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Abstract

This thesis expl ores CéNadissarce &spieaidar) s f i ve
Tomboy(2011) Bande de fille$2014) Portrait de la jeune fille en fe2019) andPetite
Maman(2021) Central to this thesis is Sciama ° s f gueeursarratives, as she

demonstrates the fluidity of queerness as charactersayjrdwxplore themselves. Thus, this
thesis usesultural studies to focus on themes of gendexyality, queernesss, desire and

nature. Ultimatelythis text considers how Sciamma uses nature as an allegory for queerness.
Split into four chapters, this thesis uses the four elements (water, earth, air and fire) as a
framework, proposing that Sciamma uses each of these elements allegorically thrbeghout
films. Thethesis argues that Sciamma uses the four elements to naturalise queer desire as it
explores the intersection between ecology and queerness through a closeatetlyissd and

reading of Sciamma’s fil ms.

The first chapter investigates Scimm ° s u s eexamfningwta dyrebpolic use to
display the fluidity of queerness in addition to the performative nature of gender within
spaces of bathroasnswimming poolsand lakesChapter twestudieshe element earth to
exploreSc i a mma’ s |andsuhansgaces, axananing how she creates queer
chronotopes within her films. T$ithesis then moves on émalysethe role of airTo do this,
the chapter acknowledges how pain and eroticism are displayed through the breath and then
examineshowsourmind si |l ence play an i mportant r ol
naturalisation of queerness. Finallyistthesisfocuses orthe element fire by considering the
creative and destructive dichotomy of the element, in addition to discussing the
manifestaibns of fire through lighting, food, warmth and passion.
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Introduction

From 2007 to 2021, Céline Sciamma wrote and directed five feature Riassance des
pieuvres(2007) Tomboy2011) Bande de fille§2014) Portrait de la jeune fille en feu

(2019) andPetite Mamar(2021) Sciamma explorethe fluidity of queerness, engaging with
guestions of gender, sexuality and desire whilst also focusing on growing up, coming of age
and the exploration and discovery of queern8smmma released her defillh Naissance

des pieuvre 2007. Having written the script as part of her final year at La Fémis

Naissance des pieuvr@daissancgsheexplores the desires and anxieties of three adolescent
girls within the central setting of a synchronised swingipool. It won the Louis Delluc

award for a first film and was selected to screen at the 2007 Cannes Film Festival, whilst also
being nominated three times for the 2008 César Awards. Four years later, Sciamma released
Tomboywhichtells the storyohyaung chil d’ s exploration, conf
with their gender. In 2014, Sciamma releaBadde de fillesthe last film in her unofficial
comingof-age trilogy} which follows Marieme a Black teenage girl, living in the banlieues

of Paris.Portrait de la jeune fille en feu (Portrai(2019)premiered at the 2019 Cannes Film
Festival and won both the Queer Palm and Best Screenplay for the qfieenfi8y period

fil m. Sci dilmpPatitesvlarhag202f)$sta magicalrealist film in which the

protagonist Nelly meets her mother as a child.

Sciamma’s fil ms wer e r-mlitealxlsaegdand/i t hi n an e
development for the queer community.France, wil partnerships wre extended to
homosexual couples in 1999 but the legalisation of sssremarriage was only legalised in
2013. Before the legalisation of saisex marriagelNaissancendTomboyhad already been
released two films which explicitly examine andelve into queerness amongst adolescents
and children. Transgender rights within France, and much of the rest of thevawdcot
been particularly progressivim 2012 trans and intersex people became proteftted
discrimination on the basis of x @ a | i,d ewhtiicthy ' was then replaced
i dent i t yfhus,Tiomboy @ M@ nstrates Sciamma’s progress

her spotlight on queer gender identity within children.

1Zeba Blay, ‘Interview: ‘Girlhood’ Director Céline Sc
St o Bhadow and Act,
<httpsi/web.archive.org/web/20150208121213/http://blogs.indiewire.com/shadowandact/intgitteod
directorcelinesciammaonracegenderthe-universalityof-the-story-20150206> [accessed 10 October 2021]



Most of Sciamma’s fil ms emgss$, howavdrlthis quest i
thesis argues that al/l of Sciamma’s fil ms ar
heteronormativity and patriarchal expectatio

representation of the nature of growth, sk#ficovery and comingf-age. Despite not always

explicitly demonstrating gueer characters,

in addition t o Sc4dnakmgrcariventiogsueer i ng of f il m

The main theoretical approach used throughout my thesis is cultural Sodis®
explore the themes gkxuality, gendemature and desir@his thesis uses queer ecology and
gueer theory throughout, focusing specifical
performativity.Additionally, film studies and textual analysis are used to analyse my corpus
using 1 deas f rlamdsapeAlegaty ilnCinentayned’ sXavi er | sami |’
‘“Hi storical All egory’ to explore how Sci amma
all egory for queerness andMispensene: FdreStjler e. Joh
and Interpretatiorare important withirthis thesis, contributing to the discussiorvisual
styleand formal techniquesithin Sci amma’ s f il ms, from | i ghting
décor to framing and cameramovement | osel y read and .anal yse Sc
Within the scholarship on queeinema, many academics and authors focus upon
male sexuality and representatidiick ReesRobertsexploresa wide range of queer films
within a French political context in his 2008 bdelench Queer Cinem&owever, he
primarily focuses on gay male sexualitsling toacknowledgdesbians, or other queer
identitesdue t o the | ack o #ndofesbian seifepsesentatio f i | mma k €
Stephanié&schechner e cogni ses that | esbians have been
proverbial closet within French cinetitDe s pi t e B. Ruby Rich’s expl
cinema, she also acknowledges the laickocus on queer women and lesbian narratives
within her bookNew Queer Cinemavhich examine acomprehensive overview of queer

issues from politics to gender

Regardless ahis focus on the representation of male sexuality within academia,
there is some scholarship surrounding women and lesbians Wwinchqueer cinema

ClaraBradburyRance believes that lesbianism is more present and visible on screen than

2 Nick ReesRobertsFrench Queer Cinem4Edinburgh University Press, 2008), p. 5.

SStephanie Schechner, ‘Shifting Ster ebddwZekwmdourhad sbi ans
of French Studies33. 1 (2012), 685 (p. 63)
<https://go.openathens.net/redirector/leeds.ac.uk?url=https://www.prasumescholarlyjournals/shifting
stereotypedesbianscontemporanfrench/docview/1080538924/&» [accessed July 9 2021]



https://go.openathens.net/redirector/leeds.ac.uk?url=https://www.proquest.com/scholarly-journals/shifting-stereotypes-lesbians-contemporary-french/docview/1080538924/se-2
https://go.openathens.net/redirector/leeds.ac.uk?url=https://www.proquest.com/scholarly-journals/shifting-stereotypes-lesbians-contemporary-french/docview/1080538924/se-2

ever beforeWithin her booki_esbian Cinema after Queer Thgpshediscussesthe varying

types of represent daxplodngdesiré, inimacy &nd sexualityon scr e e
through analysis of a variety of films released over the last two decades, indlizsksgnce

des pieuvresWithin her bookSapphism on Screen: Lesbian Desire in French and

Francophone CinemaducileCai rns c¢| ai ms tldngth studyldedicadedios no
|l esbian desire in Fr é&ihedefora hedbodkaimsiidttoigogghpo ne ci n
by contributing to queer studies from a Frethahguage cinematigiewpoint. However

Cairns does not look at Sciamma nor does she provide a technical cinematic analysis of the

films in her book. Furthermoyevithin Toward a Queer Gaz&rin ChristineTobin looks at a

variety of films, from one of the first depictions of lesbian sex in cinema in Chantal

Ake r malatu selle(1974, to New Queer Cinema. Tobin examines how Akerman, and

other filmmakers, move away froneteronormative cinematic and narrative convenfions

There are many studies on feminism and queer theory within cinema, but specific
scholarship regardingueerFrench cinema or explorations of nature and queer ecology
within French cinema have been enepresentedver the past decade, ecmema, which
is seen as a sttranch of ecocriticism, has gradually been explored and developed more
Within his bookEcocinema,Chu Kiuwai characterises eecinemaas a st udy of t he
interplay among f i | m, ’ Eheanithaogyyof baoksiwittiBboe h u ma n
cinema,provides a comprehensive overviewaolvide range ofhematic issues and topics
within ecacinema, including multiple various theoretical approaches examining the
relationship between humans and nature as well as the exploration of environmental problems

and the role of food within cinema.

Within the bookecosee: Image, Rhetoric, Natu&idneyDobrin and Sean Morey
explore ececinema by considering the role of visual rhetoric and aesthetics in relation to the
construction of space, place, nature, environment and ecology, ultimately studying the visual
representation of nature and ecology within painting, photography, film lewisten. This

leads taheexploration of the relationship between the visual image and the environment and

4 Clara BradburyRance Lesbian Cinema after Queer TheqBdinburgh University Presg019), p xii.
5 Lucille Cairns,Sapphism on Screen: Leshian Desire in French and Francophone Ci(airgaurgh
University Press 2006), p. 2.

6 ChuKiu-wai, Ecocinema(Oxford University Press, 2017).

" Ibidem.



how visual rhetoric, of part i-awvarénassorproducems, co
a positive enviro®mental i mpact on them’

In Transnational Ecocinema&ietariKddpéa and Tommy Gustafsson analyse the
environmental representations found in film but also regard the discursive and narrative
structures, examining how these relate to the wider world. They examine the relationship
between te human body and the ecosystem, particularly regarding modern capitalist and
socialist regimes, reflecting the existence of humans into the wider world and environment.
Theyquestion the ‘mainstream urdxplorisgitthendi ng anc
relationship that nature has with people and culture.

Queer theory has histori cal’lsyessnginsteadci s e d
notions of performance for example, over ideas of what is natural or nétovegver, he
relationship betweemte ‘“ nat ur al ’ and queerness Is a new
activism and literary studi&s Queer ecology and ecofeminism interrogate the relations and
intersections that exist between sexuality and ecology, viewing nature, biology and sexuality
through the lens and perspective of queer theory. CatrionaMoi@men di | ands sugge
can thirk aboutqueerenvironmentss sites where sexual and ecological politics
i nt er MiQuegrlemlogy challenges heteronormative ideas of what is natural whilst
deconstructing the dominant hierarchies, power structures, binaries and dwatigms
sociey ' s under st andi ngwhatis consalérad naturabanddunnaturdl, €.g9.,r e
heterosexuality vs homosexuality, abledied vs disabled etc. The world we live in
associates heterosexuality with nature and normaidyoe queer is deemed unmat.

Cynthia Belmont addressthisi nClaiming QueerSpacen/asNature:An
EcofeministReadingof S e ¢ r eftcasmgon howgender and sexual norms and
expectations are rooted in ‘' def i definitonsofs of t
sexual .dBelmoatlquotes/Pat Califfar who* our soci ety strives

masculinity in men and femininity in women appear natural and biologically deterimined

8 Sidney | Dobrin, Sean Morey edScosee: Image, Rhetoric, Natui®tate University of New York Press,

2009)

9 PietariKaapa, Tommy Gustafssohtansnational Ecocinem@ntellect, 2013)

10 Nicole SeymourStrange Natures: Futurity, Empathy and tRaeer Ecological Imaginatigr(University of

lllinois Press, 2013)p. 13.

11 CatrionaMortimer-Sandilands, cited in CynthBie | mont , “ Cl ai mi ng Queer Space i
Ecof emi ni st Re arderdisaplinary StuliesdnrLitetatare and Environmeif,2 (2012)317-

335 (. 330 <http://mww.jstor.org/stable/44087182accessed 8 January 2022]

2 Belmont.

13 pat Califia inPublic Sex: The Culture of Radical Seited inCynthiaBe | mont , ‘ Cl ai mi ng Quee
Nature: An Ecof emi ninterdiscRimaydStudias in titerat@eand Eavirenmeld, 2,

(2012) 317-335 (. 319 <http://www.jstor.org/stabld4087102 [accessed 8 January 2022]
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demonstrating how nature has often been used as an argument lagaiosexuality, or
anything thatiffers from the heteronormative ideas and expectations that society has of
gender and sexuality According toNicole Seymour in Strange Natures: Futurity, Empathy
and the Queer Ecological Imaginatiotiereis a lack @ scholarship regarding the
intersection of queer theory and ecocritici&s sheuestions whether there is a queer way of
thinking environmentally and ecologicalty
In Feminism and The Mastery of Natueepfeminist Val Plumwoodrgues that
nature is a political rather than descriptive category. Plumwagdestshat nature is
problematic due to the fact that it is so interwoven with gender and has encompassed many
different sorts of colonisation. It also retains a dualistic dyoawhere human vs natural
world are contrasting dualisms, in which the natural weridcluding women, indigenous
people and nchumans is subordinated. Timothy Morton also disregards the concept of
nature and replaces otghwi'th maki ngran ¢cleeadal odg
the two'® Ecological thought recognises the interconnectedness of ecology and all forms of
life, ‘' ecol ogical thinking is to do with art,6
includes all the ways weniagine how we live together. Ecology is profoundly about
c 0o e x i $'tMertorcemphasises that radical change and thinking are neeodte to

nonrhumans and nature as a whole, as nature e
butexistsouisde of soé&iety’s wall s’
Morton argues that the ideas that we have of nature, and even the word nature itself,
are a construction of society which deems heterosexuality and gender binarity as normative
and nat ur arkality dods adt fallonethexpectations and rules of society, but is in
fact strange, unexpected and queer. It does not make the kind of sense that environmentalism
or society demands it makes. Morton argues t
gueerness and strangeness efilorld, making space for introversion, homosexuality,
disability, spontaneity, irony and ambiguityo understand and acknowledge that nature is
gueeris to recognise and get rid of heteronormative assumptions and interpretations of
nature. It is to accephecomplexities present in thvald, strange, queer world and ecological

world within it.

14 Belmont.

15 Seymour, p. 1.

16 Timothy Morton, The Ecological Thoughtarvard University Press, 2010)
71dem p. 4.

18 Timothy Morton,Ecology without Nature(Harvard University Press, 20), p.1.
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This thesis examines how Sciamma creates spaces and environments which challenge
and deconstruct conventional ideas of dominant hierarchies, power structures, constructed
binaries and heteronormativity within French society and nature. Sciamma recogaises t
gueerness of nature within her films and uses it to mirror, symbolise and create parallels
between the queerness of her characténs. thesiexaminesSci amma’ s f i | mogr ap
specifically investigating the role of queer desire in addition to theptason of nature and
how they interseawith each other. To explore this, this thesis will address the following
research question how does Sci amma imlertfimg dtwilldosobgueer d:
analysingthe role of nature in her workith aview todisplaying queerness as well as the
political and progressive act of representing queer narratives.

To desire something or someameans to wish and long for it. The original literal
sense beingo await what the stars will brindrom the Latinde sidereThis thesis explores
types of desire that Sciamma’s characters pr
of queer desire from sexual and romantj¢o thedesire to express oneself authentically.

There are two meanings of nature to consider withsthesis. The word nature
comes from the latinasci,meaning birth as well as the principle of li#®henexploring
nature this thesisnvestigatst he r ol e of the physical natur al
this includes plants, animals, landscapes, outdoor spaces and the weahthiemnally, it is
also important to consider what nature means separately froeedlegicaworld. The
nature of something can mean the characteristics, features or qualities of sorfiéilnsng.
this thesisalsoexplores the characteristics of desiréhese two definitions link together by
investigating how nature intersects with the qualities of dadirmately aiming to explore
both meanings of ‘the nature of desire’

This thesis examines queerness, using ‘qu
nortconformity; this includes the defiance of the default of heteronormativity as well as
societll expectations and assumptions of gender, sexuality, desire and sex. This thesis aims to
examine the queer coding rooted in Sciamma’s
used, to themes, characters and narratives. Sciamma exposes the limésoobneiative
conditioning and French society. Not only does Sciamma do this through her presentation of
gueer narratives and characters, but also uses her films to demonstrate and exemplify the
reinforcement of heteronormative values.

Through the framewarof the four classical elements (water, earth, air and fire), this
thesis explores how nature is present within

elements to naturalise queer desinaditionally, the fouelementsareused to explain the
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complexity of all matter in the world, constituting the fundamental aspects of life. The four
elements were first grouped together and identified by Greegocraticphilosopher
Empedocles in the'5century BCE® and were considered be the four elements to make up

all creation in the world.

For hundreds of years, the four elements were used to aid scientific and medical
research and exploratighin addition to Ancient Greek culture, Ancient Tibetan and Indian
cultures also grqued these elements, resulting in the four elements to be used throughout the
Middle Ages and the Renaissance, ultimately influencing European thought and culture. The
idea of the four elements has since been developed and elevated into more concrete
philosophical ideas. However, the four elements still provide a useful perspective for thinking

about the natural world as well as providing important symbolism

Someconsider the four elements to be dangerous, damaging and destructive, causing
natural disasterand destroying human lives and valdeslowever many consider théour
elements essential to life; for instanceThe lllustrated History of the Elemenkgzak and
Musson argue that ‘earth’ i s ®dustaininglhliving a me nt a
organismg? Water represents fluidity, movement and transport e gu |l at i ng and tr
oxygen, |liquids and nut?f Aitisiaceneavhble soartesof i al i n
energy, giving humans oxygen and enabliesgpiratiod®. Finally, Kozak and Musson do not
consider fire to represent a mass substance, but that it denotes a process that produces heat,

light and enables food to be made

Sciamma has not outwardly addressed the role of the four elements withiarker
but this thesis critically examines how the four elements are presented and become a vital
part in demonstrating and naturalising queer desire. This thesis analyses each of the four
el ements successively to explhowskeeulScatelg mma’ s ¢
uses nature politically to defy heteronormativity as well as demonstrate the intersection

between ecologgnd queernes$/loreover, Sciamma queers cinematic conventaorsform,

19 Katherine M Bunker, Margaret F Farr, Maura C Rodgdhg Four Elements: Air, Earth, Fire and Water in
A r tArt Education54.5 (2015)25-32 (p. 25)<10.1080/00043125.2001.1165346faccessed 1 February
2022].

20 JanKozak, Roger M. W. Mussoif,he lllustrated History of the Elemer{&pringer International, 2020p. 1.
21 Kozéak, Musson, p. 1.

22|dem, p. 4.

23|dem, p. 5.

24 1bid.

25|dem, p. 6.

%6 |dem, p. 7.
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creating ajueerpolitical manifestoUsing the frameworkfahe four elements, this

di scussion into Sciamma’s naturalisation of
exploring the role of water, examining how water is eroticised through saliva, orality and

watery spacedAdditionally, chapter one will examine ho®%ci amma’ s use of wat
facilitates freedom and longing whilst also demonstrating the fluidity and vast expansive

nature of queerness. Chapter one also explores how watery spaces can encourage gender
performativity and exploraton, pri mari ly using Judith Butle
Chapter two focuses upon t hetheoy&thent earth u
chronotope to examine the configurations of time and space by exploring rural and urban
spaces wi t Hilmograghy. Claaptentoreesmoves on to explore the element air.

