Lumiére brothers, tried not
to reproduce redlity via films but to visuaize what was
impossible to realize in reality by the properties of optical
devices serving for making up films. Thetrain in Méiéss films
does not arrive at a station in reality but does fly to travel
through the universe. Due to this, the film has repetitively
developed into the two main axes, factuaity and fantastic.
While the mimesis urge is a desire to copy events, persons,
situations, and objects along with the sense of compelling truth
that it is possible to share experiences with others, the fantasy
urge is another desire to change what is given and make
difference in reality via escape from languor, play, illusion,
desires for what is lacked, and metaphoric images breaking the
reader's verbal habit [3]. Fantasy is said to be a deliberate
deviation from the restrictions of normal things, that isto say, a
deviation from paralléel redlity.

As for the base of such fantastic, in Germany, where
Kino-Debatte (cinema debate) occurred, some people used to
try to discover the nature of the film not from reality but from
fantastics through debates on benefits and non-benefits of, and
artfulnessand popularity of the film. They haveclaimed that it is
the obligation of the film to assign a form of art to al these
things.

Though thisview that the very possibility of the film asan art

liesin the visual embodiment of what isimpossiblein reality by
using optical means is not a discussion about the radical
characteristics of thefilm but isacomment on the expressability
of the film by means of technology, the infinite formal
possibility of the film that breaks the boundary between time
and space, between living things and lifeless things, and
between reality and dreams[4] has begun to be recognized as an
inherent property of the film as a novel thing that had been
impossible to realize in other existing media. Such images of
fantasy have come to devel op from various angles by the 2000's
along with the devel opment of digital technologies.
Also, by the 2000's, the world was salying forth toward
globalization due to the development of the Internet. As such,
peopl e accept worldwide cultural phenomenaand accommodate
diverse civilizations within their own independent cultures.

The film is a media reflecting culture and times. Though it
cannot be said that a certain film represents a country, its
narratives and streams reflect the culture of the country, and
help to view a sense of values understood within the country
from various viewpoints. This paper addresses the narratives
and expression of themes inherent to fantasy images and the
utilization of subject matters revealed within cultural zones and
the similarities and the differences meant by each subject
matter.
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The research problems are as follows.

First, what are fantasy images intended to expsétin the
contexts of Films?

Second, what are the common things and differeanesng
fantasy images expressed in films based on theysisabf
Mise-en-Scéne of the images?

Third, what are the meanings given by the subjeatters of
fantasy in Oriental and Western films respectively?

B.Method of Selection and Analysis

We have selected some films acknowledged in intienmeal
film festivals containing fantasy images with comrmmtheme:
love. These films deal with processes of life sisgjgg the
meaning of love in diverse ways from the respectiegvpoints
of their heroes. Though they take different fortey show
certain common things with respect to images andnes
adopted to express their theme.

The Science of SlegMichel Gondry's 2005 work, is a
French film of multiple genres of drama, fantasgladrama,
love story, romance. It runs 105 minutes, and leahlawarded
the Audience Award El Periodico de Catalunya at 38¢h
Sitges Film Festival. Michel Gondry, the directdrtlois film,
has also been directing many music videos and cooa
The film is composed with the arrangement of naugbject
matters and unique textures containing intensersabdream
on drawing paper of sleeping. In this film, dreanase been
brought as an extension of fear felt in realityvedl as a shelter
in the reality, and the film sublimates the vagumurary
between reality and dream into fantasy.

Memories of Matsukas a piece directed in 2006 by Tetsuya
Nakashima, who, as a commercial film director, wasrded
many prizes in the realm of commercials includihg Grand
Prix at ACC and ADC as he has come up with comraérci
pieces light and full of humors. The film is of cedy and

Amelie Of Montmartrésy Jean-Pierre Jeunet, a multi-genre, isical genre, produced in Japan, and runs 129tesinli has

(comedy, fantasy, melodrama, love, romance) filaprzduced
by France and Germany in 2001, runs 120 minutesecRir
Jean-Pierre Jeunet has been awarded many prizag twhis
eminently brilliant and creative visual style. Hashcome to
have his own unique vision with which he has bemmdus
while working on short films,
commercials in 1980. Also, the film has been awardany
prizes from many film festivals including the FayeiLanguage
Film of the Year at the 22nd London Critics CirEiém Awards,
the Best Screenplay (Original) at the 55th OrangiisB
Academy Film Award, the Best Picture at the 27ttsdte
Awards in France, the Grand P#bCrystal Globe for Best
Feature Film at the 36th Karlovy Vary Internatiorf@lm
Festival, the Best European Director and the Ewangélm at
the 14th European Film Awards, the Standard Lifelidoce
Award at the 55th Edinburgh International Film Resdt and
the People's Choice Award at the 26th Toronto hatéonal
Film Festival. This film expressed in vivid coloc®ntains
bright and nimble daily life of the heroine viewidm her own
view point. In this film, | notice its expressivéements that
magically contain common materials.

music videos, and TV,

been awarded the Excellent Screenplay and theBesttor at
the 30th Japan Academy Prize, and the Best Febkilmeas
well as the Most Groundbreaking FilvBronze Prize and the
Best Asian Film—Bronze at the 11th Fantasia Film Festival
held at Montreal Canada (focused on Asia). It algas
popularly screened at the 3rd Asia Film Fest inn@&y. This
film mixes beautiful images, an extremely gloomgrgt and
unique directing. While it expresses a love padaMatsuko,
who has lived in never ending passion only in otddre loved
though she has lived a miserable life, the film Ipas the
contrasts between her miserable life and splenditbre
together into its message.