This chapter investigates the role of the breath in addition to diegetic and territory sounds
throughout Sciamma’s fil ms. Finally, chapter

food and passion through the dichotomy of fire
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Chapter 1: Water

Water is a key t hemat usedterkpeeseatihe deptmandexparssenma ' s
of fluid queerdesiredAccor di ng to Adr i anoatw@ériAtilemaa, 1 n hi
“water can visually give matter arfdfhusieani ng
this chapter examines how wat erdemosstraimg al | ego
the depths of her characters’™ desires, drean
and fluid, flowing freely and queerljemonstrated through the symbolic nature and

omnipotence of water within her films. The fluidity and shapelessness of wiatersnhe

fluidity and undefined nature of queerndssjudinggendeysexualityanddesire. Judith

Butl er’s theory ofisugedthrdughout this chaptergoecekamioerhova n c e
Sciamma uses the image and symbol of water to demonstrateitiiy hf gender. Water is

protean and connective reflecting the growing sexualities, connections and desires of

Sci amma’ s c har ac éxperiesnce s, lohgng sttragtioncamd canipect to
othersJuliaKr i st eva’ s t lisesedioy novfesdlbhjgadctei &mwi amma’ s
connection to the element water. Additionally, queer ecolsgged as a framework
throughout, questioning how Sciamma’s fil ms

contributing to Sci ardesisg®s naturalisation of

Getting Wet: Eroticism and Orality

The critical theory of abjection, described by Julia KristeMdmu v oi rs de | 6horre
sur | 6 askhe &eelihgiofuncanny and the repulsive reaction to being confronted with
something threatening that is deemed impure or taboo such as bodily fluids, wodnds

death. tis not a corpse itself that is repulsive but the realisation that the barrier between life

and death is not as distinct as we beli#&M/hen one is repulsed threatened by bodily

fluids, or a corpsegboundaries are dismantled, forcing one to acknowledge that the
boundaries between the self and what is *oth
According to Kristevaand Lechte i t i s n oof hedltihoe cleantiness which makes

something abject, but that which perturbs an identity, a system an order; that which does not

2Adr i an o ‘AirmiA Depth.\Water and Immersivity in the Contemporary Film Experiéndeta Univ.
Sapientiae, Film and Media Studiés(2012),87-106 (. 87) <http://www.acta.sapientia.ro/aetdm/C5/film5-
6.pdf> [accessed 7 March 2022].

28 Kiu-wai.

2 JuliaKristevaPouvoi rs .Ee slad h srurr ¢Séuid, 4980) ect i on,
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respect limits, places or rules. It is the in between, the ambiguidt$he abjectlike
gueernesccupies an in between, ambigugireinal space which can be viewed as taboo

through its defiance of soci®ty’'s perception

According to Senthorun Raj rDisturbing Disgust: Gesturing to the Abject in Queer
Cases definitions of queerness, and queerness itself, have historically been entangled with
disgust. The unconventional taboos of abject bodily fluids, such as spitting, can be paired
with the taboo and disgust towards new sexual possibilities or queer idedibspitand
queerness do not align withtteh e soci al order o fthlowghteeironor ma
taboo nature and otherness. Saliva is a bodily fluid made up of mostlywidtstrong links
to thirst and orality but is algbreatening and often deemed disgustingiolatingsocial
codes Sciammauses spit in her films to demonstrate autonomy and power, whilst also
eroticising it creating sensualitygnd desiréhrough the abject fluidl hr ough Sci amma’

of spit, she naturalises quaess and defies social taboos disjust

Figure 1. The swimming poaluring the opening scene Waissance des pieuvres.

Naissance des pieuvrelr. Céline Sciamma (Haut et Court, 2007).
The swimming pool ilNaissanceles pieuvress the central setting throughout the

film (figure 1) Its omnipresence is significant, from representing the pressures of femininity

0Julia Kristeva, John L ©dondtLicerary ReAipws.1/D(B98p. 12g. Abj ect i on’
James Ai mers, ‘ Abj QueeriNewnWoddn ChalldhgimgrHatérdnarmativity' in,
Archaeologyg<https://courses.lumenlearning.com/stglta-studies/chapter/abjectieandnormativity/>

[accessed 31 March 2022]

2Senthorun Raj, ‘Disturbing DisgunQueerinG@iminalogyedng t o t he
by Angela Dwyer, Matthew Ball, Thomas Crof{®algrove Macmillan, 2016pp. 83140(p. 83).
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through synchronised swimming, to the fluidity of water mirroring the fluidity of queerness
and the deep flowing desirésdt by the character§rancois tries to sleep withnkhe agairat

the synchronised swimming party at the swimming §&@hroughsynchronised swimming,
Sciamma demonstrates how the sport is emblematic of the pressures gails daodescents

in (French societythrough the expectations that exist for ¢fmds to conform to an ideal of
desire femininity, grace and beauty. The swimming pool is also where the boys train for
water polo, demonstrating the clear separation and gender binary within French society,
which pressuriseadolescents to conform to osiele of the binary and perform either
femininity or masculinity. The swimming pool in this scene demonstrates the pressures of

adol escence through Anne’s desire to conformn
synchronised swimming, as well as tiiri to this group of girls who perceive her as a

strange outsider to laugh at. It is also a space of heteronormativity in which Anne has

developed attraction and desire ferancois the muscular, masculine popular water polo

boy.

Figure 2. Anne and Francois at the synchronised swimming party.

Naissance des pieuvres.

An eroticism and sexual tension already exists in this space where they have both
watched each other, in a state of sennlity, perform their sport (and genddfjancoisalso
walks in on Anne naked in the changing room at the start of theTios,sexual tension
existsbetween tem, alluding and foreshadoing sexual intimacy. The scene begins with a

mediumlong shot of Anne anBrangoisn a swimming pool store room, surrounded by

33 Naissance des Pieuvredir. by Céline SciamméHaut et Court, 2007p1:11:17.
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swimming equipmentfigure 2) The room is drenched in blue light from the glow of the

swimming pool behind them, highlighting theportance of the setting. Sciamma presents a
mid-shot of Anne sat down on the floats while Frangois stands above her, demonstrating
heteronormative roles within sex, Bncoistakes his top off and unbuckles his belt,

asserting his power, masculinitydadominance, whilst Anne is on a lower level, reflecting

her submission within their sexual relationship. All that can be heard is the sound of their
breathing as they stare at each other expressionless. This scene exemplifies the significant

lack of intimacy and emotional consisteniogtween themndemonstrating and naturalising the

sexual urges and desires they, and adolescents, have. As Francois stands looking down at

Anne, the light hits his body whilst his face is hidden in the shadéfith this shot,

Sciamma queers the w&yancoiss presented by sexualisiagd focusing omis body

instead of Anne’ s ;arehighkghtedhyathe dluedight ohtheswimming c | e s
pool.There is &lose up ofFrancoisasnd Anne’ s f aces atent hey st ar
Francoispushes Anne down onto the floats and gets on top dfigare 3) Sciamma shifts

the power onto Anne, as she rejects Francoi s
pushing him down againhthe floats and getting on top of him, queering the heteronormative

roles within sex as shiakes controbccupyinga dominant position. Anne then slowly moves

towards him as though to kiss him, butFaancoiscloses his eyes and moves his lips close to

her, Annespits directly into his mouth. Thyuietnes®f the scenenhances the sound of the

spitas it drops slowly from her mougfkee figure 4)Sciamma uses a close up of both of their

faces, focusing on the abject spit dropping tancois mouth.
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Figure4. Anne spits in Fran-o0isé mout h.

Naissance des pieuvres.

Figure 3. Francoison top of Ane.

Naissance des pieuvres.

With this act Annedisplays her autonomy and selbrth, rejecting-rancoisand his
lack of respect for hewhilstalsodismissing her original desires. Sciamma uses the abject
through Anne’s spit to assert female dominan
power dynamics withileterosexuadex. Despite theentralsetting of the swimming pool
representing the pressures of synchronised swimming, Sciamma ultimately useaminne

her defiant act of spitting iRrancois§ mout h, t o shi ft ,queeedg power a
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and rejednhg the norms and expectations represented by the pool. Thesgittimg is an

expulsion as Anne rids herself of the expectations and pressures she faces as an adolescent
gi r | , oflifehwben the indeszidual has developed full sexual capacity but has not yet
assumed a f ul | *antinipdsedeterbnermativity. soci et y’

Sciamma uses spit in another scendamssancehowever Sciamma uses it to
demonstrate Marie’'s desire for Floriane as w
adolescent discovering her queerness. After helping FlorianeRra®toisn secret, Marie
climbs to the top of a climbing frame in therkiéfigure 5) Once she reaches the top, there is
a close up of her face as she stands looking out. The camera stays focused on Marie, not
displaying what she looks,dtutmoving to a close up of her hand as she looks down to spit
ontoit®*Thi s scene is short and btowardsher quaemesp | i f y i
and adolescenc@ As Marie climbs the climbing frame, symbolic of childhood, she stands at
the t@ thinking of Floriane and her desire for her, emblematic of the in batlvaaal
space Marie occupies as an adolescent, as she leaves childhood behind and begins to
experience desire and queerness. Marie uses orality and saliva to not only reject childhood,

but to also express her desire for Floriane. Spitting onto a haisdadly done to connect to

Figure 5. Marie climbs to the top of a climbing frarbefore spitting into her hand.

Naissance des pieuvres.

34 Anne E Hardcastle, Roberta Morosini, Kendall B. Ta@eming of Age on Fili(Cambridge Scholars, 2009)

p. 1.

35 Naissance des Pieuvredir. by Céline Sciamma (Haut et Court, 20009:5:10.

6 CatherineMJonet ‘ Desire and Queer Adali ssaenrcoee deGé IPiira v cisad
of Popular Culture50.5 (2017111271142 . 113§.
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someone else, to shake on a promise or pact. Marie however does this alone, displaying the
separatiorandunrequited desire between them. As she spits and removes the abject saliva
from her mouth onto her hand, she attempts pukse her desires and confusion, ridding

herself of queerness.

In Portrait, water and spit are closely tieajether and are used to display the
sensuality and intimacy between Marianne and Héloise. Sciamma usegth&abbpspit to
demonstrate Marianne and Héldise q u eAdtertheytsask e t he hal l uci noge
ointment’ , the oosemegaftheir mautharas thay kiss,tfoousiag o d
trickle of spit between their lipdigure 6 and 7)The merging of spit connects them together
addingto the sensuality of the scene. After this scene, Marianne climbs on top of Héloise
while she sleepdightly strokes her face anwhispers' i | f aut g, 'dreathmgs b uvi
into her mouth. The camera then follows Marianne as she takes a gulp of water and kisses
Héloise, spitting the water into her mogfigure 8)*® Sciamma uses a long take to linger on
them kissing for 14 seconds, demonstrating the impor@mdentimacyof this moment as
they kiss and taste each other through the exchange of water andalweinema
conventions are evident throughout thisrse through the emphasised long take and diegetic
soundof thewater moving between their mostiThis scene enables the spectator to observe
the natural rhythms and patterns of Marianne and Helaiigktheir intimacy together, as
they occur on screefl. Sciamma uses the abject and socially queer act of saliva twice within
this scene, mirroring the abject taboo nature of their queemubgs alsojuxtaposng it with
the desire and intimaayf this sceneThus, Sciamma queers something abject and diagust

filling it with sensuality and desire.

37 Portrait de la jeune fille en fewir. Céline Sciamma (Camera Film, 2010),:34:17.

Cristina Johnston, ‘The queer ci r c,FlermhScreenStadies obj ect s
22.4(2022), 287303<10.1080/26438941.2021.1956717>

% Tiago De LucaSlow Cinema(Edinburgh University Press, 2015), p. 257.
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Figure 7 Marianne and Héloise kiss after rubbing flying ointment into their armpits.

Portrait de la jeune fille en fewir. Céline Sciamma (Camera Fil2007).

Figure6. String of spitibb et ween Mari anne and

Portrait de la jeune fille en feu.

H®l opseods

ps

afte
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Figure 8 Marianneputs water intiH® | opse6s mout h whil e kissing her.

Portrait de la jeune fille en feu.

Sciammaalsouses taste and salivaTiomboyto demonstrate queerness, otherness
and separation. In one scene, the children are sat outside playing truth or dare. They dare Lisa
and Mickaél to swap their chewing guffiThe exchange of saliva and chewing gum is a
moment of abjection, as the children find it disgusting yet also exciting as they cheer and
laugh while Mickaél grimaces and scrunches their face up. This exchange is intimate and
playful contrastingvith the nornormative nature of sharing gum. By sharing chewing gum,
which is deemed disgusting by the children, Laure demonstrates their queemelsshe
children also find disgusting. The act of shaihggumb e comes a synecdoche
quee gender and sexwuality. The children’s dis
Lisa kissing, once learning that Mickaél is biologically female. This scene entangles
gueerness with disgust and is allegorical; Sciamma demonstrates that the ¢taildrdoeen

socialised with heteronormative ideas of gender and sexuality.

Sciamma uses water to cretgader intimacy between Lisa and Mickaél when they
kiss for the firsttimé!Li sa takes Mickaél's hand, guiding
way. Lisa then stops by the lake, there is a-shot agheyfacing each other and Lisa puts
her hands over Mickaél (figare @ yhe svatea of the l&ke fowse s t h e
behind themframing the shot andhaking the only sound for this scend&eTfluidity and

40 Tomboydir. Céline Sciamma (Pyramide Distribution, 2010(:18:56.
41 Tomboy00:47:18.
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movement of the water mirrethe fluidity of their queernessMi c k aél ' s gender t c
Mi ckaél’'s ambiguous, fluid sexuality and rel

fluidity and queerness through their acceptance and expnesfsiheir desires, kissing each

other and naturalising their queerness.

o B TS — .
Figure9Li sa puts her hands over Mickazxzl 6s eyes before

Tomboydir. Céline Sciamma, (Pyramide Distribution, 2011)

Sciamma displagithe importabhsymbolism of water ilNaissancéy eroticising
water in spaces such as showers and swimming pools, entangling desire, spit and water
together. The eroticisation of water is used
for Floriane. The sport and performance of synchronised swighdemonstrates desirability
and eroticism whiclenablesViarie to explore her sexuality and queernd@ggire 10) The

first scene iNaissancael i spl ays Mari e’ s sexual awakening
infatuationwith Floriane. Sciamma positions Maaed the camerabove the water to watch

the synchronised swimmers perform and ddAdde camera then shifts between shots of the
synchronised swimmers and clages of Marie as she watches entranced. Both the camera

and Marie are drawn to Floriane, fomgson her within the group of swimmers. Floriane

exemplifies elegance, beauty and femininity throughout the performance, demonstrating the
symbolism of her name which resembles “fleur
dance and float in the water,avie is still, staring at Floriane, undlwoman in the audience

asks her to sit down, symbolising a heteronormaiwtborityi nt er f er i ng wi t h Ma

42 Naissance des Pieuvre3):02:28.
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desire Marie cannot take her eyes off the pamoidstays still - transfixed by Floriane,

contrasing with the movement of the synchronised swimmers. Sciamma shows close ups of
the legs kicking and splashing in the water as they perform, while orchestral operatic singing
accompanies the performance, building up to the final shot of the performamigiein

Floriane rises from the water with a beaming smile. As Floriane elegantly emerges and rises
from the water, in the centre of the pool, drawing all eyes toward$idnere 10). She is the

centre of the blossoming flower, as well ashitessoming object of desire for Marie, while

the rest of the synchronised swimmers remain underwater, keeping her afloat. As Marie
watches her entranced and stands to appleugerformanceshe experiences a sexual

awakening filled with desire, arousal and captivation.

Figure 10. Floriane rises from the ater at the end of her performance.

Naissance des pieuvres.
Sciamma uses synchronised swimming to dis

attractonas she i s captivat ed b yperfoimmgMaderatends f e mi n

the synchronised swimming practice for the first time, standing on the side of the pool,

observing the swimmers from afdigure 11). Floriane then invites her into the pool and as

Marie plungesdeeper into the water, the camera followsther ansf or mi ng t he sp

perspective, immersing the spectator into the water. Marie swims across the pool, opserving

captivatedas they dancbelow the surface of the watgigure 12). Sciamma presents the

dynamic movement of the swimmers as their legs kick and arms move furiogisie 14)

The camera shifts between shots of the synchronised swimming andiptoséMarie,
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progressivelyree al i ng Ma r 13 Ehe synchrenised awiniming team.perform in a
seminude state, inviting people to |l ook and we
wat ches their bodies dance and moveto This sc
develop further, as she is invited to watch their performance closely and under the water with

them.

Figure 11. Marie watches| or i aneds synchronised swimming practic

Naissance des pieuvres.

Figure 12. Marie goes underwater to get a better look at the synchronised swimming practice.

Naissance des pieuvres.

4 Belot, p. 173
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After this scene, the camera cuts to a mediomng shot oMariein the shower with
her eyes closed and the water pouring down off*friammeeroticiseshe water within the

showerdisplayingMar i e’ s sexual desire and frustratio

as she stands breathless and wet in the shi@gyere 13). The camera moves to a clage of

Mari e’ s face, after many seconds of watching
andquiet buildingup andintensifying Ma r ilomding, dragging it out as she slowly

stretches and interacts withe water. Marie leans her head backwards, the camera focuses on

her neck while the water streams down her body. Marie sticks her tongue out, tagjelp

the water and spit it ofigure 14). By tasting the water Marie tastes Floriane and connects

to her, as their bodies have both shared and touched the same water. The water becomes a
synecdoche for the body and sesshedrinks from the shower, with thirst and destres

oraltymi rrors and demonstrates Mar riaméaftersexual f

having watched her practice in the pool.
F—’

|t
Figure 13. Marie in the shower after watching the synchronised swimming practice.

Naissance des pieuvres.
Later on in the film, Marie and Floriane share this shower togéigare 15 and 5).

The spatial consistency refers back to the scene just mentioned, as well as the scene in which

Floriane and Francois kiss in the shower. Sciamma transforms this shower into an erotic and

sexualised space which recalls the sexual potential of the préwiossenes. Throughout

the film, the watery spaces are signposts marking the progression and development of their

relationship, from Marie watching Floriane swita the erotically charged scene in the

44 Naissance des Pieuvré3):20:05.
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Figure 14. Marie gulps and tastes the water from the shower.

Naissance des pieuvres.
shower, which suggests the development, queernessa@incinature of their relationship,

actualised through watét Floriane stands in the shower on her own, rinsing her hair with

her eyes closed enjoying the pleasurtheShower. Marie slowly walks into the shower and

joins Floriane, as they both ocgutihnecentralfocus of the frame. As they share the shower,

they stand together getting wetniling and gigglingvith each other. According to Fernando
Berns, ‘queer desires can Mg socellyteguidtedo ut si de
worl d wit ho u t*whter enabling Bpaae to flee frosnaheself and experience
intimacy and queerness. The shower is a sensual erotic space which builds sexual tension
between the two. The increase in physical proximityanirthe developing intimacy and

sexual tension.

“Fernando G P Berns, ‘ \Wpdceand SulnjedtivilQ in Eetempbrary Brazikee y ' , i n
Cinema.Screening Spacesd. by Anténio Marcio Da Silva, Mariana Cunha (Palgrave Macmillan, 26.7)

185200(p. 194).

46|dem, p. 186.



Figure 15. Marie wal ks into Florianebds shower.

Naissance des pieuvres.

Figure 16. Marie and Floriane smile at each other as they share the simming pool shower.
Naissance des pieuvres.

In addition to the eroticisation of the watemMNaissanceboth the French and English
titles of the film tie into Sciamma’s all ego
as well ashereroticisation of water. The English title Nhissance des pieuvres
Waterlilies,evoking delicacy, femininitiand beauty. This title mirrors the desires and
pressures the synchronised swimmers face to transform into beautiful feminine performers
within the water. The title also alludes to

These paintings, and imgssionism itself, use hundreds of small blurring brush strokes
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creatinga painting filled withfluid, blurring hazy colours and shapes, reflecting the fluidity

and unlimited potential of queerness and the desires of the protagonistaNgigsance.