I'm A Cyborg But That's Oks a Korean film produced in
2006. Itis a film directed by Chan Wook Park, &ndf multiple
genre of drama, melodrama, love, romance, and cgmed
running 105 minutes. This piece of work has beearded the
Official Fantastie—Best Script at the 40th Sitges Film Festival.
Containing a content of psychosis, this film harioasly
expresses the wild fancy of the heroine and itxgss of
healing through love in fantasy images.

The selected films

Citizen Dog a Thailand film of fantasy and drama genre.qmpination of unnatural things rather than harmosimages

directed by Wisit Sasanatieng in 2004, runs 98 temuThe
director, Wisit Sasanatieng has experiences inngignjobs at
advertisement agencies and recording companiehailand.

that can easily found in reality. All of them shaolichotomous
structures of reality and fantasy by mixing badlgtamed
materials and colors.

represent images created by the

The film has been awarded such prizes as the Mostyye yjll analyze the fantasy images of the filmstgssifying
Groundbreaking Film-Silver Prize and the Best Asian o elements of Mise-en-Scéne into setting andsyropstume,
Film—Bronze at the 10th Fantasia Film Festival, the Ghikhair and make-up, facial expressions and body lageu
Minami Prize—Young Fantastic Competition at the YUba“Iighting and color, positioning of characters, agects within

International Fantastic Festival, the Critiqes'zBrat the 8th
Deauville Asian Film Festival, and the Most Poplaewed
Film at the 2nd Asia Film fest. This film expresses
considerably realistic story of people who havdiue fitting

themselves into the framework of society with fagtalements
and humor by focusing on the importance of
understanding, and care. The fantasy images pkaydle of
focusing on the theme that life becomes a fantdsmvone falls
in love.

IOVe\}\/ord fantasy is used in connection with literatune often

a frame.

1. FANTASY IMAGES SEEN FROM THEFANTASY LITERATURE
PERSPECTIVE

‘Fantasy’ primarily means ‘what is not reality.” \&fh the

easily put in mind a splendid and dreamy world gfhmwhich
makes up the dryness of reality.
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The realization of a virtual space that satisfiedividuals'
happiness unsatisfied in reality: the world made fémytasy
means such a world of unrealistic dream and a rhewotdd.

The first one who tried to define the fantastic Wéadimir
Sergeevich Soloviyov, a Russian philosopher andioigs A
formal and external possibility that can simply kexp a
phenomenon exists in true fantastic. However, danelously,
such an explanation completely lacks internal phility.[5]

Earlier work on fantasy literature was tried byriale literary
critics in the 1960's, of which Tzvetan Todorovisldréne

Bessiere's work has been the basis for the theateti

development of the fantasy literature theory ag tfiemly
established the foundation of early research itefgnliterature.
Todorov's Introduction ala Littérature Fantastiqoempleted

This is expressed as interest in death and lifthénother
world, or in dead bodies and vampires. It is thHatienship
between human and desire, that is to say, betweemm and
unconsciousness [7]. Furthermore, from these thearescan
recognize a strong influence on the surroundingldyavhich
Todorov calls the themes of discourse. Accordindddorov,
language is after all a form, and is a structuaatdr relating
humans with others. This is because fantasy litezats
regarded as a means to effectively examine howaggnt
literature modally responds temporal changes. Gndther
hand, from Bessiére's perspective, fantastic isanditerary
category or genre, but does assume a formal artieaame
time, thematic logic of story. For the reader, sadbgic of story
is surprising or arbitrary, and is likely to be @pparent play of

_pure creation, but it actually reflects culturartsformation of

in 1968 and published in 1970, and Bessiére's LeitRecommunity imagination and of reason.[8] Fantastissa

Fantastique, published in 1974, attained the acfehe
research.
According to Todorov, fantasy literature forms anige

Claiming that we can define the rules in this geheeaddresses
categories of fantasy. The rules of the categadesbe said to

distinguish the following phases in all narrativegst, in the
verbal phase, (the speaker's and the hearer'sgiation and
utterance are dealt with. Second, in the syntapti@se,
relationships among different story units are asisked. Third,
in the semantic phase, themes are tackled. Thasftécg should
be expressed in these three phases, and vagueptiancef

strange or apparently supernatural events is cteaistic.[6]

Here, when they faces such an event, the spealketharacter,
and the implied reader cannot perceive whethes &n event
revealing severance of the objective world lawg izran event
reasonably explained. It is believed that a théwakt
exploration of the fantastic of literature is padsiwhile the
categorization of the particularity of fantasy fdeire is
virtually impossible. However, if we consider thingn the
structural side of images, rules of categorizatiom given to a
considerable extent. When narratives are replageidnages,
stories become images and fantasy literature caexpkained
being changed into fantasy images.
expressed in films express relationships amongrdifft images
in the first imaginary phase, and this can be saideal with

themes.

Going deeper into the thematic area of fantashjrd step,
Todorov divides themes into themes about ‘I' therabsut
‘you.” The themes about ‘I’ raise questions abdwt limits of
matters and minds. From this principle, special saéity,
general determinism, multiple personality, extiootiof the
boundary between the subject and the object,
transformation of time of spaces originated. “Inrkgorelated
these themes, problems of the basic senses, incyart
problems of the vision, among other things, is premt. Thus,
one can believe that these themes are entirelytttbmes of
gaze.” The themes about ‘you’ are due to sexualirds.
Fantasy literature deals with sexual abuse, i@opathy and
sexual perversion, which are related with cruelneveand
violence.

Images of faotas

manifestation of an intelligent discussion in atjgatar historic
period for explicating the relationship between shbject and
extrasensory things in an aesthetic formula. Funtbee,
fantastic has as its characteristics not only thesence of
implausibility but also parallelism among diverdaysibilities
and contradictions among them. According to Bessiantasy
literature is based on realistic things and impglaaghings, and
on empirical things and meta-empirical things. émt&'s terms,

it is a consentable (Tético) and, at the same time,

non-consentable (No-Tético) story. Here, the cotadsa story
refers to literature pursuing the reconstructioreafity (Realia),
while the non-consentable story to a story thatnoarbe
regarded as the reconstruction (Mimesis) of recaogbn.[9]

As such, fantastic is a hesitance experienced jpgrson who
only knows natural laws when he faces a supernatwent.

Fantasy images are not a simple list of fragmehteality, but

an attempt at more obviously expressing the tribis of
reality via a creative recombination of the fragtsen

Ill.  FANTASY IMAGES SHOWN ON FILMS BASED ON THE
MISE-EN-SCENE ELEMENTS

Mise-en-Scene forms the fundamentals of image agpgu
Mise-en-Scéne is not only the narrative mediumdhatconvey
something, but by itself the unique linguistic nattihat brings
films to the state of arts. Mise-en-Scéne is frewohds, and it
had been originally used for theater terminologygarning
putting on the stage, and after it was introducfrns, it came
to be used for film making activities related totshand framing.
Primarily it means settings, costumes, and lightimnd
secondly it means the movement within the framea Adole, it
means ‘putting something in the scenes’ and itrsefe any

Igﬁfecting activities that occur during the prodaati[10]. The
e

ements of Mise-en-Scéne can be classified ireddtowing
5 types: 1) Setting and Props, 2) Costume, Haidakk-up, 3)
Facial expressions and Body language, 4) Lightimg) Golor,
and 5) Positioning of characters & Objects withiframe.

Before analyzing Mise-en-Scéne, we must understaatl
the primary composing unit of image is a frame. Tizne
carries out some functions as aesthetic devicgsctothe right
subjects and to exclude unrelated things, andggest the right
subjects as isolated fragments in the real world.
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The objects in one shot are unified by the frans grants
order to them. Here, the art creates the orddrarchaotic real
world. This technique can be also used for the emighthe
director can draw attention of viewers to some ciisjéhat may
be overlooked in the overall context. Some partthenframe
may represent some symbolic meaning: the direcayrimpose
self-assertion about some objects or
arrangement in frame gives us an example of howfaha
becomes the contents. Jacques Aumont said thfatsthectivity
of an analyst that describes images is to precisahfirm the
represented elements, to classify them, and to riaeme [11].

A.Setting and Props

Setting and prop is determined according to their theg

relationship to characters. These play roles avaflg the
viewers to understand the overall situation offtime.

TABLE |
THE KEY SPACE OF FILMS WITH FANTASY ELEMENTS— THE ROOM
(ENVIRONMENT) OF THE MAIN CHARACTER

Film / Image Space Subject and
Represenati
on Methot

Space with patterns primarily =~ Movement

comprised of vermilian color  of

The main character located in  non-living
the center; and the picture objects
frames located upperside of the TV

frame

Various frames and cute props
Bed life

Space primarily comprised of
cerulian blue and purple color motion
The main character located in  Movement
the center; and the picture of

frames located upperside of the non-living
frame objects
Wall with non-patterned paint TV

and the floor with carpet

Pictures on the wall

Seating Ifi

Amelie
Montmartre(2001)

Stop

Citizen Dog(2004)

Space with paper material Stop

TV broadcasting studio motion —

The main character located in cloth and
T /. I'% the center; and the monitor paper
The Science Of located behind the main Movement

character of
The dream-making materials; non-living
can the main character control objects

Sleep(2005)

the dream? Water -
The experimental space with  Celophane
outstanding creative TV
perspective Flying