On the other hand, the direct translation into EnglisNa$sance des pieuvres
‘“Birth of octopuses’, which transports the s
the world and imagery of octopuses.Tine Squid Cinema from HeWilliam Brown and
David H. FIl eming argue that the French title
than the English translatiof In an interview, Sciamma explains the symbolism and
i mportance of t hRourma,la@ipuurs esticaonstretgei grandittdans ,
notre ventre quand nous tombons amoureux, cet animal maritime qui lache son encre en nous.
C'est ce qui arrive a mes personnages dans |
Floriane’“8 Thus, the birth of octopuses reflects thirth of growing desires and emotions

that the girls face within adolescence as well as the queer transformations they exfrerience.

Octopuses have often been seen as sexualised animals, especially within Japanese art
suchasf he Dr eam of sWitewherE ocopuses areawetéand sticky with
sexualised tentacles, mirroring the sexual nature and queer desires of the characters in
NaissanceMoreover, inThe Squid Cinema from HeBrown and Fleming look at the role
cephalopods primarily octopuses and squidglay in contemporary media, emphasising
their focus on filn?° They examine the sexual nature of these creatures, arguing that

cephal opods sexual nature and devel opment i
puber t ylescenttbégms talecome sexual and see the erotic in everyday life, in a state

of sexual overwhelm, just like the sexual cephalopodic perspeetiVae sexual symbolism

of octopuses is important throughddissances the adolescents mirror these vahars as

they explore and experience desire and sexuality. Brown and Fleming also describe octopuses

as aliens who seduce and sucker®The hers into

octopus sexual nature and s powerandsedactionofi rr or s

Marie, as she lures her into her dangerous world, using and taking advartiage of

Jonet argues that the protagonists grow sidewayd, o | e gradealuhfsldinghas

beenrelentlesslyfigured asverticalmovemenupward(hence, growingup’ towardfull

4\William Brown, David H. FlemingThe Squid Cinema from He{Edinburgh University Press, 2020), p. 6.

48 Alice Antheaume I nterview avec Céline Scétamenau n €20Mintes,el edemdbde, d:
<https://mww.20minutes.fr/cinema/158820070518&outmondesalledoit-etrefille-15-ans> [accessed 5 November 2022]

49 Jonet p. 1129.

50Brown, Fleming, p. 1.

5lidem, p. 2.

52 Brown, Fleming, p. 25.
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staturemarriagework, reproductionandthelossof childishnessbut Sciammapresenta
sidewaygrowth,takinginto consideratiomonnormativequeerdesiresmatives,actionsand

fluidity departingfrom thetypical verticalgrowthtrajectory’®3 Sciamma creates characters in
Naissanceavho are developing constantly; they are not fixed entities but fluid, growing and in

flux, just like water and the image of theftlooseoctopuswith nofixed form. Octopusesire

animals that combine both female and male sexual elements from the wetness and stickiness

to their tentacles, reflecting the queerness of octopuses by nature in addition to the limitless
nature othechar act er s’ desires. This title enables
desire, passion and sexuality as the three girls grow up and explore themselves within the
central setting of the swimming pool, exhibiting the multiple forms of femininee$eas

adolescents within the film as well as the transformations that take place within them

Testing the Waters: Queer Performativity and Experimentation

Judith Butler argues that due to imposed heteronormativity within society, gendered

behaviour is aevies of acts, or a performance, that is imposed up&hwihin Undoing

Gender Butler interrogates and dismantles the binary gender categories which are defined in
heterosexual opposition to one another, reframing géAtlen Sci amma’ sd f i | ms,
watery spaces enable characters to explore their gender and express themselves,
demonstrating how gender is performativeilt up of a series of repeated acts. The

swimming pool inNaissances a stage for the performance of synchronised swimming, but
Sciamma also uses the space of the swimming pool and the sport of synchronised swimming
to demonstrate the performativity of femininggdthe pressures of perfection and beauty

that girls face within the world of synchronised swimming, as well as wiésch(and
contemporary}¥ocietyat large Synchronised swimming iNaissancas used allegorically to
demonstrate the effort and preparation needed for femininity, as well as the hidden efforts

that go into the seamless performances. The elegant movements above the surface, exemplify
femininity and beauty, and juxtapose with tliloe, force and kicking that takes place below

the surface, hidden from the spectators. Synchronised swimming requires efforturidden

the water, mirroring the ways the girls comply and conform to heteronormativity and
expectations of femininitgfigure 17). As the girls kick furiously and wildly to stay afloat

whilst performing their routine, their performance above the veatems natural, effortless

53 Jonet p. 1131.
54 Judith ButlerUndoing Gende(Routledge, 2004).
55 1dem,p. 10.
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and beautiful, conveying a false idea of perfection. Not only is this an allegory for femininity
andthe expectations of adolescent gilst it is also allegorical of Floriane as a character.
Floriane gives an impression of sensuadityl sexual confidence, however throughout the

film we learnof her insecurities and the pressures she faces to beeanfidhin her
sexuality.The swimming pookénabled-loriane to hide behind her constructed false identity

through synchronisesiwvimming as well as the expectations of feminiafty.

FigureI7.Mar i eds view of the synchronised swimmers kick

Naissance des pieuvres.
The changing rooms iNaissancere a space in which the girist onlyprepare for
the performance of synchronised swimming, but also the performance of sensuality and
femininity. Their feminine idently is socially constructed through rituals and performance;
the girls are lined up as a coach inspects each of their armpits for stray hairs before they
perform. Sciamma demonstrateatthe feminine ideal of women and young girls is based
on heteronorntave misogynistic expectations and ideas of gender, through the effort and
preparation that goes into synchronised swimmingarssancefrom the kickingand effort
to stay afloat, to the makeup, hair, glittering colourful swimming cost(seesfigurel 8).
Additionally, the synchronicity of their performance means that they musb&landbe the
same- symbolising the expectations of women and femininity to comply and fit in to a

specific idealised expectation within patriarchal Frenaiety.

S6Berns,p. 195.
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Figure 18. Florianegets ready to perform

Naissance des pieuvres.
Sciamma also uses water to demonstrate the performative nature of gender in

Tomboy Like the changing rooms iNaissancethe watery space of the bathroom also

becomes a spader performativityandexpression elLaure experiments with gender

expression and clothing. The bathroom becom

which they are able to construct their own identity and become Miekaé&hnne cuts

Laur e’ dgronthohthemirror m the bathroom; the framing of this shot displays Laure

and Jeanne’s backs to the camera but Laure’

displaying how Sciamma blurs the lines of gender and id€(fiityre 19). Later o in the

film, Laure looks at themself in the mirror of the bathroom, which becomes a space of

transformation for Laure throughout the fif$By lifting up their top, they begin to inspect

their body in the mirroffigure 2). The camerashows adeepfecuof Laur e’ s r ef |

the mirror while the back of Laure’s head i

Laure’ s perception of themsel ves aadmprddst hei r

their muscles, turning and twisting their lyaak they inspedt andthe flatness of their chest.

The scene ends with Laure spitting into the sink, and producing a small smirk of pride in their

ability to be recognised as a boy and their performance of masculinity. The spitting mirrors

what Laure ha seen the boys do whilst playing football, thus demonstrating this learned,

performative behaviour of masculinity. Waldron argues that body detritus as an externalised

57 Judith Butler Gender Trouble: Feminism and the Subversion of Iderfiyutledge, 1990)
58 Tomboy 00:22:53.
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sigh of masculinity is implied within this scene, through spitting into the sink &d th
satisfaction of performing masculinity This scene reveals the conditionality and

performativity of gender as well as conditionality of compulsory masculinity.

Figure9. Jeanne cuts Laureds hair in the bathroom.

Tomboy.
Sciamma uses the lakeTomboyto demonstratt aur e’ s per f or mance o

The children play in thiake, jumping off from the pontoo?. Just likethe swimming pool in

Naissancethe pontoon is alsasymbolic stagenablingthe children to perform their gender

identtyand express themselves. According to But/l

through the stylization of the body and, hence, musingerstood as the way bodily

gestures, movements and styles of various kinds constitute the illusion of an abiding gendered

self. ®1 The lake enables Laure to transform further into Mickaél who stylises their body

through the creation of a plasticine pessl the destruction of a swimming costume into

swimming shortgfigure 21 and 2). Mickaél also demonstrates strength and masculinity

fighting with the boys, pushing them into the lake and wrestling with them, contributing to

the socialised compulsory id@f masculinity. Lisa does not take part in the fighting,

demonstrating the way the children are socialised with heteronoiiyaind defined binary

gender roles. The setting of the lake gives Lasedy the freedom to exighe vast expanse

®Darren Waldron, ‘Embodying Gender Nomlkoydorlmd Eyprint
Créateur,53.1 (2013) 66r3 <doi:10.1353/esp.2013.0001> [accessed 10 December 2021].

60 Tomboy00:45:17.

61 Judith Butler, (199Q)p. 179.
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ofwatermi r r or s the wunlimited potential of Laure
preparation and effort that goes into this transformation demonstrates the performative nature

of gender. These scenes display the series of behaviours and acts that cootitigute t

perception of Laure as a boy, ultimately naturalising queerness and displaying the fluidity of
gender. Through Mickaél, Sciamma demonstrates that the outward signs of masculinity have

no innate grounding in boys but is made up of a series of leantksocialised acts,

behaviours and performanc&sAccording to Waldron, this particular sequences of scenes

takes the embodiment of masculinity even further, suggesting that the phallus can be
“inventi v®@tltlyr manqre xleadd r e’ sswell aademanstratingghec r eat i o

lengths individuals are prepared to go to, to comply with their gender identity.

Figure 2. Laure inspects their body in the bathroom mirror.

Tomboy.

62\Waldron, p. 67.
83 |bidem.
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Figure 21. Laurebds plasticine penis.

Tomboy.
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Fi'u‘f‘e 22 -Léure looks in the mirror inspecting thewimming shorts and plasticine penis.
Tomboy.

In Bande de fillesMarieme also undertakes a transformation in the bathroom,
representing a rebirth and symbolic baptism. At the hotel, Lady takes a bath while the others
eat pizza and watch the television. While Lady is in the bath, Marieme joins her in the
bathroom as hdsrother tries taing her. As Lady soaks in a bath filled with bubbles, her
body submerged in the water, she represents freedom and pleasure and encourages Marieme

to turn off her phone, enjoy her night and to do what she wants. Lady then gives Marieme a
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neckl ace with gol den | et t\dctosel/vistgrye There imagcloseu t
up of the necklace while Marieme in the background is out of focus. There is a religious
undertone to this scene as Marieme is transformed into Vic and pravittea new identity,
undergoing a baptism of new identity and community. The new identity, Vic, is queer
through its gender neutrality representative of a concept and aspiration rather than the
restrictive nature of a gendered name. The space of the tatlermables the construction of

this new identity which allows for free performance of Marieme.

Diving Deep Freedonand Escapism

Vi

Sciamma uses the symbol, setting and i magery

freedom. Through the fluidityral vast expansive nature of water, water symbolises limitless
possibilities as well as the endless fluidity of queerness. It also represents freedom,

facilitating escapism and for characters to experience their queernessRmtlzit is set on

an isolded island; the ocean that surrounds the island is a space of escapism and freedom as

well as a symbol for a utopian female community. Men are rarely shown or within the frame

throughoutPortrait, thus the island is a rejection and temporary escape froetygand

heteronormative patriarchy. Marianne and Héloise are surrounded and protected by the water

that surrounds the island, as they are temporarily able to experience queer love and freedom

within their liberating relationship together. Sciamma use®tean irfPortrait to mirror the

freedom Marianne and Héloise find in the nature that surrounds dimelnm their

relationship together. As they walk along the beach together and converse by the sea they are

able to escape f r oewpettdtiens aof thdngrowelsserami daves oci et y’

passionatenoments together by the sea, as they kiss for the first time in the cave by the sea

and later on cry and hug each other on the coastfigare 23 and 24)
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Figure 23. Marianne and HeI0|se on their first walk together catching glances of each other.

Portrait de la jeune fille en feu.

T ———

R S

Figure 24. Marianne looks aHéloise as they Slt on the beach

Portrait de la jeune fille en feu.

The space of the beachRwrtrait enables the two to escape from the confines of the
house along with the confines loéteronormativity and social conventio@ their walks
outdoorsis where their relationship blossoms and deepens. As they spend time together by
the water, they engage intellectual, intimate conversations which draw them together
adding to the sensuality and sexual tension betweem ha the first walk they take

together, they walk along the cliffs; the sound of the waves crashing as they both look out to
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the dramat backdrop of the ocean and the cliffs. The island is allegorical and a temporary
utopia for their relationship. Marianne travels by boat and is displaced, reaching this isolated
location and meeting Héloise. Upon the island they are able to experieedenfrto explore
nature, attend bonfires with other women and develop a passionate romance together,
momentarily entering a feminine utoptdowever, they are only able to experience the
freedom of the island temporarilpue to societal expectations anetéronormativity of 18

century France, they must return to the real world, beyond the island.

Sciamma uses the ocearFartraitt o di spl ay Hél oi se’ s desir
experience freedom outside the confines of the convent or house. Immediaté\jasifene
and Héloise meet for the first tip@ciamma uses a reverse angle shot of Hélsishe
begins to run towards the edge of the gliffiilst also showing Marianne watching her from
behind, following her and ruming breathlessly to catamp. As Héloiseruns, the spectator
perceives that she is about to jump towards the watdre same way her sister died
However, sheloes not intentb jump, but stops at the edge showing her desire to run and be
free escaping both society’ Asthewapescrastangi ons and
dominates the soundscape, Héloise arrives at the edge of the cliff and finally turns around
showinghef ace for the first time. Héloise s face
immersed in the background setting of the ocean and crashing waves, which exemplify the
adrenaline and limitlessness she has experienced through seeking out freedom.

After Héloisefinds out that Marianne has been painting her in seétéloiseswims
in the sea (figure®). She walks into the sea, submerging herself within the water, despite
having told Mar i an nrea d¢*dsnhonstating i l&ck opfeesdong 0 mme n t
independence and experience due to growingalpted from the exterior worid the
convent This scene importantly highlights Hél ofi
escapes from the island she is trappeddsrtHéloi® engages with the sea, her submersion
cloaks her from paiand creates a safe space of escapisthe vast expanse of sea in
Portrait reflects the unlimited potential of queerness as well as freedom and the human

experience that Héloise desires.

Sciamma presents a long shot of the landscape, with the sea as the main focus, in the

centre of the shot. Héloise is in the middle of the frame as she undresses and slowly gets

64 Portrait de la jeune fille en fe®0:27:15.
85Berns,p. 195.
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smaller within this long take as she walks into the water, disappearinglanérging

herself into this vast limitless space. Héloise appears small as she enters the vast expanse of
water and is unable to swim, exemplifying and highlighting how she tries to stay afloat both

within  t he water and society. The sea is allego
surrounded by freedom and the large body of water but she cannot swim. She is limited and

restricted as a woman, with her future decided for her.

Figure 5. Héloise undressing to go and swim in the sea.

Portrait de la pune fille en feu.

Sciamma also uses the symbol of water and
symbolise her sexual desire and sensuality.
thecleardisi ncti on between the ¢&%oneectnggahd wor |l d and
interweaving water with the nude human body in motion, the physical movement of
swimming and the physical sensations of the water upon skin, tHeusater becomes
sexualised and erotged along with the active sensual body which has become wet and salty
from the sea. As Héloise takes off her layers of clothing, she removes and rejects her pretence
of heterosexuality as her clothes anchor her to heteronormativity and the patriar@tgl soci
she lives inenabling her to experience freedom and accept her queer desire. Héloise is
surrounded by water envtiesruianlg s‘etnhsemfrimeeuam’ m wohfe rti

senses interact with the water, creating a haptic experféAseHéloise walks out of the

%Franziska Heller, ‘“Water and Film: FI| Wiegity of Ti me
Interdisciplinary Reviews Wates,6 (2018).
D’ Al oia, p. 97.
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water, her senses have been heightened as her body and desire have been awakened by the
contact with the water. This scene mirrors the start of the film when Marianne jumps into the
sea during her boat journey to the islandetoieve her painting supplies. She does not rely

on any of the men in the boat to get it for her but she displays her independence and
autonomy by jumping in herself. Sciamma again uses water here as a symbol for the freedom
and independence that womerived to achieve within I8century society. As they both

swim through the water, on separate occasions, they temporarily escape from society and

experience freedom.

The two protagonists share many significant moments together by the sea, such as
theirfirst kiss in a cave. Thguiet waves crashing amgiastsilenceof this scenenables the
spectator to focus on this intimateement between the two and displays the sensuality and
sexual tension within their relationship. They watch each other for adeands and are at
eye level with each other, emphasising the balance and equality betweeAshbey stare
at each other, it refers back to all the moments throughout the film, prior to this scene, where
they have watched, gazed and admired each athetrjbuting to the building and burning
sexual tension, desire and passion between them. As they lower their scarves at the same
time, they both move in to kiss each other, displaying their mutual, equal desire and
attraction As they unmask themselvarsd lean in to kiss each othiey displayconsent as
well as vulnerability This kiss is emblematic of their relationship throughout the film; it is
balanced, equal and filled with desire and sensuality. The waves crash in the background as
they kiss, flaving and moving in time with their breath and the movement of their kiss,

connecting them together.

Marianne and Héloise often look out to sea together as they stand on the beach or the
cliffs. One scene in particul&f resembles Romantic paintivgandeer above the Sea of Fog
by Caspar David Freidrigif a painting which evokes the sublir(figure 27) The sublime is
the artistic effect displaying the strongest emotion the mind is capable of feeling, as the
natural world of the cliffs combines with thetérnal emotions, seteflection and
contemplation of the figure in the painting. Thus, the shot of Héloise, which resembles

Freidrich’”s painting, evokes her desire for

88 Portrait de la jeune fille en fe®1:39:34.
69 Caspar David FreidrichiVanderer abovéhe Sea of FogdL818,94.8 x 74.8 cm, Hamburger Kuhsile,
Hamburg.
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also the depth and strength of theeriority of the feminine mind and emotions she feels

towards Marianne.

AA, S = ==L
Figure 27. Héloise look out to sea, resembling the painting Wanderer above the Sea of Fog.

Portrait de la jeune fille en feu.

In bothNaissanceandPetite Mamanthe finalscenedake place in water. In the final

scene irNaissanceMar i e cl eans of f FI| o rkissedioethesfirstt i pst i ck

time, rejecting Floriane and their relationship as she removes and expulses Floriane. Marie
then jumps into the swimmingpol submerging herseifto the water. This scene
demonstrates Marie's heartbreak and pain,
Marie to see her emotional state, as her body slowly sinks to the bottom of the pool. She then
rises up again intthe frame as she is reborn, renouncing Floriane along with her figsire

her. This scene is a climatic baptism and reawakening as Marie is immersed into the water,
symbolically cleansed. Anne joins Marie in the pool and they float peacefully together as

they are return to themselves and their friendship prevails.