The floor with carpet

Standing life

The flower-patterned wallpaper Various

and the floor in green, yellow flowers
S and red color: abnormal hue  Crow and
-,g)_,\ difference implies the chaotic  black
eories Of Status of the main character  plastic

Off-center location in the frame waste bag
implies the dramatic situation Emphasis
Seating Life of body
TV
Stairs

Matsuko(2006)

characterse Th

Sound-proofed space with Emphasis
non-patterned light green color of body
Cell where the main character isFlying
a imprisoned

I'm A Cyborg But The location of the main

That's OK(2006) character is not center; it is
shifted to one side. The empty
space contains the thought of
main character.
Simple structure and
minimalism

1. Subject: Flowers

Fig. 1 Flowers irMemories of Matsuko

Flowers appear mainly in scenes where Matsuko fealpy.
Because of this, we cannot see flower patterns cjet in
scenes where she is most gloomy in her life, btherfinal part
of the film, flowers are seen again in the scenereishe regain
hope. Thus, flowers can be read as a bridge andaym
connected to Matsko's happiness within the filmthia part in
question, her life is displayed in reverse ordérere the camera
walking is also like flowers flying along with windhlso, her
destination, heaven, is full of colorful flowershds, while
flowers mean hope, wish, and happiness in the filmye
generally they mean Matsuko herself, who is bealiytifsad
because Matsuko as well as flowers is beloved damha
particular season.

Flowers are always present in Memories of Matsukd a
many of them show up, but some flowers are necgsfaund
in specific situations. Whenever Matsuko is unhappy
unfortunate as in scenes where she is raped,asithaway by
an adulterous man, or happens to commit murdere tae red
flowers fully blossomed beside Matsuko. The redwéics
constantly shown in such repeated situations stiggeshe
audience that worse situations will happen to accur

In particular, when she is thrown away by Ryu, due pale
lights are used and red lights are never used asher scenes,
which helps to present the color of the flowers enor
prominently. With this contrast, the film reveal®wh big
Matsuko's devastation and sorrow are.

While red flowers stand for unhappiness and misfoat
yellow ones symbolize temporary and uncertain haggs.
Originally, yellow flowers stand for happiness, wiag, caution,
and friendship. They are seen in close-up in tle@eas of love
with Ryu while they are never closed up in othesrss where
she live with other men. Her love with Ryu, a gaagss like a
moth flying into the flame. She gains temporary giapss by
trusting her body to Ryu, the root of her own ungiapss. This
is not due to her excuse of Ryu, who is drivingih& the evil,
but due to her own happiness generated only whenish
beloved. This love also gives very transient haggsrafter all.

Pink cherry blossoms mainly symbolizes romantiodhj but
here they stand for dramatic lethargy in contrasiinages.
While the scene is decorated by pink cherry blossamere
Matsuko is going to find her love for sure fulllwdpe, she soon
tastes loss as she just see her love leaving.
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Once more, yellow flowers are closed-up before Mkas It represents the eye of watching through TV, thdb say,
dies, where also they are close to a message ofrwgatio her, voyeurism, or narrows the distance among charactieedso
who think about happiness with one last hope. Adtershe is plays the role of reflecting characters' psycholtmghow it.
beaten to death by middle school student. Consigesuich a In The Science of Sleep, a space named Stephane TV
situation, we can conclude that the yellow flowsysnbolize independently appears. It is also a space for @rpats of
temporary happiness and warning in the film. Stephane's dreams while results of personal andweagsing
experiments are shown via the television or sarcagamst the
reality reflected in TV is carried out.

4. Subject: Stairs

2. Subject: Crow and black plastic waste bag

Fig. 2 Crow and black plastic waste badgvlamories of Matsuko

W 7

The trash bags turing into crows to fly to the skpresent — Bt R :
. 3 Stairs ifMemories of Matsuko

trash-like life of Matsuko in her 50's, and at flzene time, they
mean that her coming absurd death rather givepéace as
they are sublimated as birds of luck in Japan, srow In this film, stairs are most directly connectedtsotheme.
) they are objects of love and hate in earlier patsare changed
3. Subject: TV into the meaning of guidance to forgiveness and.ld\he film
The television is an objective medium reflectingatbgies. contains some intended cuts of stairs to make theknhigh
It plays the role of providing us with an intendeedstworthy  and long by taking them at low angles, which sestifithe way
ﬁCtion, which is Changed into discontent and grdeé to the to forgiveness appear distant and h|gh In addi]fmtured in

lack of existence, and the stronger this turns thiet,more we |ights, the end of stairs means the way to apprGumh
depend on false experiences.

The television seen in the film represents Matséesire. In
the scene where she commits murder, the televaiows Uri
Geller. This reflects Matsuko's unconscious statetich she e
just wants some psychic power that can be thouglat magic

- T—ﬂg

5. Representation Method: Transparent body

against the current situation. Moreover, when shedtching - LR

images of astronauts with Ryu living with her, imaagination Fig. 4 Transparent body

in which there are only two of them in the spacemiferse is

projected on to the television image. The televisiothis film Tissues within the endodermis surrounding by thie &k
can be said to not only speak simply representirgitnes but shown. This represents awakening of emotions okfress, or
also show her wanted desire. plays the role of directly making the main charactederstand.

Also, the television in the film has another rolghile the
television in recollection expresses Matsuko'sréed hints at
upcoming events and characters in the presenttélaeision
screen shows a detective story when a policemas tyr to ask
Shyo where Ryu is, and an image of a man pushix tedge of
a cliff when he is in an extremely pitiful stateedto abrupt
separation with his girlfriend. Moreover, when Sawea friend
of Matsuko's, comes to Shyo, her video flows ontéhevision. Fig. 5 Flying
Such scenes plays an indispensable role to theté¢ffat they
help the various characters coming to Shyo not shpw  Flight to the sky, an ability that humans don't sEss,
awkwardly. The television in Citizen Dog plays thele of Symbolizes freedom. In'm a Cyborg, but Thats QK
providing direct information from the viewpoint ¢fie main Y€ONg-gun happens to escape from a solitary celpat/chiatry
character Pat. The shape on the screen is seba face Jin, a Ward to meet the deceased grandmother who he has be
cleaner girl when he falls in love with her, ane tielevision missing. This scene is used as a means to escapetfie
serves to broadcast Jin's situation when the moveaiglastic  confined reality.
environment. Also, the main character, Pat himisetovered,  In The Science of Sleep, Stephane always flies wieen
which is an expression of his desire ‘to be ontéfevision.’ moves in the world of dream. This is expressedMmising in

The television in Amelie from Montmartre expressedhe water, which also symbolizes the comfort ofetus in
Amelie's mental state or serves as a medium amuagcters, Mother's womb.

6. Representation Method: Flying
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7. Representation Method: Movement of non-living dkjec

Fig. 6 Movement of non-living ob]ects in Amelie bntmartre

Amelie and her beloved surrounding things playrble of
objectively watching their love or give help.

Fig. 7 Movement of flowers in Memorles of Matsuko

Matsuko sings songs when she is happy. While ssiaging,
things are allowed to move to have life. Also, Berrow is
maximized by making fairy tale like even in her@rsituations.

Fig. 8 Movement of non-living objects in Citizen o

In Citizen Dog, stories of municipal people areldged in
the omnibus form, where each person's dream is rshoav
things expressed in animation, or their reasondifefand
situations are dramatically shown.

From the lizard old woman, we can see an orieftigdgophy
of Samsara and Karma, and the picture in the magaarks as
a foreshadow of the main character's journey of.Idhe adult
child girl and the bear shows a critical viewpadhtindifferent
society.

Fig. 9 Movement of non-living objects in The Scieraf Sleep

In Stephane's dream, paper boxes are used. Thetpapae
of the box with which it is easily warped also exgses the
voidness in the dream.

8. Representation Method: Transformation of Material

Flg 10 Transformatlon of materlal in The ScientSleep

2517-9411
No:6, 2012

Some exotic materials are used to express faigy ltké
pureness. For example, in The Science of Sleepwibanain
characters' imagination expressed as cellophaner paater,
cotton, and clouds in the space of reality plays tble of
forming sympathy between them.

Fig. 11 Transformation of material in Amelie of Marartre

In order to express Amelie's childhood juvenile dpirabbit
and bear shaped clouds are used.

B.Costume, Hair and Make-up

This plays roles of representing synergistic efflacshaping
character's appearance. They represent the nature,
characteristics, profession, age, epoch, ethnieityjronment,
and health of the character.

Thomas Morawetz [12], who placed meaning of makeup
the creative role, regarded the make-up as ‘inoitedif the role
of god and genes’, where Stan Winston [13]definkd t
make-up as ‘adding layers to layers like sugaringgtlaced on
the cookies’.

Costume represents the artistic nature of the &l the
psychological status of the characters, and inteduhe social
nature and cultural elements of the film so thanhances the
artistic value of the film.

In the analyzed films, Costume, Hair, and Make-gments
do not represent the direct fantasy images, but tedp the
fantasy images to be harmonized.

TABLE Il
THE KEY COSTUME, HAIR, AND MAKE-UP OF THEMAIN CHARACTER
Film / Image Main Costume Hair and

Charac Make-up

ter

Amelie  (Childhood, Adult) —  Bobbed-h
Cardigan and skirt air with
with Chanel line bangs

3 y ~e length. (green, red, Big eyes -
Amelie Of black, and yellow) curiosity
Montmartre(2001)

Pod Factory worker Hairs
uniforms (skyblue with
shirts with alogoon  bangs,
left chest, purple pants) showing
Taxi driver uniforms ears
(light brown
short-sleeves with a
logo on left chest,
brown pants)

Stepha  Brown suits (single Hair with

ne costume) bangs,

showing

ears

L Ty £ -
The Science Of
Sleep(2005)
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Matsuk Various costumes Bobbed-h 2.Hand
o according to the jobs  air with > :

¢ bangs
= (childgoo
Memories Of d, 30's)
Matsuko(2006) Vvarious Vi ‘ -
hairstyles Fig. 14 Mechanized body in I'm A Cyborg But Tha@
according
to the
Yeong-Mental hospital gown Jggébe 50 The heroine Yeong-gun, who recognizes her own lasdg
gun — light brown dress  air with cyborg, bglieves that the people dressgd in Whjm at the
& e (single costume) bangs hospital killed her grandmother. She kills thenréwenge for
Dentures her grandmother in her illusion in which she hdriseh gun. In
I'm A Cyborg But Erased

this scene, ‘body = machine’ is established asactages bullets
with her mouth and uses her hands as the muzzles.