In Petite MamanNelly and Marion spend their last few hours togetoring a boat
on the lake. This scene is playful displaying their intimate, profound and queer connection as
mother and daughter with a merging timelifbey row through a pyramid structusich
mirrors the shape of the hut they built together in the forest, thiestnef on their
connection and the materrgimbolismof the metaphorical womb of the httheunusual
pyramid structurstands out within the lakand furtherenhances the fairy tale like quality of
the film.

ho
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This chapterhas explored how Sainma eroticises water through her presentation of
taste, bodily fluids and water, as well as h
a performative stagenablingcharacters to perform and explore their gender and queerness.
Sciamma interweavesater and queer desire, naturalising her characters queantess
facilitating freedonthroughherallegorical use of watelhe movement and fluidity of water

ultimately reflects the fl ui diqtuegrnessf Sci amma’
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Chapter 2: Earth

Chapterone exploredh e el ement wat er ,examinihgitatiesSsc i a mma’ s
eroticism, queerness, performativity and freedom. Watglitates movement and
transportation, connecting and bringing pedplgether on land, to experience the element

earth Therefore, chapter twlocuseson how t he el ement eart h’ IS
natural outdoor spas@andurban spaces n S c i a m.iilais ceaptér examirees howwet

element earth provides growth and supports life, representing and symbolising grounding,

safety and security.will also examire how nature, fertility and growth are present within the
exploration of the el aswelnasthedegaritahroleiohtheSci a mma’
forest. Chapter two usegieer ecology as a framework throughout, exploring the dualisms

that exist in the study of environmentalism, nature and the earth and how they intersect with
gueerness, sexuality and gend#éhin S ¢ i a mfilmes asswell as exploriniylikhail

Bakhtin’ sactir Ga®t opRoBtiascohSpdcea exalrine space and

intimacy within indoor spaces

Rur al Spaces: Sciamma’s Quee

The chronotope is a theoretical term and unit of analysishys®&tikhail Bakhtin who

explores and examines how configurations of time and space are represented in liferature.

The chronotope ian exploration into how different genres operate with varying

representations of time and spdtéAccording to Bakhtin, time and space are intrinsically

l inked and ‘space becomes charged and respon
h i s t’alhug, the chronotopaperagsalmost as a metaphdirectly influendng the

diegesis and characters.

Robert Stam irFilm Theory: An Introductiorargues thathetheoryof the
chronotopés even more appropriate and relevianéxaminavhen looking at film compared
to literature. ‘Liter at ufwherpasthecmematict in a vi
chomnot ope unfolds in I|Iiteral time, as well a s

relationality of time and spacéThe spectator’s impression of t

70 Mikhail Bakhtin, The Dialogic Imagination(University of Texas Press, 1981), p. 425.
"t Robert Stamfilm Theory: An Introduction(Blackwell, 2002), p. 205.

72 Bakhtin, p. 84.

73 Stam, p. 205.

74 |bidem.
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can be affected by a multitude of aspects, for example, different shots edrdiffpeeds, or

the use of music.

I n ‘" The Chronotopi c Rgelmdey Al Roasaowskimafinesd Gaze
“nor mal chr onot o@aéensefgic obspaee and titmdh dimensiomal
continuity demonstrated through establishing shiotsvesual matches, or real time tracking
shots, for example. On the other hand, Rosolodskis cr i bes a ‘“ horror chr .
system of disrupted time and sp&e&his could consist of, for exampliae creation of
temporal dislocationr disorientatiordue to strategic camera work at different speeds or the
use of music to eliminatehronological connectors, disorientating the information presented

and preventing the viewer from reconstructing spatial and temporal contir@ities.

When di scussi n @rlavdo Papja MiitahBisWéxoirs thé term
‘queer chronotope, desasi bmnyt i d-inea ant nometeaohormativey n
A queer chronotope is a subversion of linear, binary &ntespacevithin a narratve.
Biswas examines hgwn Orlando,t he protagwncbahge disrupts ¢t
“straight timé as their gender fluidity and queer sexuality queers the linear timeline of the
narrative.Both time and their gender are fluid and do cmtform but step out of time and
pl ace, |l eaving the h'8Simlarly thedspenific aspaced andsnatura i g h t
settings, such as forestshetite MamarandTomboyfor exampleare queer chronotopes
which lend themselves to specific meagsé and narrative tropedemonstrating fluidity and

non-normativity.

The forest is a frequent motif in fairy tales. Characters in fairy talesh as in
Hansel and Gretal, Little Red Riding HoodAlice in Wonderland often get lost upon
entering thdorest, enabling them to discover a new world and a new self. The forest is an
all egory in Sciamma’s films: as the characte
they are able to explore themselves and their queerness deeper. Ultimatedye thigle to be
themselves as the forest is a space of freedom, enabling characters to escape from

heteronormative expectationsFrench societyForests are filled with plants and nature

“TaceyARos ol owski, ‘The Chr onot o pArizonaReagearly55.2;(1906, 105188 @109 Gaze i n
<https://doi.org/10.1353/arq.1996.0640

76 Rosolowski, p. 116.

"PoojaMi t t al Bi swas, ‘Queering Time: The Temm@Por aj/dnies dy as Que
138(2020),38-61 (p. 38)
<https://lwww.researchgate.net/publication/339880047_Queering_Time_The_Temporal_Body_as_Queer_Chronotope_in_Vi
rginia_Woolf's_Orlando> [accessed 26 April 2022]

8ldem, p. 46.
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growing wild in corners of darkness, representing the fraughéalsgnored state of

characters mi nds as they del veThdspaceofthehe wi |
forest is often threatening and dark, where people lose their way, symbolically and physically
as they enter the labyrinth of trees and gaHoweverj n  * I nt o t he Wil d Woo
Laszkiewiz writes about the role of trees and forests in literadgeiingthat t hos e her oe:
who actually manage to leave the forest do so stronger and wiser than they had been at the

beginning oftheist or i es, because the wilderneds is a

Sciamma creates a queer chronotope wittdtite MamanThe temporal aspect tie

chronotope consists of Nelly experiencing and journeying through time, moving away from

straightnor mati ve time into ‘queer time’ where ¢t}
‘qQueered’ as s he enTwe separate tineelinespnargbee lolfy 'tshe f or
mot her’ s past Agdytifdr créainh & narrasve pith eraperal tigions

and disrupted time and space. As Nelly enters the space of the dense, wild forest, her
experience of time is subvertétgure 1) She enters a world of fantasy and mystery where
nature and the forest are queer, as she meets her motrailds a

Figure 1. Nelly plays in the forés
Petite Maman, dir. Céline Sciamma, (Pyramide Distribution, 2021)

In Tomboy Sciamma uses the forestaaspace for exploration and discovéfigure
2). Playing in the forest enables the children to escape from the world of rules, restrictions

79 WeronikalLaszkiewicz ‘I'nto the Wi Il d Woods: On the Si gnMythlore¢e ance of T
36.131, (Mythopoeic Society, 2017) pp-38.
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and adults, enabling play, freedom, discovery and explorat®bare seeks refuge in the

forest losing theirway and exploring it deepgkauretransforms further into Mickaél, and is

able to explore queerness and an alternative identity, straying from heteronormative
expectations of femininity and girls. Zuluetan h i s ar t arguds éhatthdforesbio y * |,
a space of the unknown and untaiaa also a space which facilitates discovery, journey

and exploratio¥° In addition to the transformation into Mickaél, the forest is also a space
where the queer relationship between Mickaél and Lisa develops as they walk into the depths
of the forestogether to kiss and hold hands, experiencing the freedom and limitlessness of

the forest and of their queer identity.

Figure2.Li sa and Mickazxl walk through the forest to me:

Tomboy.

D

Laurésbody and gender fluidity ilfomboyi s a queer chronotop
relations between bodies past and presé@ciamma demonstrates the embodiment and
movement between different genders and identitiesighLauré exisienceat home with
theirfamily, andthenthrough the queering of their identig Mickaél is free to exist within
the wild space of the foresDver the linear time and narrative throughout the filrhich
foll ows L a ldaue transfosms furtherrand further into Mickaél, through the
exploration of the forest artlemself At the start of the film Laure has short hair and wears

|l oose ‘“"tomboyish’” clothing and upon being

80 Ricardo E Zulueta, T o mb o y Fi[m2a0dHistpry,42.2 (2012), 10710 <muse.jhu.edu/article/490422
[accessed 3 September 2021].
81 lbidem.

r
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nameMickaél. Throughout the film, Sciamma demonstrates that the more time spent in the

forest exploring the vd space of freedom, thartherLaure transforms intMickaél. This is

shown through Jeanne cutting Laure’s hair, t
swimming trunks as well abe performance of gender and masculinity intensifying

throughout thdilm, as Mickaéladogst he b oy s manneri smAs by figh
Laure transforms into Mickaél and experiences the bliss, joy and freedpenar

expression, time does not exist but is queer and free.

InTomboy' t he woods appear as a central and |
exists between the female and ni&feThe forest enables Laure to exist freelyMiskaél
through the performance ofasculinity Pl ayi ng f oot ball i's part of
performance and demonstration of gender expression (figure 3). This is not due to the male
centred nature and exclusivity of the sport, but according tinkeinto the fact thatootball

in Tomboydemonstratea* di spl ay of the boys performatiyv
ma s ¢ WIbehavurs and identitPlaying football enables Laure to display masculinity

and become Mickaél even further by imitating the behaviours of the boydickaél plays

football, he spits on the flo@nd runs around topless, demonstrating the clear performative

and learned behaviours of gender. These scenes imply that these outward behaviours and
representations of masculinity have ultimately no innaterghog in boys, as well as

displaying the lengths they are prepared to ga twrder tocomply with gender roles and

expectation§*

Towardsthe end offomboy Laureenters the clearingearing a dress (figure 4), after
being made to by their mother; theesss a symbol forsocietal expectations égmininity.
There is a static long establishing shot which is filled wigetic sound treesblowing in
the wind andirdssinging Sciammausestechniques associated with slow cinema in this
scene, as she focuses on the stillness and slowness of the padloetg this longtake to
create a space in which spectatandfscusonan obser
Laureandtheir emotions®® After a cut which signals a radical chandegure leaveshe dress

hanging on a tree, like an empty cocdgbgure 5) as Mickaél is able to exist and experience

821dem, p. 109.

8Katharina Lindne®ue EbmdAffimng GestureofRetsals Tomboyand

Gi r | hnd-ibmBodies:QueerFeministEncountersvith Genderand Sexualityin Cinema(Routledge 2020),
pp.194-245(p. 212.

Darren Waldron, ‘Embodying Gender Nomikzoywd,orlmé Egprnint
Créateur,53.1 (2013) 66r3 <doi:10.1353/esp.2013.0001> [accessed 10 December. 2021]

8 De Luca, TiagoSow Cinema(Edinburgh University Press, 2015)357.
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the freedom of gender expression within the fotektickaél exits the forest and abandons

the cocoon ofemininity, heteronormativity, and of their former self. This scene symbolises
Laure sheddingheir skin, rejecting gender norna&d metamorphosising into Mickaéls

they stray from the path of normality and societal expectations and into the wildiqueair

space of the forest. The cocoon of the dress hanging on the tree demonstrates a static idea of
femininity and womanhood, linking to reproduction and the image of the wbinebcocoon

is a transformative symbol and lasure leaves the dress hanging on the tree like a cocoon,
Lauretransformdanto Mickaél.

Figure 3. Mickaél watches the boys play football before joining in.

Tomboy.

8 Tomboy01:11:25.



Tombov.

Figure 58. Laure leaves the dress hanging from a tree in the forest.

Tomboy.

The forest inPetite Mamaralso occupies a queer liminal space as Nelly journeys
between two timelines through the foredtiammaalsouses the setting of the fordet
emphasi se the maternal nature of tPatie f il
Mamanis filled with darkautumnal colours of orange, red and brown. The settitigeof
autumnal forest is symbolic of the theme of life and death throughoutrtheé Nelly

encounters death for the first timéelly experiences confusion and sadness at the loss of her

m

an
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grandmother, along wittihe regret of not having sagbodbye However, her griefand the

death of her grandmothemable the forest, earth and nature to open up as a portal to a past
world. Sciamma demonstrates intergenerational womanhood dsisge Nelly and her

mother closer together, enabling them to bond over their shared grief

The enclosed space of the sed plants surrounding Nelly in the forest resembles
the intimacy and safety of Nel |matersalande!| ati ons
fertile, is an allegory for the relationship and connection between the two. Just like Mickaél
running to thedrest for safety, to hide from his identity as Laure, the forest is a sanctuary of
safety and maternal presence. Nelly is able to connect to herself and the lineage of women
she is part of through mother nature itseitl the queer merging timeline whiateéles her
to meet her mother as a chilelly runs away to the forest to play and experience joy in this

period of grief.

The hut that Nelly and Marion build together in the forest is allegorical of the
maternal nature of their intimatgueemunique bad and relationshiffigure 6) The hut is
enclosed, small, safe and cothewomblike shape reflects thmaternal nature of therest
and their relationshiplhey collaborativelybuild the hutwhilst producing a unique, intimate
union between them. Ttehape of the hut also resembles the pyramid structure on the lake,

further adding to the maternal nature of these small enclosed spaces which are symbolic of

>

Figure 6. Nelly and Marion look at the hut they have made together.

Petite Maman.
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the womb or a cave. They also symbolise escapism; Nelly is able to seek refuge in these

spaces fsm the external reality of grief, confusion and sadness.

In Petite MamanSciamma creates a queer chronotope through the distorted queer
time within the space of the forest as blends two timelinesogetherThrough the
coexi stence of Nel ISgiamangugtapdsasrandembrasesilti-i me | i ne s,
generational storidsridgingtogether reality and imaginatipevoking a sense of possibility
beyond the ordinary, rational, straight world and French sotietyr a b ud ri dsagical
realismi, combine elements of magic, myth or fantasy with realism; blending thgemres
together Sciamma displays realism throutfte mundane aspects of everyday Hifeelly
feeding her mother crisps in the daer use of slow cinematic conventions such as long shots
andquietnessgl i spl ay the reality of Nelly’” s 1ife. R
and loss Nelly and her family experien@éis ismerged with the magicalnexplained
element of meeting her mother as a childesetechniques and genres are rootethiry tale
and fableandstrive to defy genre constraints or limitatioRgtite Mamargoes beyond any
expectations of the natural world as Nelly enters the forest and is transported into the past.
The unexplained fantasy elementdetite Mamarareemblematic of queerness; they are
fluid and do not need an explanation or concluskn.i amma’ s f ant asti cal e
and queer the traditional storytelling of fantasy or magical reaksmtasycomes from
Nel ly’ s dail y a hbetfarestjinstead of a digitallypehhanceddrgami n t

sequence for example.

Sciamma presents a ragthot of Nelly as she walks through the forégtlly slowly
approaches the camdomking towards something in the distance. A lestgpt of the forest
shows a smll figure of a child in the distance dragging a tree branch. Up until this paént,
foresthas been stillquietand empty, thus Sciamma uses the close up of Nelly in conjunction
with the I ong shot of the f or amiexcitementds aw out
she sees another child in the distance. Marion then waves to Nelly and asks for help with
constructing the huAs Marion and Nellycontinue to buildhe hut, Sciamma avoids
showing Marion’s face, e i t bbeleind, bdildinigoptotlge her fr
moment where we realise Marion is Nelly’s do
They then run through the forest to escape f

house, Nelly stops momentarily, skidding throtigé wet leaves as she acknowledges her

87 Richard Matthewsantasy, The Liberation of ImaginatiofRoutledge, 2002). 2.
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grandmot her’s house before her. As Nelly ent
the spectator in Nelly’s experience as she t
and tracing the wall to feel fohe hidden cupboardrecognigng that she has entered a

furnished i nhabited verlsthi®stens Eciatmmarusega and mot h
tracking shot to slowly bring the kitchen in
intrigue. This shot highlights and brings in
the house is her grandmother’”s from the past

There is no particular shift in era or st
Obvious fantastical or s€i visual cues and techniques, such as special effects or sound
effects, creating a sensation of separation or disconnection from the rehbveonot used in
Petite MamanThe fantastical elements are placed into the everyday setting and realism of
Ne |l | y.Sagamia ukes an incredibly shallow depth of field and autumnal colour palette
which creates a fantastical faitgle like atmospher&.he fairy-tale like forest creates a
timeless quality and acts as a queer liminal space between both timelines, as the forest
remains the same throughout both Nelly’ s pre
be integrated into the film subtlyhe magicalof the forest is presented as a restorative
healing force in the face of inner loss and grief. External comfort comes through Marion and
the games they play together in the forest. Nelly is able to explore her grief as well as her
mo t h e r ’oping with $0$s,and ¢acilitating a new understanding and connection with her

mother.

Mittal Biswas writes that the spatial aspect of the queer chronotope consists of the
‘“physical and psychol ogi cianclspdadicreg otidhd® hieo ¢y ‘o
Not only is the forest ifPetite Mamara queer chronotope, as it defies space and time, but
Nelly’s body and gender are too. Amstahdl | y mo
presents he moves between two t i nseidtoitheeasratieend br i n ¢
presentAstimeisqueeand of ftrack, filled with temporal
gender neutrality are also apparent as she experiences both timelines within the space of the
forest. The queer time and chronotope witlfatite Mamarare allegorical of the queerness
of Nelly, through her gendereutral expression through her clothes as well as her
performance of masculinity when playing games with Mariglly in the present day is

more gender neutrathrough her overalls and jumpers and tied up ti@an her mother in the

88 Mittal Biswas, p. 39.
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past, demonstrating the shifts in expression and expectations through time and how culture

and society have developed and changed over time, specifically inmdétatiender roles.
Through Nel | y -papirdy and gamesdogéether, thep thke on different

characters and identitie8n overthe-shoulder shot presents Nelly flattening her hair down in

the mirror, and then attempting to put a tie on, demairsgréhe performative nature and

props used to present herself masculinely. The queer chronotope of thesfalsest

all egorical of Nelly’s transformation into a
mother as a child and facing lossand griefa c o nt r i bnguisgionand Nel | vy’ s
exploration into another world of adulthood and the queer liminal space occupied by

adolescence.

The queer chronotope of the body is equally expresedgh Marieme ilBande de
filles; Mariemefollows a queer daction, moving away from the expected track of normality
and femininity.Bande de filleengages with questions of sexuality and gender, but in a more
implicit way thanTomboy, Portraibr NaissanceSci amma refrains from de
gender and sexliidentity, just like the rest of her charact&rbowever, Marieme takes on a
variety of identities with different gendered appearances and behaviours throughout the film.
Throughout the linear straight time Bande de fillesMarieme is forced to comply with the
demands and expectations of French so¢eetyake money and escaperh her life in the
banlieuesNor mati ve real time has an effect on Mar
navigates new spaces and groups of people, her body becomes a queer chronotope. She tries
out different identities that French society has set outdorexploring herself as well as how
she will be perceived, judged and interacted with, within different spaces as the narrative
takes place within a single linear timeframe. Her gender expression is fluid and ever

changing, responding to the demand§&mch society.

This is particularly evident when Mariem@rksas a drug dealer in the final section
of the film. Marieme takes on two contrasting appearances and idefititfestly
transforming into an ultréeminine personaearing a blonde wig, makeup andlsevhen
entering the middlelass Parisian pagsto sell drugsimmediately after Isnéhleaves
Marieme upon discovering she has bound her chest, Marieme trangifitoras ideal of
femininity. The scene is highly stylised with vibrant bright colours and extreme close ups

with a shallow focus of Marieme’s eye as Mon

8 Lindner,p. 194.
%0 |dem, p.240.
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her lips as lipstick is then applied (figures 7, 8 and Bgse techniques contrast to the long

shots within the rest of the film, such as Marieme and the otherd#waigrs playindrifa and

eating pizza together. Marieme and her friends fill the frame and the camera lingers on them

as they play, chat and eat. Marieme blends in with the boys through her androgyny and dark
clothing. Thus her transformation into femininifyprces the speator to focus on Marieme

and her physical appearance as well as her fluid transformations between masculinity and
femininity. After Marieme’'s performances of

baggy,androgynouglothing removing her blonde wig anahveiling her braids.