That's OK(2006) eyebrows

3 female main characters (Amelie, Matsuko, Yeong}dave bobbed-hair
with bangs, big eyes, and egg-shaped faces.

2 male main characters (Pod and Stephane) have bexgpsing ears, and
thick eyebrows.

C.Facial expressions and Body language

Facial expressions and body language help strong Fig. 15 Cut finger in Citizen Dog
representation of the nature of the characters, rafigct
dramatic elements in the films. In the selectechdil body  The heroine, a worker in Thailand, has lost higdis at work
expressions and facial expressions emphasize rttesfa in a canning plant. This shows the poor conditibhabor in

1. Face Thailand, and at the same time satirizes the cadlagf human
dignity by expressing body parts as food. The nchiaracter,
Pat, who has had his fingers cut in societal ngai@solves this
on his own, and experiences exchange of fingers aiher
finger-cut worker.

Fig. 12 Exaggerated facial expression in Memorfddatsuko

Matsuko, who lives a unhappy reality, has her oacidl
expression devised for her father's love in heddbbiod. L2 fom gl b
Charlgs Chaplin's remark on com(?dy, ‘Life is am""he” ’ Fig.6 Exaggerated hands in The Science of Slep
seen in close-up, but a comedy in long-shot,” & general
theme of this film, and Matsuko's comic facial eegsion is a
contrastive expression for that remark. Matsukaesial
expression, which we cannot laugh at, remains jpin@to for

Stephane, who is forced to do unwanted jobs (neative
stuffs, putting little letters with his hand allydebng), resolves
his stuffy mind in his dream, during which thergpagrs a big

remembering her, which plays the role of makingmake a nang. This big hand is an extreme expression dbtiedom of

bitter smile at her, who shows more gloomy lifdtasstructure ;g jobs, and a symbol of power that he cannotyeagoa minor
of the story goes deeper.

m

clerk but desperately wants. In his dream, Stephafliets

violence to other colleagues who ignore him andgwver the
company to hold the boss office in his hand. Sudituation
makes his not yet accustomed reality more prominent

3. Foot

Fig. 13 Direct representation of emotion in AmeféMontmartre

In Amelie from Montmartre, when the photo box repein
turns up, who has been met only in photos, Montsige his
real face and his torn photos is used to expres$atit that the
real person and the one in the photos are the sharacter. In -\
addition, the collapsed mind due to inexpressipbiit love to Fig. 17 Toes as recharge indicators in I'm A Cyldug That's OK
the beloved one is directly expressed by warpinddee.

In I'm a Cyborg, but That's OK, the heroine expeedser full
charge as the light turing on at her foot fingditsis is also an
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expression of a mechanic human being, and showsttiba
machine is charged with batteries while the humaind gets
energy from food. This metaphorically presentsstage of the
heroine, Yeong-gun.

y

Fig. 18 Expression of emotion through feet movenmeiMemories of
Matsuko

In Memories of Matsuko, we can see two shots of the

heroine's feet, one in her childhood and the otttezn she is
grown up, in which her fantasy is expressed wittd-golored
particles.

D.Lighting and Colour

TABLE Ill
THE KEY LIGHTING AND COLOR OF THEMAIN ENVIRONMENT
Film / Image Lighting Color
Natural Warm yellow screen
twilight forms the main key,

and costume and
prop contrast in red
and green

creates bright and
clear atmosphere
Purple, blue, breen,

Amelie Of
Montmartre(2001)

Natural

twilight and pink color often
Backlight appear in the

: the - uniforms for the
represent workers in Thailand
ation of reveals the attitude
light that of the people who
cannot shall be directed to
exist in the brightness in
the reality poor reality

Low saturation
colors form the main

Space of
artificial

light of key.
! 3 night — - Reflects somewhat
The Science Of low key boring reality
Sleep(2005) conceived by the
main character in
gray.
Natural Bright and high
twilight - saturated color of
Backlight green, pink, yellow,
: the and red form the
Memories Of represent main key.
Matsuko(2006) ation of - constrasts the dark
light that lifeof the main
cannot character.
exist in
the reality
Natural - Green color forms
twilight the main key, which

means the color of
sprout in nature.
Overal key of film is
composed of clear,
fresh, and clea

'm A Cyborg But
That's OK(2006)

colors

Light (contrast) is the element of visual imagest thas both
‘informative element’ and ‘symbolic element’, as rAant
said.[15] Light not only concretizes the shapehef dbject and
forms images of the area that is out of the viesvéstus, but
also has the symbolic meaning in the film in hurnistory as in
the saying: ‘film is light. And light is recognizethrough
human sense. Light forms the tone and mode of veeatl or
individual scenes, and it is aesthetic, and contancial
meaning. This means that the lighting submits & dhamatic
meaning of the story (in the stage or psychologghafracters)
without ceasing. This can also be told as thatltkene of the
film determines the lightings of film essentiallyd].

In general, natural twilight is used, which symbe#
romance, memory, home, and coziness.

1. Light

Fig. 19 Sanctified Light

Lights and beams are used with divine meaningshtLidpe
object of hope and tolerance, is expressed by esipheamany
scenes within the films. In Citizen Dog, Jin, tlowd of Pat,
herself is featured as lights, and Matsuko's youhgether in
Memories of Matsuko is expressed with a halo asdmees as
the object of divine forgiveness. In addition, eosg beam of
light in a lonely and desolate closed space symbsla hope.
All of the 5 films expresses that dreams and hapesot be lost
by revealing lights shed on the entire city.

2. Colour

Colors are clearly distinguished in the films. Msodf
situations are shown in accordance with meanindgiseotolors,
the colors work as elements clearly distinguishaeen the
present and the past, between reality and stares between
reality and dream, and they are distinguished éoatance with
the main characters' psychological states.

In Memories of Matsuko, a pink light source is uged
express Matsuko's gladness and happiness in tine sdeere
she is released from prison, and a blue light snig@dded to
express Matsuko's sadness and gloominess whepales|the
house where she lives together with Ryu. Due th stilects of
lights, the most frequently used color in the filimsed. The red
light is used in the meaning similar to the redviéos as when
Matsuko is unhappy and sad.

E. Positioning of characters & Objects within a Frame

In films, camera makes the viewer share the commew
point of the characters in the story, by selectimg location
and/or by the movement. These selections of reptatsen
method forms implication of the ‘subjectivity’, atiterefore are
tied to the subjectivity of impression of represehbbjects that
are seen, and/or heard in the film. Through thdesngnd the
movement of camera, and through the arrangemerthef
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objects in the frame, the viewer may approach tdalb back
from, or spin around, or pass by the objects.

For the commitment and the empathy of the viewereeds
to be contemplated that whose view point shall edufor a
certain shot.

TABLE IV
THE KEY LOCATION OF THEMAIN CHARACTER IN THE FRAME
Film / Image Camera Shot Size
Angle / Moving
Zoom-in Close-ups are primary
Eye Level
Top view
Amelie Of
Montmartre(2001
Eye Level Close-ups are primary
Hand held Various
The Science Of
Sleep(2005)
Zoom-in Close-ups are primary
Eye Level
Frontal / Frofile
/ Back view
Memories Of
Matsuko(2006)
¥ s Zoom-in Close-ups are primary
Eye Level
Top view

'm A Cyborg But
That's OK(200¢

1. Camera Angle

Use of eye-level front shots with close-up mainynprises
the picture for narrowing actors and audiences, eemtlera
angles with which the picture almost springs fréwa $creen as
a perspective with the viewpoint on the z-axis #dgsense of
devotion. On the other hand, in The Science of [Sleke
unstable feeling of the adult child is expressedubing the
‘hand-held’ technique, from which we can learn thiatfeeling
also shakes and moves in the incessantly movingigam

2. Defamiliarization (Distancing) Effect of Bertolt&ht

Making something familiar strange, criticizing finin film,
and the criticism on ideology are already represenin
Jean-l_ug Go'dard;s films.

1)

Fig. 20 Gazing Camera

The images in which Amelie scoffs at the fruit selare
expressed by her gazing at the front of the scra®hin Citizen
Dog and Memories of Matsuko, a Brechtean elemeplaised
by embedding a form of music video in the middi¢haffilm. In
Citizen Dog, the method of showing busy aspecth®@fity to

the audience when the main character arrives tlaeick at the
prison scene of Memories of Matsuko, the same f@sm
expressed when Matsuko sings a love serenade. alidfrom
Montmartre, a scene where what is played in atbéatirectly
explained and where the characters on the screectlgi
explain things to the audience in the early navrati

3. Uniform Motion of Cameras

= AN LS F L

Fig. 21 Uniform Camera Movement

The camera makes vivid the cuts of group workinghwi
mechanical feeling by wusing the front shot and
right-left/lup-down cracking. The plant scenes itizen Dog,
and I'm a Cyborg, but That's OK show quite sirmalemosphere,
which contain earlier aspects and situations befbeemain
characters find their loves. Memories of Matsukprezses the
situation in which Matsuko is jailed, with regulanythms
among cuts in the form of music video.

F. Last Scenes Containing Key Theme

General difficulties in describing film images a®plained
by Jacques Aumont: in most cases, film images dabeo
separated from the concepts of ‘screen’. The imaggisns act
as a part of the world of diegesis which includesl goes
beyond the images [17]. A image always has meauihg
multiple stages.

TABLE V
THE REPRESENTATION OFKEY THEME ON THELAST SCENES

Film / Image

Theme

Love

Love depicted from
the view point of
Amelie, the female
main character.