Sciamma uses Marieme to demonstrate and implicitly criticrektionalnotions of
womanhood; Marieme must comply with societal expectations of femininity, beauty and
middle class whitédeals as she transforms herself into an ftrainine ideabf a Black girl
In contrast to this, iPortrait, Marianne and Héloise connect with historic practices of
alternate feminine selxpression, connecting to their queerness, desires and sexuality
through taking the psychedelic flying ointniewhich the earth represeniying ointment is
a herbal hallucinogenic made from a mixture of herbs and hallucinogens which became
popular during early modern and Renaissance eras. It is a natural drug made from the earth
and plantstaken by wisewome and wi t ches e MmhshistorinpgacticeloE m t o
alternate feminine sexpression provided autonomy, liberateomd pleasurér women
within a patriarchal misogynist society.

Figure 7. Closeu p o f Meye as shm gefs seady.

Bande de fillesdir. Céline Sciamma, (Pyramide Distribution, 2014)
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Figure 8 Close up of Marieme as she gets ready.

Bande de filles.

Figure 9 Close up of lipstick on Magme as she getsady.

Bande de filles.

Marianne and Héloise use tigng ointment, a drug which arouses feelings of love
and sexual desire, on their last night together. The flying ointment additionally demonstrates
Marianne and Héloises f emal e | i berati on as t,hsghey t ake ¢
take a drug nade and taken by witches and women refudiedjmitations ofFrench society
and its expectationdlot only do they reject expectations of patriarchal French society
through their queaelationship and drug taking, but they also reject straight, noreniatiear
time, as the drug distorts time and they enter the psychedelic induced queer chronotope,
making time longer. The queer act of drug taking queers their experience and perception of
time. The feeling of flying produced by the drug mirrors theetion and blisof their
relationshp andsexual experiences together. The mysticism and magic of the witchcraft and

the drug reinforcethe magic of the relationship and intimacy between the two characters.
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Figure 10 Close up of Héloise &how her dilated pupils after taking flying ointment.

Portrait de la jeune fille en feu.
This scene is short, however Sciamma demonstrates the intimacy and pleasure

induced by the drug. The scene begins with a medium shot of Marianh&kiskelying in

bed together naked &kloisebrings out a pot of the ointment. After deciding to take it

together the scene cuts to an extreme elpsef the ointment being rubbed iftbé | o7 s e’ s

armpit, producing a suggestive amedotic shot in which Sciamma challenges the spectator

and their expectations of sex. The spectator immediately perceives the dapict

penetration due to the extreme close up and angle of the fingers moving in between skin, as

well as the sound of the Marianne and Héloise breathless in the background. However, as the

camera slowly zooms out, the shot enables the spectatortteesaenpit. Without displaying

explicit or graphic images, Sciamma still creates a scene filledewoticism and desire

which highlights the sensuality and intimacy between the two without displaying an explicit

sex sceneThe scene is sexual withoutjettification. Similarly to the balanced equal

relationship between the two, the spectator is able taHedknder affection as well as the

mutual, balancedazebetween the two, which is evident within this scene. Sciamma does not

focus on their bodiesr display voyeuristic depictions of them; she presents a scene which is

cinematographically queer and strays away from the heteronormative sex scenes in cinema

which linger, watch and focus upon bodies, observing women as sexual objects. Sciamma

d o e denthetspectator look and observe but invites them to feel and experience the

eroticism created through the building tension, looks and dialogue between the two, which
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build to create sensual tensionandide ul t i mat el y subveptionofng t he
female sexuality and sex within cinemde the camera zooms away from the armpit, there is

another extreme close up of Marianne df@doise s | i ps as they kiss sl c
This shot isslow and drawn out, adding to the intimacy of the scene. It also queers and

lengthens time, as they take pleasure and indulge in each other over the lengthening of time
produced by the flying ointment. The scene ends with a-tipsEH € | o faseavithbig

drugiinduced pupils, before the scene cuts (figure TB¢ scene is filled with hapticity,

instead of the sexualisation okthbodies, it is about touckensuality and intimacy.

Urban Spaces: Interior and Exter®paces

In The Poetics of Spac&astonBachelard compares trees to the hpbath the home and

the image of the tree move between micro and macro cosnboshohature and interior

spaces where the perspective ranges from the most intimate interior to the most vital
expans€’The tree amplifies from the root and bol
amplification from small intimate spaces such asaars, cupboards and locks to the whole

houseB a ¢ h e Wakrisdabosit the poetic possibilities of conjuring memory from spaces

and places. This is particularly relevant when exploHetite Mamanwhich explores the

value of memory in spaces, as Nelly and her
afterher death. ‘“Inhabited s’meardngto Bahelardasheds geo
takes the reader on a journey through the home, exploring the comforts, mysteries, memories

and dreams that inhabit different spaces within the house.

Sciamma delvesito these memories and experiences through the house and
possessions as well as the forest, where Nelly meets her mother as a child, opening up endless

di mensions of existence and doors to experie

of the housenablediert o expl ore and | earn of her mother
the forest, where she meets her mother as a
are fixed in the space of the houseawersAs Nel |

she finds toys and small possessionarged with memories and experientes her
mot her’' s chil dhood. | maginary di mensions exi
underground cellars to secret wardrobes. The house and its imaginaryidiradiied with

memories, also open up the imagindayry-tale likedimension of the forest and two

91 GastonBachelardThe Poetics of SpacéPenguin Books, 2014)
92 lbidem.
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coexisting timelines, bringing Nelly and her
magic and t he v PThe pasts tramdforetl inte thelpesert thypugh
Marion’s memories, possesSsiebhms eamed ghogse nao

present day life

Whereoutdoor nature and natural spasgmboliseliberation and the freedom to
fulfil queer desires, the urban environmenBende de Fillesepresents the oppositehe
representation of the banlieues and the urban environmBanite de Filless implicitly
critical of French society, urbanismapitalism and patriarchgs well ascao-critical.
Sciamma demonstrates the classism and racism of French society thrddghdeide Filles
and ‘challenges the domi nant %“dreaingaoonse ar oun
normative film that aims to question and quearratives of girlbod, adolescence and the
normative narrative which insists on heteronormatidgiammeaproduces a commentary
focusing on how patriarchy and capitalism affect the natural world due to@yrdqubtential
individual giowth. Normative and traditional gendelesire and sexuality amposed within
Sciamma’ s patr i aBacde delfillescompasedvithsepobgical spaced

where all forms of life exisind arequeer and free

The setting oBande de fillegonsists of the banlieues loh Noue inthe
impoverished nortteast suburb dParis(figure 11, 12 and 13)t is mostly filmed in a static
wide shot and framed at head height, displaying a dtreek perspectivé® According to
CarolineBainbridge thegirls in Bandedefillesare* ¢ o n srenegotiatingheirhomeand
publiclife in accordancevith genderandeconomicolesthatareconveyedhroughboth
institutionsandmalefiguresin theirl i v°%The banlieues are dominated by patriarchy and
masculinity; the girls lower their heads and stop talking when approaching groups of men

staring at them from #htop of steps or looking down from walls.

%3 Bachelard(2014),p. 5.

%“Diane L' A@bt éGeknjdieer and SpaceBiamd€éldien&i $¢iea@dma’ s
<https://www.academia.edu/36053585/Cit%C3%A9_Life_Gender_and_space_in_Celine_Sciamma_s_Bande_d
e_Filles_docx> [accessed 13 May 2022]

9 |bidem.

% Caroline Bainbridge, Gr owi ng up girl in the ‘ ho-gahgstatedfumindier abi | i
Bande de Fi | Fenpihitgand Psiicboaralysis: Cinama, Culture, The@Rputledge, 2019), pp

48-65.
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Ry i § 'R
dHIe’ L
Figure 11 Marieme walks home.

Bande de filles.

>

I:igure12 Ar ea surfounding Mari emeds fl at.

Bande de filles.

Figure13. Area surrounding Mariemeds fl at.

Bande de filles.
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In response to the racist, classist French society that Marieme lives in, she reacts by
going off track and queering her reality. By joining the girl gang, changing her name and
adopting a new identity, Marieme is queered atiempts to adapt her attitudes and
behaviours tdree herself fromhe restrictive nature dfrenchsociety. Marieme
‘“experiments at tfhter ymanrgg ionns goufi sfeesmildefi nfietnya | e
only option is to change, mould and adapt to a new ideatityping a different way of life.

Not only does she change once meeting Lady and her friends, but she also adopts a new
identity when she becomes a dealer working for Alasumentioned irhe first part of this

chapterVi ¢/ Mar i e me p | detveesn siaees of expefimentationt higper i n
performativity and transformati ofiasshe ways th
oscillates between a performance of ufemininity ard masculinity moving beyond the

confines of heteronormativity drgender binarityShe wears makeup, a blonde wig, heels

and a dresgerformingfemininity and presenting heglf as seductivevomanto fit in with

the glamorisation of the drug world shestiecome a part of. On the otherhdvidy r i e me ' s
masculine performanas herway of blending into the maldominated world of drug

dealing. Gender performance is her means for survival as she blends ingldeystel!f to

suit the expectations tfnlieueFrenchsocietyMar i eme’ s f |l uctuating, f
gender identity also underscotblg exclusion from French socieghe experiencess a

working-class, Black girl living in the banlieuesnbodying al | t he queer possi
radicalo penness & Ultingtely, thehirmetetminacy and queerness of Marieme

embodies the uncertainty and confusion of queerness, growing up and gifthood.

S c i a mitmegraphyis implicitly ecocritical as she demonstrates the freedom of
natural outdoor spaces and the element earth and its inherent queerness. Outdoor spaces are
often queer liminal spaces facilitating the exploration, performance and discovery of
gueerness. Thespaces are often queer chronotopes, demonstrating the inseparability of
Sciamma’s queer space and time. As a consequ
gueer forest oTomboyor Petite Mamanin Bande de fillesiviarieme must hide under a
varigty of costumes, finding her way through these different guises, as she is unable to

experience the queerness and freedom of the earth.

97 Ibidem.

%8 |dem, p. 1819.

% Frances SmithBande de Filles, Girlhood Identities in Contemporary Fra(Reutledge, 2020)
100 |hidem.
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Chapter 3Air

Air is produced by plants and the elernearth, thus, chapter threeveson from the

el ement earth to examine the role air has wi
different manifestations of air withimerfilms, including wind, breath, silence and sound.

The element air has not been investigated much within film studies, however, Kevin L
Ferguson’s article *Panting in the Dark: The
focusing on the range of meagifound in cinematic breathing, from the shallow breathless

sounds in sexual scenes to heavy stilted breathing demonstrating fear. According to Ferguson,
air is a vessel of communication filled with
conveyingcomplex attitudes about gender, sexuality, ambivalence, representation, our

bodies 1

Additionally, Davina Quinlivan, inThe Place of the Breath in Cinenm@nsiders the
way air is displayed and experienced within cinema when it is something that cannot b
seent® One way in which Sciamma displays air within her films is through a focus on the
breath, through auditory and visual cues. Sound is another manifestation of the element air;
this chapter examines Sci amma,egloriggthe audio use of
detail territory soundeend vi vi d soundsc ap.6ABisusedttodisplay Sci a mr
char act er s expfessiencaddaueernessedcihmma gives her characters voices,
literally and figuratively, enabling them to exprelssrhselves through their breath, voice,

silence and music.

Heavy Breathing: Eroticism and Pain of Queer Breath

Air is a connection to life force and we experience this, on a personal level, through the

breath. The audio detail of the breathisamp or t ant part ;itbdcom i a mma’ s
more important than dialogue often domingthe soundscape. Sciamma uses the breath to

display sensuality, desire, longing and also pain. This use of the breath istgeessed to

communicate emotionsedireandfreedom, and replaces normative forms of expression and

dialogue. LizGreene i n ‘ The Labour of Breat h: Per for mi
Cinema, statesthat h e * pof beeatle in facteon film is a conscious choice made by
lKevin L. Ferguson, ‘Panting in t @Ganerd@bsckra: Femmiem, Ambi v al

Culture and Media Studieg6.2 (2011)33-63 (p. 34 <https://read.dukeupress.edu/camelbacura/article
abstract/26/2%20(77)/33/58458/Pantingthe-Dark-The-Ambivalenceof-Air -in?redirected From=fulltext
[accessed 13 March 20R2

102 pavina Quinlivan,The Place of Breath in Cinenf&dinburgh University Press, 2012). 1.
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filmmakers 1% This can be done by using sound to draw attention to the rhythm and patterns

of breath, or by changing the studio environment by using darkness and cool temperatures to
make the breath visibl&ciamma consciously draws attention and focus to the breath,

making it a vital part of her narratives, favouring breathing and exaltations over the delivery

of words!%Film theory has often been egeentated and focused on the gaze and act of

l ooking, thus, “the notion ofquéstopthanhtiurenof st i m
seeing, perceiving and sensing thifigs which

By focusing on the sounds and rhythms of the bréagkead of dialogue and action,
Sciamma inflects meaning and conveys emotionsinaquegrw having stated t
sound of bodies breathing i si®FEwugethesiencg | ' ve
and minimal dialogue iherfilms, Sciammadraws attention to the sounds and expressive
nature of the br eat hgloseemaohtbel charagersavithinthe nhanc ed
story.’ 19’ Modern technology, such as clasgking and post production recording, enables
Sciamma to display small changes and details of the breath, amplifying silence and focusing
on objectiveinternal sounds such #se physiological sounds of the mouth from the breath to

moaning.

Throughchanges in breathinguch as it deepening, or characters becoming
breathless, Sciamma eroticises the brektie.eroticised breath creates sensualitych
engages the viewer in a queey, subvertingheteronormative ways of displaying sex and
eroticism which favour sexualising female bodies and fail to focus on female pl&&sure.
Additionally, the breath occupies a queer liminal space in betweerswonye/ing a
richness of meaning through silence and what is not being said. The breath is in a space of
resistance, conveying meaning unconventionally and queerly and is thus inherently political,

communicating througthe power of silence, sound and slowness

In Portrait, the breathbecomes meandor communicatiorbetweerMarianne and

Héloise it builds sexualdesireandtensionin a queernon-normativeway. The changem

Ljiz Greene, ‘The Labour of Br eat h:MusktgSouhdandiheng and De
Movinglmage,10.2 (2016) 109133 p. 9 <https://muse.jhu.edu/article/651455/pdaccessed 23 July 2022]
MKel l ey Conway et al .ACbn@anionte Contampaorarydesrch Gieind, by’ i n

Alistair Fox et al (publication, year) pp.34B0 (p.437).

105 Quinlivan p. 1.

WEj |l een G Sell, ‘Breathing LesRewerseShoAn I nterview wit
<http://reverseshot.org/interviews/entry/2931/celne_sciamma> [accessed 23 July 2022]

107 Greene, p. 9.

108 Michel Chion,Audio-Vision: Sound on Scred@olumbia University Prgs, 1994)p. 76.
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breathing allude to sexual encounters and desire: the laboured breath and changes in
breathing demonstrating desiretbe satisfaction of sexual encounters and orgdsanly on
in the film, HéloisecomesntoMa r i a neamardsitsdownwhereshewould sitif she
wereposingfor herportrait,if it wasnot beingmadein secret(seefigure 1).1°° As Marianne
walksoutfrom behindthe curtains,shewatchedHéloise The scends almostsilent all that
canbeheardareMa r i a lreathésisepeningandquickening.Thecamerds still and
SciammdixatesonMa r i a expressiosvatchingandtakingHéloisein with admiration
andcaptivation The closeup of herfaceandupperbodyenableghe spectatoto seeher
chestrising asshelookstowardsHéloise This shotalludesto the deepenindreathwithin a
sexualencounterthetension,sensualityanddesireis implicitly displayedthroughthis queer

focusanduseof thebreath.

While Héloiseis sitting for herportrait, after Mariannedestrys herfirst attempt:°
theyteaseeachotherovereacho t h emanhesismshothconfessingo observingeachother.
Héloisesaysto Marianne’  eqtiandvousétestroublée vousrespirezparla bouche 11 This
shotconsistf a closeup of thetwo astheylook at eachothersilently (seefigure 2).
Sciammadrawsattentionto the breaththroughHéloiseexplicitly commentingon the way
MariannerespondsfindbreathesThefocuson the breathbuildsthetension;theywatcheach
other,acknowledgingeacho t h breathisgasit deepes, standingoutin this quastsilent
sceneTheyhavebeenwatchingeachother,noticingthe patternsandrhythmsofeachot her ’ s
breath,ntensifyingthe sexualtensionanddesire.Sciammahencutsto Mariannecontinuing
to paint; sheexhalesdeeply,almostasa sigh'*?, accentuatinghe evidentsexualfrustration

andlongingbetweerthe two afterthis intensesensuaencounter.

109 portrait de la jeune fille en fe0:36:37.
10 Portrait de la jeune fille en fe1:06:07.
1 bidem.

112 portrait de la jeune fille en fe1:06:40.
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Figurel. Hébisesi t s i n Marianneds r oom.

Portrait de la jeune fille en feu.

Figure2 Mari anne and H®l opse observe each otherdés man

Portrait de la jeune fille en feu.

AnotherscenewhichdisplaysS ¢ i a maroéicuseof breathis whenMarianneand
Héloisearein the cavecoveredby their masksmomentsbeforekissingfor thefirst time (see
figure 3).113 A soundbridgeis usedlinking the musicfrom the previoussceneat the bonfire,
into this sceneThis techniquehighlightstheimportanceof soundwithin this sceneasthe

singingcomegto a halt, the silenceandthe deepbreathingopecome&venmoreapparentind

113 Portrait de la jeune fille en fe1:19:54.
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significantin contrasto the singingvoices.Thetensionof the scendas drawnout throughthe
slownessandsilenceasthey standandwatcheachother, building up the anticipationand
sensualityThewind canbe heardblowing onthe beachalongwith thar deepheavy
breathingastheylook at eachother.As their breathingdeepensthe cameramovesto a close
up astheylook into eacho t h eyes creatingmoreintimacy.As theirfacesmovecloser
togethertheylook ateacho t h enouthsandslowly edgecloserto eachother.They pull
downtheir masksandkiss eachotherbreathlesslyWhentheypull awayfrom eachotherthe
deepbreathingcontinues, displayingthe eroticism,pleasureandsensualityof thesceneas

well asthe anxietyandpanicof actingupontheir queerdesires.

Figure 3 Marianne and Héloise in the cave moments before kissing for the first time.

Portrait de la jeune fille en feu.

Thescarvesaresignificantwithin this scenethey protectthemfrom thewind, but
alsoaddto thelonginganddesirebetweerthem. The scarvesactasa maskcreaing another
layerandbarrierbetweerntheir mouthsandbreath displaying consentandthe activedecision
theybothmaketo acton their desiresandkiss eachother.As theyremovetheir masksfwo
differenttypesof air combine- their breathandthewind.

In anotherscene Sciammadisplaysa closeup of their facestogetherasHéloise
breathemntoMa r i a meck&*Mariannerespondsby breathingdeeplyinwardsandthen
ontoH é | o hasdasslsetouchesherlips, creatingthis link betweerthe orality of kissing

with breathingemphasisinghe sensually thatbuilds betweerthesemomentsof touch,

14 Portrait de la jeune fille efieu,01:23:59.
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breathandsensuality After this, theykiss passionatelandtheir breathingcanbe heardas
theybreathdife into eachotheron botha personabkndcreativelevel, inspiringeachother

throughtheir relatiorship of muse/artisaswell astheir romanticconnection.

Sciammaalsoeroticiseghe breathin Naissanceto displayMa r iaémirationand
desirefor Floriane.After Florianeis sick at a party, shechewsgumthenspitsit outand
bringsheropenmouthup towardsMarie to checkherbreath!® Marie is alreadymesmerised
with Floriane following herto the bathroomandtrying to convinceherto takeherto the
synchronisedwimmingpracticesThis momentis tenseandsilent;thec a me closéus
displaysFlorianebreathingntenselyandclosey intoMa r imeuthsaddingtoF | or i ane’ s
eroticismandM a r iolesessionwith her.Sciammaransforms= | o r ibeathafterbeing

sick, into somethingeroticfilled with tensionlonginganddesire

Sciammausesthe actof smokingwithin herfilms to furtheremphasisandfocuson
theeroticisationof the breath.Sciammas notonly asaneroticact,butalsoatransgressive
queeractto displayc h a r aautbnemy$emale smokers ih8" centuryFrancewere
perceived as ‘deawikamtr,d sy u lstPaioned shdking wasa r a | ’
taboo associated with deviance from societal constructions of ideal femininéHasns
tobacco usage was a male habit. Thus, smoking, became a form of resisting patriarchal
oppression by defying gendexpectationsand expressing female independence. According
to Greaves, historically, a woman smoking either meant that she was a prostitute, a lesbian or
intending to seduce men, demonstrating the patriarchal power over wibreiemabits and

sexualitiest®

115 Naissance des pieuvre¥):13:05.

118 The Sens u ®diebaussviuselnghttgs://driehausmuseum.org/blog/viewAsEnsuousmoker>

[accessed 26 July 2022]

7Kate Hunt, Mary-Kate Hannah, Patrick West, ‘Context.
di fferences in smoking in men and wo miealthEducaton t hr ee g€
Research19.3, sttps://doi.org/10.1093/her/cyg06pp. 239249

118 bidem.
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Marianne and Héloise smoke together on two separate occasions thrdRoytticit.
This transgressive act underscores the rigid boundariesoasttuctions of masculinity and
femininity. Sciamma demonstrates queerness throwggetbceneshey defy normative
expectations of women dispiag female autonomgnd subvertingraditionalgender and
sexual expressioffhe act of smoking is focused orality and the breath, thus it is an
eroticised act encoded with sexual meaning and desire. Héloise asks Marianne if she has any
tobaccd®®, and as thegmoke the sound of their deep breathes stand out (see #yufee
slow, measured inhaand exhads build tension, drawing focusn the breath, orality and
seduction of this act. Eroticism and queerness implicitly depict sex and desire through the

orality and nature of sharingthepjpe s moke and each other’ s brea

(D)
Figure4 Mar i anne and H®l opse smoke together in Marian

Portrait de la jeune fille en feu.
Theorality of smoking adds to ¢éhpassion and tension building up between the two as

they become closer emotionally and gaze at each other longingly. They have a profound

conversation about what it means to be free and then spend several neatoritg each

ot her ' s ey e ateaalsotherkilenyly, lyildiagup the intensity and sensual

passion of this scene. The second time they smoke together, they discuss whether they have

been in love, whilst looking at each other intently (see figué® By exploring love in their

convesation, the intense desire between the two is evident as their attraction and desire has

been deepening throughout the scenes prior.

119 Portrait de la jeune fille en fe0:37:03.
120 portrait de la jeune fille en few0:59:50.
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Figure 5 Marianne and Héloise smoke together in the kitchen.

Portrait de la jeune fille en feu.

Both smoking scenes present important moments for the two as they become more
vulnerable and intimate with each other. Sciamma presents sensuality and desirethi@rough
slow cinematic conventions thesescenesThey consist of still long takes and miralist
miseenscene, focusing on Marianne addloisesmoking and chattingrhese shots provide
an observational stylén addition to the drawn out dialogue filled with silence and pauses,
Sciamma enables the spectator to focus on the shared gazesadinavbreh build tension

and longing

Sciamma presents the symbolic act of smoking wilainde de filleso demonstrate
escapism and freedom whilst also preseritifge  @ueernéss within French society
Marieme and her friends smoke weed ahigha together in the hotel room they rent for the
night (see figure 6Jlemonstrang their desire to escape from society and their daily lives.
The hotel room is a chronotope; upon entering this space of freedom and escapism, they
smoke weegdrink alcolol andtime slows down and is distorted. There is a slow motion

mids hot of Lady’ s profil e asand&gslowlydaricesacsosss mo k e

t he scr een. and spectatdrisense ard percepdion of time is slowed down as
the charaters enter a state of intoxication where tisdistorted This shot then cuts to a

slow motion close up of Lady facing the camera blowing out a big cloud of white smoke

towards the camer a. Sciamma’'s use of sl ow mo
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st etched out and made surreal, in 1"Yaste with

girls fade into intoxicatioar e bat hed i n bl ue | iDpmdndsand | i p

Figure 6 Lady smokes weéal the hotel room.

Bande de filles.
The act of smoking within this scene displays their desire for freedom, relaxation and

escapism, as they enter a surreal fantasy seseenblinga music video. As workinglass

Black women livng in the banlieues of Paris, they are marginalised, different and defy

French society’ s eSmpkingweadwithinithe baolifuesrdemonsadtes t y .

a rejection of society’s rules, normstyand ex

Thus, the representation of smoking weed further exemplifies their difference and queerness,

separating them further from normalcy

Sciamma also uses the breath to display pain through the use of shallow breathing,
panting, crying as well as characters becoming breathless. Sciamma uses automated dialog
replacement érecordingsoundsn postproduction) andooping to accentuate the audio
detail of the breath within her films, enabling the spectator to focus on sounds of anxiety and
pain produced by the breath. Sciamma uses the breath to display violence and aggression
within fighting scenes in bothomboyand Bande de fillesin Tomboy when Mickaél fights
with one of the boys, the audio detail of their panting, deep breathes and grunts can be heard
as they push and hit each oth&This fight provides Mickaél with the opportunity to
perform masculinity. Th sound of the breath throughout this fast, erratic scene contrasts with

the slowness, stillness agdasi silence throughothe majority of the filmas thechildrenfly

PIEmma Wil son, ‘Scenes of Hurt a rFith QRaterly, 0083 €017MD€ |1 i ne Sci
22 (p. 15) <https://www.jstor.org/stable/26413784> [accesskedNarch 2022].
22Tomboy00:58:22.
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across the frame in a blur of bodies and aggression. The breath stands out @nthis sc

di spl aying t he e xdacheenemasaulinitylLSaiammeasedlickdéd ssi r e t o
repeated | earned behaviours of masculinity,
regarding repeated acts contributing to gender performance furthebatngyto the illusion

of binary sex.

In Bande de fillesMarieme also participates in a figi. Before the fight beginghe
scene and the crowd are still and silent in anticipat®the girls watch each oth8uddenly
the sound of their feet against the ground breaks the silence and they begin hitting and
grabbing at each other, grunting and panting, expressing moans of pain, force and effort. The
crowd surrounding them cheer and scream; these sounds build aprarast with the
silence of the start of the scene adding to the dramatization and brutality of the scene. The
other girl pushes Marieme to the flaaisingher arms in the air, opening her mouth in an
animalistic roar of victory and power, thinkingattshe has won. Mariemigowever gets
back up and continues to fight her, choking her as the girl screams and moans mepain
victorious screams silenced by her stilted b
top, the crowd scream and sudiyathe girl is silent, contrasting with her expressive noises
prior. As she is stripped of her clothes, she guards her body, becoming vulnerable and
exposed, silent with embarrassment. The exposure silengdaiitergher more than the
punchesand kickf¥ he sound of Mar i ¢ e’ fadffsiafsiequt as s he
within the sounds of the crowd screamargl cheeringhighlightingMar i eme’ s new
aggression and power. Aftetinning the fight,Mariemefinally receives appreciation and
acknowledgement from her abusivelent brother. Her victory produces a new found

agency which leads her to see Ismaél and display her sexual domfitfance.

In Naissanceas the girls swinand performthey hold their lerath underwater,
stifling and restricting themselves and their breatligsg figure 7)Sciamma displays the
physical demands and effort of synchronised swimming from kicking and beating the water,
to plunging beneath the surface, holding their breath.alth of synchronising their
movementwlso resembles treocietal pressures and expectatiohfemininity andwomen-
synchronising to conform and become an idealised object of desire and femininity. Their
mouths gasp for air as they cemp from underneath the water to brea#s well asucking

in their breath as they are lined up waiting to be scrutinised by the swimming coach as she

123Bande des Fille)0:58:53.
24wilson, p. 17.
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checks their armpits for any visible h&inandng out a razor to those who do not live up to

her stadards as she relentlessly scrutinibesgirls forcingthem to conforn{see figure 8).

Figure 7. Synchronised swimmers holding their breath underwater as they perform.

Naissance des pieuvres.

Figure8 The synchroni sed swimming coach inspects the

Naissance des pieuvres.

Sciamma’s Queer Soundscapes

In Audio-Vision, Michel Chionwrites about how film theory consistently neglects scamadl
falst o recognise the way sound influences and

and vice versa. Sciamma uses slow cinema techniques throughout héyfilmesising on
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stillness and quietude through the use of long shots, the focus on mundane, small moments in

life and theuse auasis i | ence. Sl ow cinema, according to
breathing space in an d¥eavrsaantuGaelinéalso aigues o v er
that ‘silence iIis considered as a critical st
we ' vé&hus, Sciamma’s focus on silence and ¢

sanctioned narrative pathwaysenfo e d by c¢ | &%sdiasd@visuac i ne ma’
heteronormativityas she establishes a new transformative cinematic language. The
environment is also a central subject and focus within slow citfarad Sciamma uses

silence to focus on the territory soundsafure.

Sciammas use ophysiological objectiventernal sounds, ambient noises and
territory soundsind silence enabl es the viewer to pay attent
soundscape and appreciate the weightafls’ 12° Chion theorissethat cinematic silence
must always be considered in relatamd in contrasio sounds heard beforehahil In
Portrait, there are many scenes filled with silence which produce intense sexual tension and
desire. These moments of silence draw out the simmering queer desires, longing and
fluctuatingtensions that develop and spark betwdétoise and Mariann€* When Héloise
sits for her portraittheyboth playfully tease each other. Silence fills this scene, drawing out
the gaps and tension in between the dialogue, cresgimguality filed with desire, enabling
the dialogue to resonate more deépiThe slowness and silence throughBottrait

mirrors the nuanced development of desire throughout thé¥Im.

ThroughoutPetite Mamanthefocus on silence and territory sasnenable the
spectator to focus on thieh detailedaudio track of the film. The sounds throughout are

vivid and crisptransporing and immersing the spectatoNelly’s environmentMundane

St ephanie Lam, ‘lt's About Time: Slow Aesthetics in
Slow Cinemaby Tiago de LucgEdinburgh University Press, 2015), p. 255.
2%Roberto Cavallini, ‘No way home: Silence, slowness :

Li s andr oAnik:IPortaguese Journal of the Moving Image? (2015) 184-200(p. 188
<https://www.academia.edu/21874662/ 2016 _From_Slow_Cinemdot®_Sinemas_In_Slow_Cinema_Edin
burgh_Edinburgh_University Presfaccessed 10 September 2022].

127Rosalind Galand Karl Schoonovet, The Emer gence of @QeerCinebainemati c Tir
theWorld, (Duke University Press, 2016. 277.

128 .am, p. 255.

2Zach Green, ‘A Formalism of FeePadmtgraiQu eefr, a elmpdy ad n
Luma Quarterly6.22 (2020) <https://lumaquarterly.com/issues/vohsix¢022fall/a-formalismof-feeling
gueertemporalitiesandmemoryin-portraitof-a-lady-on-fire/> [accessed 1 August 2022]

130 Chion (1994), p. 57.

131 1bidem.

132 |bidem.

133 Green.
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moments in the film bild up the richness of detadgmdcreatintimacy between the spectator
and charactersuch ashe crunch of leaves pencil scratching the answers of a newspaper
crossworgdbook pages, crunching cereal and slurping milk (see figuré/@en Nelly

brushes her teeth or soup is poured a bow| the silence throughout the film highlights and
accentuates thesesceralsounds even further. Sciamma lingers on tmesmalmundane
moments,creating intimacy and tenderndgksough the sensory haptic notiontbé sounds,
smells, tastes and textunehkich crete nostajia and aural texturdfter one of theonly
scensin Petite Mamarwith music, wherNelly and Marion take a boat out onto the 1&Ke,
Sciamma displays a mshot of the two girls sat next to each other lookintg the distance,
with their hair blowing in the wind isilence(see figure 10)This contrasts with the music of
the previous scene and exemplifies the intimacy between the two through the comfortable
silence they experience together.

Figure 9 Nelly eating cereal.

Petite Maman.

134 patite Maman(Q1:05:09.
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Figure 10 Nelly and Marion after rowing on the lake.

Petite Maman.
Where silece can display comfort, Sciamma also usés display awkwardness and

discomfort. This cars evidentwithin the sex scenes MaissanceThe sexscene between

Francoisand Anneguiet enabl ing the sounds of Francoi s

contrast with Ann ¢eedigueald and ¥2\nheyliespassivelswhilee n ¢ e

Francois pleasures himself; her silence displays iseochfort and lack of pleasure or self

expression as she submits to Francois and his déSifes. an¢c oi s’ breathing c

silence of the scene as he pusheeeagainst the walforcefully touchng her. The camera

focusesoncloseps of Anne’'s face, displayifomes di scom
himseflupon her . They don’t Kkiss throughout thi s
l ack of intimacy, but al spgeadure afeelngsjashe | ack of

concentrates solely on his desiredking advantage of her andraffection for himWith

this scené&ciammarejects heteronormative expectations antbrcedgender roles within

sext hrough focusing ofr &amgaei’ s’ eepelrii ®intc emamidp L
Sciamma uses the br eat discamiod angFir laenmgooa st’ 0 seed i b

desire brutality and force.

¥Gemma Edney, ‘Electronica, gender and FFrenchch ci nemat
ScreerStudies20.34, (2010), 28597 <10.1080/26438941.2020.1742563>
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Figure11Fr an- oi s and Anneés |l egs as they Fran-o0is gets

Naissance des pieuvres.

Figure12 Anneds face while having sex with Fran-o0is.

Naissance des pieuvres.

Silenceplays an important role in the sex scene between Marie and Floriane, which
also lacksntimacyandsensuality. The scene is filled with awkwardness and silence as they
participate in this strange encoundedare bothunable to communicate their feelings, needs
or desiresSciamma uses a mghot of Floriane as she lies down on the bed and Marie
watches her. As Floriane lies down, she looks at the ceiling creating a separation, distance

and lack of intimacy between hetsand Marie, as Marie begins to touch her under the
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covers (see figure 13The scenés uncomfortable and brief, without any sense of enjoyment

or pleasurdrom either of the girlas they stay silent throughoutlitis not a sexual

encountebut an enotional one where their vulnerabilities are expo3edvards the end of
thesilentscene, there is a close up of Florigheddinga tear andinally makes a noise,

exhalng shakily (see figure 14)This scene is particularly brutal for Marie as skgeeiences

erotic awe for the first timevhilst being used by Florian@roughthis transactional acThey

makethe bed togethen silence hiding the evidencas well as thir true feelings and

thoughts At the end of the scene, Francois arrives and Marie is made to leave, feeling
helpless and heartbrokéi#?¥Sci amma’ s use of silence in this
messiness and discomfort of their sexual encounter, displayjonger depiction to what is

often glamorised and heteronormative within American cinema.

Figure 13 Marie andFloriane in ked together before their sexual encounter.

Naissance des pieuvres.

B8 wilson, p. 12.
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Figurel4 Cl ose up of Florianebds f ac &sewhnlertouster.t ear goi ni

Naissance des pieuvres.

As mentionegreviausly, S ¢ i a mma ’'sifence enablesotlie spectatofdous on
the detailsof thediegetic sounds arebundscapes thahecreates. Sciamma creates
soundscapesy establishing an atmosphere built on silence, breathingeaimtdny sounds of
nature inhabiting the space and creating a continuous and atmospheric presence throughout.
Sciamma favours natural, atmospheric sounds and territory sounds over the use of music or
dialogueaddingrich detail anccreatng an ambénce and setting beyond the use of voices
and musicThis queeruseofsourndi r r or s t he queerness o,f Sci ar
as slow cinema offers a space for observing the rhythms and patterns as they occur onscreen,

resisting thesocially sanctioned narrative pathways enforced by classical cit¥éma.

In Audiovision Chi on coins the phr a'®tedescribat er i al i
aspects of sound that draw direct attention to the physical nature of its'$bdiocexample
footstepsor breathingwhichasopr ovi de a feeling of texture.
materialising sound indicesdterritory soundscreatingvivid atmospheric soundscape
whi ¢ h ‘likeuhe seinge of touch by triggering physical memories of smell, touch and
t a s' khese soundsclude the sound of winandbirds chirping ultimately, atmospheric

natural sounds whichoatribute to the setting, space and atmosplpgoxjding presence,

B7De Luca, p. 257.

138 Chion, (1994), p. 1147.

¥Mi guel Mera, ‘Materialising Fil m MbeCambridgg n Mer vyn C
Companiona Film Music(Cambridge University Press, 2016), p. 1.

140 DavinaQuinlivan, The Place of Breath in Cinem@dinburghUniversity Press, 2012p, 3.
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definition and thre@imensionality:*! Sciamma usediegetic sound® add to the notion of

real time and space, creating realism and intimacy betweeragpsandharactershrough

sensory cinema which is tactile, dynamic and kindi& ci amma’ s f i | mmaki ng
Laura Marks’® concept of *haptic visuality’,
modes of perception arekpression in film. Haptity refers to the sensation of touch
particularly within film imagery, however, N

the context of hapticity.

The first scene ifomboyd epi cts a c¢cl ose up of Laure’s
with their eyes closed and the sun shiningtlogir face(see figures 15 and 16} is quiet
with the sound of birds chirping, the wind blowing in the treesthadardriving. As Laure
closegheireyes and feels the wind blow throutpieir hair and againgheir skin, the sounds
of nature and wind reveal the tactile phybidat y o f s&indscap@hich® @ n nasu n ¢
its hapticity, creating an embodied connection with ghectator 3 Sciamma presents a
highly sensory and tactile depiction of the windromloy through its constant movement
and sound rustlingleaves andlowing hair. Laure putgheirhandout of thecarwindow to
feel the wind againgheir skin, interactng with naturesurroundhg them#4 The surstreams
through the trees and the wind blowsTomboy immersing the spectator into the nostalgi
childhood summers whilst creating a visual h
asanorgan of touch*®Sci amma’ s use of Tomaypstqieers hg dbe o wgh
use sound or the camera to look brtates sensations of touch and texture, queering the way
the spectator engages with Ldwsnearrative mirroring their gueernesMiguel Mera argues
i n ‘“ Mat er i al ithatinmaptiokusidamdsolhad,shie ears function like organs of
touch, creating a visceral and sensory quality of sétfnd.