Representation

The process of love
making is represented
in fantasy images, and
returns to the reality.

Amelie Of
Montmartre(2001)

Love

Love depicted form
the view point of
Pod, the male main
character.

By arranging fantasy
images on the city of
main backgroud, the
sublimation of live is
represented.

Citizen Dog(2004
. Love

Love depicted form

the view point of

Stephane, the male

main character.

love is completed in
dream, images of which
are composed from the
materals in the real
world. Completed with
leaving in the boat,
implying the escape
from the realiy.
Matsuko’s life, which
was in pursuit of love,
but unhappy, is

The Science Of
Sleep(2005)

Love
Love, as the opposite
concepts of the

loneliness, is sublimated to
Memories Of depicted from the realization of love that
Matsuko(2006) view point of has been existed around

Matsuko, the female
main character.

By movement of
objects, not only love
between men and
women, but also love
between family

her, and the fantasy
returns to the reality.

1547



International Journal of Business, Human and Social Sciences

ISSN:

2517-9411

Vol:6, No:6, 2012

memberss depictec
Love

Love of male main
character, filling the
deficiency of female
character,
Yeong-gun

They complete love in
another space than
mental hospital.
Rainbow drawn from
them above waste land
symbolizes the bright
future.

I'm A Cyborg But
That's OK(2006)

IV. CONCLUSION

Author has analyzed the fantasy images in the filnder the
classification of Mise-en-Scéne.

As a result of the study, the fantasy images avealed
through the reconstruction of reality, metaphor aymbolism,
desire, and deconstruction and transformation.

Fantasy often occurs when figurative expressiokes literal

This is because, the utterances by the speaker-hetbose
by other characters, should prove the truth. Orother hand,
the ‘non-reconstructed speaker’, according to dknedf literary
amusement, does not have to prove the truth. Recoted
speakers are more suitable for the fantasy, bedhasaewers
can experience the identification to the charaatesse easily.
Main character's viewpoint or story deployment &xenore
interesting elements in the cinematic time in which
rearrangement of time is easy. The dimension & tmfantasy
images serves as a law of emphasis rather thag beportant
in narrative.

The films tell hero’s stories that cannot be onditie the
genre of fantasy in daily life within the grand ithe of love. The
main characters' lives are quite routine, sometismaewhat
monotonous, and out of date, but they are fusedattiers as

meanings. The occurrences of fantasy image elemmnats divine existence. Divine existence is usually ezpeal via light,

mostly figurative expressions, and they hint atnake advance
notices of the theme of a films, or reveal the &ven

Subject matters are intended to express the herothe
heroin's repression of desire. Relevant exampt#sde flowers
always along with Matsuko in Memories of Matsuliee toll
like an alter-ego of an adult female, Amelie, tharious
childhood materials with which another adult, ttirme, man
Stephane crosses reality and dream, the girl whrdsna be a
cyborg while blocking her own desire, and the diféhe diverse
municipal people who appear in the omnibus filmiz&én Dog,
in which they assign life to non-living things. Alsthey
sublimate their desires by flying to the sky orbgulating their
bodies. Such subject matters, harmonized with s@od lights,
all contain metaphors and symbolisms.

The television, a medium showing ideologies, emijzleas

contrastive figures between reality and images dinm [2]

characters' lives. Also, the television shows thirg the

technique of ‘double window' by playing the role of[4]

intermediation among characters and simultaneaedligcting

their unconsciousness, and it also serves as ait isatire of
reality and at the same time as a record of redlitg media of
record include not only the television but also tplsoand
drawings, which as media of printing reflect mamaacters'
psychology through transformation from static tonafyic

expressions or play the role of talking with malraacters to
resolve their troubles. As for colors of screen,pkasis is
shown though separation between backgrounds andatbes
by using complementary colors.
phenomenon, the fantasy can define not only thekdirem the
ordinary, but also representation of super-natessn The
bipolar oppositions between reality and ideal, leetwreason
and belief, and between faith and skepticism craateality

mingled with non-reality. They also create the eoon of

naturalness and super-naturalness. Fantasy imagjesevthe
principle of null contradiction. Except for the ftdrheld’

technique in The Science of Sleep, most of the campgles
use front views and eye-level views, camera movésrae also
mechanical, and ‘zoom-in,” a somewhat awkward eptéfect,

is frequently used. Also, the majority of scenes dae

accounted in terms of via Brecht's ‘estrangemédfeté In most
of the stories, the speaker takes the 1st perswpaint. With

this, the appearance of fantastic hesitance bectetieitous.

Through this bipolar

and the main characters also show images retutaiagother
divine area. Also, fantasy images more dramatiea{fyress the
themes within the films, and paly the role of narirg the

distance between the characters and the audieneetlsty
directly express the characters' psychology.

Limitations are evident from the fact that this dstuhas
selected only 5 films in total. With analyses ofrendilms and
classification of techniques, colors, and light@renaccurate
results of analysis by culture will be possible.eThaper
concludes with this as future research.
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