141 Chion, (1982).

142 Chion, (1994)p. 75.
43 Mera, p.2.

44 Tomboy 00:01:21.

145 Quinlivan, (2012),p. 6.
146 Mera, p.5.
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Figurels The back of Laureds head as they stick their

Tomboy.

Figure 16 Laure feeling the wind on theirAskin.
Tomboy.

In Portrait, whenMarianne and Héloisgo on walks togetherthe soundscape
consists of the wind in the treesistlingleaves and the sound of footdegreating a vivid
and immerive diegetic soundscap®’ The wind is wild and intense, blowing their haird

forcing them to weascarvesas protection. The intensity of the wind mirrors thetiense

147 Portrait de la jeune fille en few0:19:26.
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desire for each othemwnhich is wild, intenseand fiercédy against nature and conventions. The
sound and landscape change and develop with each other; the sound of footsteps against
pebbles changes to footsteps in the grass arglibebreeeis replaced with the sweeping
wind. Music or saind effects do not obareMarianne andHéloisés emotionsthe continal
presence of environmaitterriory sounds providénem and their emotiorreom tobreathe
andfeel as theywalk togethewoutdoors, catchip glarces of each other, bdihg desire and

tension It is as though the wind has blown Marianne and Héloise together enstaiid.

DuetoSci amma’ s e fisilelecadegeticeanduesrieory sousdn Portrait,
the use of music at the bonfire is particularly poweathd impactfulMarianne, Héloise and
Sophieattenda bonfirepopulated solely by amenwho sing a Latin acapella hymaround
the fire(see figurel 7).148 The singingthroughout this sceris powerfulas itcontrass
drastically with the silence up until this paittthighlightsa shift in narrativedisplaying the
thematic significance of thidimatic moment of desirbetween Marianne artdéloise The
ethereal chanting afoicesslowly builds, harmonigng with each other, until they become
louder as more voices layer and blend together. The women start clapping as the camera pans
across thie faces The singing withirthis sceneisal ear exampl e of Chi on’
of shots, in which sound orients a shot or scene towards a feeling of imminence and

expectatiort*®

Figure 17. The women around the bonfire begin to sing.

Portrait de la jeune fille en feu.

148 Portrait de la jeune fille en fe1:16:35.
149 Chion, (1994), p. 134.
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As the music gradually builds uMarianne and Héloisamile at each otheacross the
fire - the musicenrichens the scera@lding to the passion amttensity, highlighting a
development in their relationshiprew Daniel in hisarticle* Al | S o u naguesshatQueer ’
sound can let the spectator hear what is not yet locatable on the available maps of-tlentity;
the bonfire scene uses sounditite a queer group of women who are ignoretl an
marginalised withirl8" centuryFrenchsociety. Amongst this group is the women who helps
Sophie hae an abortion, as well as the woman who ddéédoisethe flying ointment. Tts
group of women are inherently queer; tmeject soety and the expectations imposed upon
them.Once the music crescendos, the music pauses in a moment of dramatic Bilence.
singing then continues into the next scenehich Marianne and Héloise are holding each
other’s arms as tbiuew a diféf The passicnfandpdwerefthec | i m
music and the fireingers and burns between thgforeshadowindheir first kiss. Ther
masksprotect them from the winareatinga barrier between each ethadding to the
longing and desirteThe music then suddenly stops, creating an intense and shocking silence,

building the tensioras Marianne and Héloise kiss for the first time

Sciammauses music as an allegory for illicit
excluded and sheltered life growing up in the convergsggher an appreciatiaf church
music, but has nevéreard arorchestraHéloiseasks Marianne to describe the sound of an
orchestra to her resulting Marianne plaing the harpsichordnd describing the muste?
Hé | o desim to$ear music she coulot hear in the convent mirroteerillicit queer
desirefor Marianne They sit together at the harpsichord, moving their bodies closer together,
adding to the sexual tension as Marianne plays. Héloise is mesmerised and excited by both
the music and Marianres she watches hplay, describing and comparing theusic to
nature coming to life, mirroring the passion and desire betweenvthich isalsocoming to
life like nature. The camera is behitieem, creating distandeom the spectator and this
moment of intimacyV i v a |Sdmmerswhich Mariame plays on the harpsichord, returns
towards the end of the film at an orchestral conoeany years after their brief romarn'¢é
The use of this song has a shocking dramatic effect, just like the sondatfire as it cuts

through the silence andetjetic atmospherithroughoutPortrait. It becomes more intense as

Dr ew Dani el , * AThd Wirg3838 (hotidomn, 201102k 5 * ,
<https://www.academia.edu/15525147/ALL_SOUND IS QUEBH&ccessed 6 November 2022]
1 portrait de la jeune fille en fe1:56:11.

152 portrait de la jeune fille en fe0:38:35.

153 Portrait de la jeune fille en fe1:56:11.
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the camera focuses on Héloise andimensely emotiveeaction to the music. As the music
crescendos, the camera zooms in towards Héloise, focusing on the details of hermest risi
and the heaviness of her breath as she holds back tears, moved by theffeafing upon

her relationship wittMarianne many years prioiSciamma creates an incredibly intimate,
emotiveshot as Héloise cries responséo the musi@s Marianne watches from afar,

separated by the distance in their seats as well as the social boundaries that sepavate them
the music intensifieghae is aclose up of Héloise as she breathes deeper and her eyes fill
with tears The last shot of her displays a smile through the tears, reminiscent and nostalgic

for Marianne and their relationshipee figured8 and 19

Figure 18. Marianne watches Héloise at the orchestra in the final scene.

Portrait de la jeune fille en feu.

Sciamma uses negiegetic music to creag@ivate spacgof freedom and
transformation, a space whepeeer desirés expressed beyond thewer of wordsThe
most prominentuse of nethi eget i ¢ musi ¢ wi t Bande deSikegna mma’' s f
which Marieme and her fr iDemahdsThe scenemkea nd si ng
place in a space tiixury and escapisras theytake bubble baths, eat pizza, dress up in
stolen dressesvhilst drinking and smoking weed their rented hotel roo** The scene,

according to McNeill, i s a hedonistic escap

their friend$ i P &s they dance and sing togethigualising in their friendship®® as well as

S4Wilson, p. 15.

5 sabell e McNeill
Sciamma’s Bande d
[accessed 21 July 2022]

156 |hidem.

right Like a Diamond’: mi
014)', Studies in French
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baptising Mar i e me(Sesfigues@ 21, 28.¢ mt iStcy aansnaVisc i nt er
with Seventh Rowshe discusses why this scene is her favoari s ayi ng t hat ‘it
piece about the birth of friendship’

Figure 19. Héloise cries at the orchestra in the final scene.

Portrait de la jeune fille effieu.

The scene becomes surreal as they slip into a state of intoxication; it begins in slow
motion and then transforms into a sequence of lip synching and dancing. Smoking weed
justifies the drift into modernist fragmentation as the girls enter a world o&faatal
escapism. Sciamma switches between narrative mtveasforning from realism towards a
non-classical dreamlike narrative consisting of the music video scebiaumionds'®8 The
blue lighting within this musividec-like scene contributes to aegr disorientation which
adjusts the viewer to a different atmosph&ather than focusing on the plot and narrative,
Sciamma uses techniquesnobderrist art cinemao display the desires and pleasure of these

girls and their friendship through the use of the music and their performance altogether.

Al ex Heeney, ‘‘“Cinema is the only art where you shai
Cél i ne SSeverghnRovghttps://seventiiow.com/2015/02/01/celinsciammagirlhood/> [accessed 28

July 2022]

B8AndrasBalintKov 4cs, Andr as, ‘ Nar r &Stréeo Modarnsm:Morabean Art Ohenmage ma ' i |

195031980(University of Chicago Press, 200§) 57.
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As the girls perfornrDiamondslip synching and using mimicking codelseymirror
the performance and di scover yTheyalsdrefaretideng one
gueer vocal identification and the art of lip synching in drag culithis.scene provides each
of the girls with a voice to communicate love &oreanother and express themselves.
Throughout the majority of the film, the girls are presented as tougldefihsive
mechanisms and hardened exteri®sgardless of the pressures and expectatibtie
patriarchal world of the banlieudhjs scene providesxambiance in which the girls are able
to express themselvesxperiencinglayfulness and escapisés they dance and sing,
Sciamma provides them with a way to feel powerful faed as they experience euphoria

away from the outside worfc?

Figure 20. Lady as she begins to lip synch to Diamonds.

Bande de filles.

Figure 21. Marieme watches the girls dance and dm@iamonds.

Bande de filles.

Rory Doherty, ‘Bande du Fil m: Ti@®QlUié¢tus,e Sci amma’s Musi
<https://thequietus.com/articles/308HU4n -petite mamanceline sciammamusic> [accessed 17 August 2022]



Figure 2. The girls singing ad dancing to Diamonds.

Bande de filles.
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Both TomboyandPetite Mamarcontainno diegetic music and very littlon-diegetic

music in each of them. Thuke use of music within these films is applied thoughtfully with

a significant impact®® Sciamma uses empathetic music (music which matches the mood or

rhythm of the action onscreen) withilimmboywhenMickaél andLisaplay in Lisds room

The music and its mood and rhythm matches the energy and joy within the sttexe as

dance together to energetipbeatpop.®! The music in this scene contrasts dramatically

with the naturalistic territory sounds throughout the rest of the Tilmere is audden change

from the quet stillnessand naturaterritory sounds to the catchy electronic savigich is

filled with clapping, layers of upbeat arpeggios, energetic vocals and repetitive Tyriss

scere providesMickaél the freedom to dance and enjoy himself, existing in this moment with

Lisa, ‘‘avoi di

ng conforming

to any

particul ar

and intimacy %2 Lisa and Mickaél are able to dance and express themselves away from their

peers and parents, enabling Laure to exist fraetiyqueerlas Mickaé] without the other

children or adults there to enforce the pressuréetironormativity.

Additionally, the eruption of music is not diegetically sourced; it is tchagetic

(music which has a diegetic source and then becomediagetic) and occupieslianinal in

bet ween

space

t hat

S

bot h

out si de

the fil mi

hear the music, interact witinddance to it®3 This use of transliegetic sound challenges

thespatial and temporal representation within the film, bridging the gap and blurring the

160 Doherty.

%1 Tomboy, 0:37:06.
162 McNeill.

163 |pidem.
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boundaries between the space of the characters and the adéfténcieill argues that this

use of musi c dsenataraigmiahdiresligte® préséntngfimidalrthird space

which symbolises nebinarity and norconformity through the ways the music expresses

how ‘childhood experience hovers on the boun

possibilits associated with fiction and ¥he more

Sciamma ussnon-diegetic music throghoutNaissanceto demonstrate heartbred¥.
The music gives form and expression to the g
dialogue in scenes where the girls are unable to communicate and express theiftselves
music offersam nsi ght i nto the heightened dsiwghori ent
intimacy,’ 1®® articulating their feelings, desires, anxieties and ematibing electronic score
has been described by Tim Pal mer ased' bl endin
minor-key treble slides, distorted by pitch bends, with intermittenthbetit rhythms, to
create weirdly di s Thisase of mesic ia ftuicconstantyechangirgn t .
and distortingwith thefluctuatingqueer desireanxietiesand emdbns of the girlst’® This
musicis alsoaccompaniedby he natural territory sounds of
water and r hyt hmi ¢ Asthesesouridpegmeatd thraugheack scee, s .
even when music is playing, Sciamma demonstrates the omnipresent pressure®déithe w
of synchronised swimmingndconstant expectations and demands of the sport, mirroring the
pressures of femininity within French soci€fyne musicoccupies a queer liminal space,
expressing the quedesires and emotions of the giitlsaddition to mirroring the liminal

space of adolescent®

Music is particularly poignant in the first sceneN&isancewhere Mariesees
Florianepeform for the fird time. As she watchedviarie experiencesa sexual awakening.
The music is dramatic and almost operatic, overlapping with the girls splashing through the
water. It builds u@nd crescendosreatinpan i nt ensi ty tddsiesassher r or s
watchesWhen Floriane and Marie go clubbinggeuse ofelectronicmusicand energetic

164 1bidem.

165 |bidem.

166 |bidem.

187 Jonet, p. 1127.

WCA2YLlF | YyRE&AARS SO fd WoY2iA2y>S DANIK22RZI | yR adzA(
Un amour de jeunesse (Mia HanserDZ3 S 5 IntematimnalCihema and the Gifl0.1057/97 (2016)12%
133(p. 121)<https://doi.org/10.1057/9781137388926_10>

169 Handysidep. 129.

1701dem, 127-128.

11dem, p. 129.

721dem,p. 130.
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drumsis powerful The basaddsto the intensity of the scene and speeds up as the two enter
the dancefloor. The scene is filled with intense anxiety as Floriane tdasesby dancing

with her, building thesexual tension as they dance closéorianeleansin to kiss her but

then back away to dance with a man, having uséarie to attract male attentiomhe music
andin particular thébass addto this sickening anxiety inducing effeacsFloriane plays with

Mar i e’ s takimgadvantage efédrattraction towards he

Sciammausesnondiegetic musién Petite Mamario bring characters together
creating connection and intimadyut also as an ecofeminist protdselly listers to music
with her headphonemnd Marion asks her if is the music of the futuré La musi que du
by Par a Oondgesbhtetigeinexisscepsiharg thertvgp gidsrtatte a

futur
boatout onto the lakésee figure 3). Thelyrics of the songverewritten by Sciamraand

the song consists of a choir;idf ichial drseom’'rd ny
electronic and chat tune, which captures the intensity of this unique friendship and the

pl ayful ness of The musiabringsthglrlstagetherandat ur e . ’
commemorates the ewd their friendshiphighlighting and reflecting on the impact they

have hadipon each otheSciamma wantedito * f e e | l i ke a political
sung in protest..this woul d bé™Stidmnadiractyhem t o
addresses the ecofeminist aims throughout her work, demonstrating the impontsectiote

of feminism and environmentalism and their universal attempts to overthrow and reject

patriarchy and capitalism and their domination over women and queeasdsslly and

Marion row together on the lake displaying their connection to each atti¢he nature

surrounding themThis song demonstrates the universal aims of ecofeminism throughout
Sciamma’ s f i | mogr acpnmectiombetweeh reaturp and gueertitssight h e

their equal oppression

173 Doherty.

"Jose Solis, ‘Céline Sciamma on Petite MaTheRilm Ci ne ma
Stage<https://thefilmstage.com/celirciammainterview-petite mamancinemaasresurrectiorand

childhoodpleasures/> [accessed 23 July 2022]
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Figure 23. Nelly and Marion row on the lake.

Petite Maman.
Sciamma uses silence to create a space of resistance, conveying meaning queerly and

unconventionallySheuses rich audialetail to focusn the emotions, anxieties and desires

of her daracters through the breath and territory soundSci amma’ s use of

through her ability to communicate emotions and desires thriwegtifferent sounds,

rhythms and expressions of the breath. Film theory has often beeni@yed and Sciamma

gueers this by using the breath aiothly detailed soungtapedo create intimacy and

hapticity throughout her films as well as using silefweath and territory sounds instead of

dialogue and action.

br
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Chapter 4: Fire

Air is needed to produce fire, thus, chapter four examines fire, exploring how Sciamma
naturalises queer desire through firmss juxt
thepowerto create with its transformative potential, proithg warmth cookingfood and

providing light.Fire constany creats - growing and intensiing, burning brighter and

harde. However fire alsodestroy and buris. According to Timothy Corrigan and Patricia

White, lighting is ‘one of the -emosce¢fMeiusbt | e a
this chapter engagegth how landscapes and mise-scéne are encoded with meaning,

examining the use of light, a manifestation of the element fire.

Playing with Fire: Burning Passion afideation

Sciamma uses fire to initiate warmth, comfort and healing. Towards the beginning of

Portrait, Marianne arrives at the housecased imlarkness, symbolic of the dark, oppressive
patriarchal environment.here is dong takeof Marianne sat by the fireplace smoking, filling

her room with the light and warmth from the flames that cracklédand (figure 1).The

room is filled with darknesghe light come$érom the fireplace, candles ancetbipe In an

interview with Claire Mathondirector of photography iRortrait, she explains how she-de
emphasises the |ight’'s directionality by usi
subjectandcreating a soféthereal aura of light from the candles and fire making the scene

look like aRenaissance paintifng®The fire not only | ights Mari;
the darkness of the house, but is also a figurative symbol of the development of Marianne and
Héloise s rel ationship as a burning tici ght | ight
patriarchal 18c ent ury French soci ety. ifidepesdensesaene e X ¢
sheprovides herself with pleasursitting in thewarmth of the flames, smoking serenely.

According to GastoBachelardpeople who sit by the firmse themselvewithin the flames

as it becomes a source of reverie and daydreathifidnefire is a place ovarmth and

comfort afteMa r i ajounney tosthe islandt is within this scene thdire becomes

symbolically conne@&d with Marianne for the first tim&achelard says hat * fi re f or

TimothyCor ri gan, Patricia White,enSE&sgnpHbeFinmEgpereencéjat er i al
(Boston: Bedfor cA2-B{p.5§Martin’s, 2004) ,
<http://artsites.ucsc.edu/faculty/gustafson/FILM80A/corrigan.white.2.fatfcessed 15 July 2022]

6Video-Cl ai re Mathon parle de ‘Portrait de-arheseggrderune f i | |
lesfilles-qui-marchentsurla-plage13522.html>{accessed 12 September 2022].

177 GastonBachelarda psychanalyse du fe(Routledge & Kegan Paul, 1964). 1320.
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who is contemplatingsian example of a sudden change or development and an example of a
circumstant i'dwhideh el iogphmeinghit s Mari anne’ s tra

the fire that,faeshadwngthaHp@adsionats urniag rdmarfces

Figure 1. Marianne sits by the fireplace and smokes on her first night.

Portrait de la jeune fille en feu

Sciamma makes extensive use of the fireplac¢®ortrait to invoke comfort and
warmth.Marianne gets out of bed due to menstrual cramps and goes to the kitchen where
Sophie heats up chgstonego use apain relief'’® the warmth of the kitchen and fireplace
enableMarianne and Sophie to have a tender moment of comfort and bomtiagntimate
moment between theenables Sophie to open up about her pregnaneyfifienin this scene
has the potential to heahd comfortnot only physicallybut alsoemotionally enabling
Sophie and Marianne teelp and relieveach other furtbr. Gels and lanterns were used to
soften the light source and reduthe shadows in scenes like these, keeping the nuances and
details of colours in the shot and in the details of the adtmrss. This scene is then mirrored
asMarianne heats up a pafhherbson the fireto help induces o p h miscarrage Fire is
used byHéloiseand Marianne to defy the misogynistic patriarchal restrictions Bt@étury
France byhelping Sophie to have an abortion. This scene demonstrates queerness through the

gueer friendship between the three, which defies social hierarchies and expectations of class.

1781dem, p. 16.
179 Portrait de la jeune fille en few0:55:45.
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Fire is filled with energy, with the powes treate and heat food, transforming its

‘

energyby fuelling humans. Foods part othe miseens c é ne i s i nti mately |
implications of social status, cultural difference, ethnicity, sexuality and other markers of
identity,’ 18 andis an increasingly significant trope within Ecimema studie$?! Food and

gender can be examined from an ecocritical perspective, explmmdpoth the female body

and natural environment can be exploited under theapatal system and destruction of

ecologyJi I I Ander son e x aG@Giobal Appetitkds hd sHinc €laer 8¢ Winae
Strange Naturesringing together food studies along with queer ecocriticism, examining

how these different subsets of academia setett®? Anderson demonstrates that queer

ecocriticism focuses upon questions of naturalness, which also resonates with ongoing

debates surrounding fooBlothCar r ut h and Seymour’'s apgproache
of power are produced to justify exploitation and violence upon queer people and ecology,

thus displayinghe links between queer ecology and foodways.

El speth Probyn in *An Ethos with Bite: Qu
thatqueertaory needs to ‘extend its theoretic rea

and narrow use of sexuali}?*Pr obyn suggest s relinquishing
as the sol e ¥ andengagngnith ttee matifageted egperience of queerness

by exploiing other aspects of everyday life, such as ff8&ciamma explores the ways

humans connect with natusgecifically through foodchallengingthe ideahat humans are

separate from the natural wodd wellag e pl aci ng t he binaries of s
sexuality, gender and class. Nature and food unravel these preconceptions by showing the

ongoing ntersections between queerness and natbire.

Theclass distinctions betwedarianne, Héloise and Soplaesignored when
sharing food and cooking together. Sciamma uses foBdrimait as a medium of exchange

and connection, creating ties betweencharacs . Sop hi e'’isalsoonebfe as a ma

8Gaye PooleReel Meals, Set Meals: Food in Film and Thed8gdney, New South Wales: Currency Press,

1999), p. 2.

181 David Melbye, Landscape Allegory in Cinema: From Wilderness to Wasteliely York: Palgrave

Macmillan, 2010)p. 153.

BJllIEAnder son, ‘The Ecol ogy of P dJdemFictidpbrdiesfhle ss and Fo
(Baltimore, 2015), pp.16&76 (p. 168X https://www.jstor.org/stable/264217¥ §accessed 12 September

2022].

B ElspethPr obyn, “ An Ethos with a Bi tSexualit@gs2.d @999)hopiplet i t es f
84 1dem, p 423.

185 |dem, p 422.

63 os hua S bueercMoyementisk Ghallenging Heteronormative Spaceufir (Re)lmagining

Nat ur e aBurdpedhdaumhdl of Ecopsycholody(2012) pp. 352
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caregiver and a provider of food. Thus, the scenes in which Sophie, Héloise and Marianne
spend time preparing food in the kitchen together, are even more poigsatially when
Héloiseand Marianne cookl hroughlong takes, Sciamma shows thespending time in the
kitchen, playing cards, eating and cooking togetimeplying intimacy and connectiofihe
kitchenis lit by candlelight and the burning fire, adding to the wararttl intimacy. They
represent three different positions in society, however, each of them séraggle
independence and autonomy. In one scene, Sophie embroiders flowers, as Marianne pours
wine and Héloise chemnushooms(figure 2)!8’ This scene is queer through its embodiment
of sorority and equality, bringing three separate groups of people together in this utopic
experience of womanhoo®@hese meals devel@pgenuine relationship of imtiacy'88

through privileginghe generosity of foodtimea n d ¢ o n v e caduit foremotioasd a °
| a n g dddSgi@mma goes against the exploitative heteronormative patriarchal system of
18" century France by bringing them togett®ciamma rewrites codes and conventions
through these scenes by creaiimgllectual,romantic and platonic nourishment through

sharing food.

Figure 2. Marianne, Héloise and Sophie spend thogetherin the kitcha.

Portrait de la jeune fille en feu

Sharing moments in the kitchen togetberates intimacy betweetéloise and

Marianne The intimacy and nourishment that they receive through sharing food together,

187 Portrait de la jeune fille en fe1:10:15.
188 Johnston
¥ pPoole, p. 3.
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mirrorsthe intimacy and nourishmeat theirqueer desire. The sensory haptic nature of
cooking and sharing food substitsitects of sex and romance in terms of the sensory nature
of food as well as the pleasure and intimacy produced by sharingAftedeating together

in the kitchenHéloisereads the myth of Orpheus to Marianne and Sophie. They sit together,
captivated byHéloisé s & whiladthe fire crackles and the bokafthe fire shine. The

light and warmth of the fire brings thertoserand builds an intellectual and sensual

connection betweethemas they discuss ideaarrounding the myth.

Héloiseand Marianne also smoke together in the kitchen whilst Sophie is hanging
from the ceiling, after taking the herbal medicine, to induce her miscaiviflgk Sophie
waits, Héloiseand Mariannesit & the kitchen tableThe scene is lit by the candle on the table
and the blazing fire in the fireplace (figure 3). They light the pipe on the candle and begin to
smoke together, highlighting the warmth and comfort that the element fire produces. They
beginto discuss lovesymbolically lighting the fire within one anotheetting each other
ablaze with passion and desire. Their moment of intinecyerrupted by Sophie falling
down, herabortionattemptrepresenting the reality of the patriarchal socikgy live in.This

mirrorsthe struggles, restrictions and secrecy of queernesd'ioetury France.

Figure 39 Marianne and Héloise smoke in the kitchen together.

Portrait de la pune fille en feu.

Sciamma uses food Bande de filleso display affection, intimacy and care.

Marieme cooks for her housemate Moni®mnirroring the maternal act of cooking foer

19 Bande de filles1:32:24.
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younger sistersThis scengand Mariemis relationship with Monicajisplays more

tenderness and intimatiyanMariemés heterosexual relationship witemaél Monica

applies mieup to Marieme tenderly and dances withdte¢he end of the film, creating a

tender and tactile connectidivhenlsmaéldiscovers that Mariemieas bound her breasts

(figure 4) he responds with aggressj@mouting and swearinglaerMar i eme’ s body
the heteronormative gender binary and expectations of a womagué@mess alienates

Ismaél As a result, Marieme decidesleavepatriarchy and misogynlyehind rejecting

Ismaé| a heteronormativéuture and the expectations that are set in plémeher.

Figure4. Marieme after Ismé discovers she has bound her breasts.

Bande de filles

Sciammaalsouses food irPetite Mamario create intimacpetween Nelly and
Marion. Food brings tha closer togetheenabing them to experiencearefree joy They
giggle whilemake pancakesspilling milk and flipping pancakes onto the flodihe
manifestation of fire ishroughcookingand the warmth, heat and joy that thistaatgs. Fire
is also present on the candles of Marion’s
tender connection between the two. The connection and relationship between Nelly and her
mother as a child is queer, by transcending and queeringaintieeir two timelines exist at
once.Elements of magical realisand fabulisrmare often present throughd@éetite Maman
through the realist setting that merges with the magical unexplained elementsaridime
lighting which creates a fairy tale like wattmand glow within the forest

Both food and sex are characterised by appetites. Food is a consumptive embodiment

of desire, indulgence and pleasure which can be filled with contentment and ful@ngent



95

connectdo the physical body and oitgl, drawingparallels with sex and desifé! Carole
Counihanargues eat i ng and i nt er®bathcontebutngfuthedtor e i nt i m
trust,familiarity andvulnerability. The* i nsti ncti ve drive for food
they often take on overlapping symbatioo n n o t'%&funictioning asa metaphor for

emotional needs or sexual desire.

OnMa r i afirshreghtsising a canié, shesearcheshroughthekitchencupboards
for food (figure 5)'%41t is almost silety except for the sound of the plate and the rummaging
in the cupboard. Shears the bread apart and cuts the cheese, eating quicklyunigler,
desire and satisfaction. This scene is emblensafic Ma r wilingness to satisfy her
needs and desirglserhunger and desire @legoricalof her sexual appetite aggieerdesire
This scene enablddarianne and Sophie to have a conversation about Héloise and her sister.
Despite only just meeting, there is evident intimacy and candour within this conversation they
share, demonstrating the beginning of their relationship and how it will devedophay
course of the film>®

Figure 5 Marianne going to the kitchen in search of food.

Portrait de la jeune fille en feu

11 auraLindenfeld, Fabio Parasecdigasting our Eyes: Food Films and Cultural Identity in the United
States(Colombia University Press, 2017). 7.

192 Carole M. CounihariThe Anthropology of Food and Body: Gender, Meaning and P&~ York:
Routledge, 1999), pp-90.

193|1dem, p 9.

194 Portrait de la jeune fille en fe0:10:00.

195 Johnston.
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In Naissancefood functions allegoricallydisplaying sexual desire and hungéfarie
takes Floriane’s rubbish bag f f%Sheogetsep bi n to
the bin bag, putting each tife itemsontoher desko inspectthem reading the crumpled
paper, smellingrad touching a tissue with lipstick stairengagng all of her senses with
Florianeand her rubbishcreating a scene filledith tactile hapticity.The camerahenmoves
towards the haleaten browning appl@s Marie turns it around in her handibecamera
foll ows Magshemdvesthehapple dowardser mouth andakesa bite of tle
forbiddenfruit; a representation of her desire for Floriand herforbidden queernesShe
closes her eyes, bites and chews, grimacing and scrunching her fsltec@mecs to
Floriangtastingher Accor ding to | saacReBémda&Bsbagsod i n An
Food and Film since Adam and Eve, food has been entangled with forbidden desire and the
use of food in a systenf tabooshas not only regulated diet but also sexual contfidthe

appleiser ot i ci sed and alludes to Marie’ s sexual
connection to FlorianasMarie tasesandtoucheswvhat Floriane has tasted and touch&sl

Marie |l ooks through Fl oriane’ s -thelnpplebesnga s he
physical representation of hersile and lust, further naturalising the desire she feels for
Floriane.Therepulsive abject nature of this act mirrors the unconventional queerness of their

rel at i on s h mgaploncd bukhang, serual §ire and desimeFloriane.

InNaissance Sci amma cont i nuetssymboliselasdaepisenti e’ s F
her sexual desire and longing for Floriane. As Marie waits for Floriane to return from seeing
Francois, she sits in darknegseling sorry for herselinindlesslyeaing sweets
metaphoricallydemonstratindner desire for Florain®® The sweets lack satisfaction or
nouri shment, just |ike Floriane’s relationsh
herown needs, yet Marie still desires and craves\IWdille Floriane kisses Francois, Marie
eats sweet s, mstraipnlasdpsyahasexuaborafifyd rer,huner mirroring
her sexubhunge for Horiane.

Anotherscene which examines the manifestation of fire as fodthiasancaakes
pl ace in McDonald’s with Sciamma hersel f, pl

Anne’ s queer neusatpgrawhup, asshte insidisen buying & happy meal,

1% Naissance des pieuvre30:41:16.

197 Anne Bower Reel Food: Essays on Food and Fi{Routledge, 2004)
198 Naissance des pieuvrd30:23:49.

199 Jonet,p. 1134.
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despite being too old. In this shot reverse shot sequence with the cashier, Anne argues and is
determined to receive a happy meal. On one hand, Anne displays a desire lbot sexthe

other handsheis unable to leave childhood behinilter the cashier refuses to serve her

happy meal, the scene then cuts to a shot of Anne looking through the mini binoculars, the
toy from the happy meahnd tucking into her foodAnne and Marie have an argument where
Marie tells her she is sick der childishnessAnne has sexual desires but is also still stuck in

her childish nature, in this queerliretween statef adolescencthat bordersn childhood

and adulthood.

Fire is an outward symbol of inner fire and passiussof and Clark describe its
attributes by saying that it can rage with
light’ 2°°Fire, like queerness and queer desireftisnrestricted, controlled and limited:; it is
treated with caution and suspicion, much like societal anxiety towards queerness and sex.

According toGeorge®Bataille,fire and sexareb o t h expressions of an
flow. 2%Y In chapter four of .a Psychanalyse du feBachelard examingbe sexually charged

nature of fire, explorindgpowfire is a metaphor for sex and reproduction &iseagransforms

and develops, growing from a small fire, strengthening and intensifying into a considerable
blaze?%? Within Portrait, fires burn through the length of the filagtingas a symbol of

burning desirandpassion Just like the burning firethe characters let their queer desires

and passioenergeticallyburn andouild intensely.

The bonfiresceneexemplifies the passion, creativity and desire that fire embodies and
symbolisesThis scene is rtansformativeurning point asvlarianne and Héloise smile
across thdire at each otheit is one of the few scenes with music, as mentioned in the
previous chapter, and one of the first times they smile at each other. As the fireftames
cracking and lightng up the frame, the canesecuts between the two of them smiliag,they
recognise their attraction and desire for each other. The scene is filled with sensuality and
sexual tension as they look at each other, without saying anythihig idyllic utopic queer

environment.

Fire is a vivid symbolic manifestation of their romance, desire and pasgdien

having kissed for the first time in the cave, Marianne fiddkisein her room waiting for

20Nj gel Clark, Kathryn Yusoff, ‘ Queer FdministRevieww ol ogy,
118 (2018) pp. 24 (p. § <https://eprints.lancs.ac.uk/id/eprint/87307/2/QueerFireFeministReviewl19_7.pdf>
[accessed 10 November 2022]

201 |dem, p. 10.

202Bachelard(1964),p. 4358.
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her by the fire. The fire symbolises how their desire and love lbeeme ignited further; the

symbolic fire burns brighter and more fiercely sineeognising their desirfer each other

They are both silent, and the sound of the fire crackling and splitting can be heard as

Marianne puts her heashéléloise s s houl der aother (figure )A clds@dpd e ach
then shows them both sl owly iesmthcsansualgy armdnd e x p
tenderness, lit by the wath of the burning fire, symbolising their passion and desire. The

warm light of the fire makes their skin glow and sets them alight with warmth and passion, as

they kiss each other.

Figure 6 Marianne and H®l opse in Marianneds room,

Portrait de la jeune fille en feu.

In Naissanceheat is usedllegoricallyt o d i s p | saxyal ddsire an@é ' s
frustration. Il n one scene, FIl oriane adjusts
The camera focuses on Marie's facial express

FIl oriane’s touch and t easeintgeshoWsSctatnmajallowst FI or

us to focus on Marie’'s response and reaction
tension. After this, Marie watches Floriane and Francois in the shower kiSkiagcene

then cuts t@ midshot ofMarie in her bedroom, sitting on the floor by a fan, looking

miserable and frustrated as she experiences sexual frustration andfidesee’). The shot

uses conventions from slow cinema, canang a space to observeand exempl i fy Ma
boredom as she waits and cools herself off, desiring and longing for Floriane, cooling herself

downfrom the previous two scenéled with sexual tension and physicality.
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Figure 7. Marie sat by the fan in her room.

Naissance des pieuvres
Fire is creative, fuelling inspiration as well@®wing and intensifying, creating more
heatand light.Portrait explores different layers ofeation and amot onlythrough
Mari anne’ s paintings but also Sciamma’'s appr
Sciamma displays what has been obliterated from history by bringing the activity of queer
female artists, the role of women and queerif@mty into the forefront. Sciammieinvents
ci nema’ s d®gentwytFiaceithraugh hdr ueer narratiirethe same way that
Marianne Héloiseand Sophie reinterpret the myth of Orpheus and Eurydice, both bringing
women to the forefront. Seiamaqueers the epoch dramg liierally and symbolically puts
the queer female into the spotlight by telling a story about women, queer desire and female

artists

Sciamma uses Marianne’s art and paintings
Héloisé s r e | .dfter Manasre destroys her painting, she sketches Héloise while she
sleepgfigures 8 and 9)Héloise is vulnerable as she is unaware of being wat&teddoes
not pose and Marianne draws Héloise as she is, not following the typical ordtanda
conventions of portraiture, displaying and implying a growing love, loyalty and intimacy
between the two, as well as a shift in the way that they look at each other. They create
something new, liberating themselves and their art from the repressiety souil

expectations that surround them.
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h e

Figure 8 Marianne sketches Héloise while she sleeps.

Portrait de la jeune fille en feu.

Figure 9 Marianneds sketch of H®l opse while she sl

Portrait de la jeune fille en feu.

InMa r i asecoed attempt to paint Héloise, Héloise agrees to sit for the painting
and as she does, looks back at Marianost like Eurydice looks back iMetamorphosesas
well as Sciamma looking back at8entury Francandfemale artistsThe painting
becomes a collaborative effort and is created out of an equal examatigey watch each

other and finish the painting together. Mariatuert and destroyed twpaintings along wit
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gendered traditions and expectations, forging something collaborative and egalittrian
the second painting. They balismantle and undo the one dimensional act of lapkin
queering the way art is creatéithe final painting is a collaborative effort betwddéloise
and Marianne, just like the collaboration of Sciamma, MatraHélene Delmaire, the
classically trained oil pater whocreatedhe paintings for the filmThe collaborative

creationinspiresHéloise tarecreateSop hi e’ s abor t i o A%Throughtidar i ann
painting theydefy cietal expecations and ruleand eternalise this act ffmaledefiance.

This paintingdisplays the queerness of ithigiendshipas tlrey opmse society and its

expectations of clas$hey sit in the warm energetic glow of the fire, which feeds them with
passion, energy and inspiration to create. The fire burns, creating light for Marianne and

influencing the light of ta painting.

Fire is a beacon of liglend inNaissanceSciamma creates desire through her
manipulation of lightinghat emanates and is reflected fromsthémmingpool. When
Florianeperforms, sheises from the brightly lit pool, glowing, in the centre of the frafie
As Floriane shines brightly in the pool, Marieses alight, burning with passion and desire;
she watches captivated and claps in admirafibrs fleeting moment enables the light to
catch her and showcase her, illuminating her on full display for her audience, before she
disappears beneath the surfdgdden away. This is symbolic of the way she uses her beauty
and charm to seduce Marie and then abandon her for Frangois or men in clubs, teasing Marie

and leading her on before leaving her.

Furthermore, Sciamma continues to use lightingjamssancedo create a seductive
atmosphere which contributeshtarie' s burning passion and desivkt the party, Marie is in
the bathroom while Floriane vom#® The bathroomlighting is green, illuminating the
room, creating a club like atmospébdilled with intimacy in this bathroom, hidden away
from the party. The green creates highlights and shadows bouncing off their faces
contrasngt o t he darkness of the rest of the part
performance and tries to initiatera@rsationwith Floriane, who isininterested anfbcused
on herself, fixing her hair and makeup in th
unrequited queer longing and desire. The brightness of the lights and the reflection of the

mirror demonstrates Flom& and her selbbsessioms she continues to ignore Marie. Despite

203 Portrait de la jeune fille en fe1:29:00.
204 Naissance des pieuvre¥):03:57.
205|dem,00:12:56.
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being a part of the shot, Mari e’ s placement
mirror, relegates her to the side and shadows, while thiniggltamera and framing force

the spectator to focus upon Floriane who is lit brightigfilmed from behind as well as

reflectedin the mirror(figure10). Thi s adds to Marie’'s captivat
her. This scene ishe beginning of their queer relationship, and emblematic of the power

dynamics throughout. Marie is fixated on Floriane, while Floriane looks only at herself,

displaying, as Jonet suggestsr vulnerability and surface bravatf8 The scene ends with

Floriane asking Marie for chewing gushethenbringsher mouth close to héo askher if

her breathe smell§Vithin ther first conversationshemake demands of Marie, using her

sensuality to teadwer.

Figure 10 Floriane looking in the mirror at the party.

Naissance des pieuvres.
Sciamma uses |ighting again to display FI

Marie tries to convince her to take her into the p86The screen is split into shadows and

bright sunshinéfigure 11). Floriane stands in the bright sunshine, representing her allure and

desirability as well as Marie’ s burning pass
greyness of the suburbs that sumd the swimming pool representing the bleak, mundane

normalcy of her life compared to the bright lights and attraction of Floriane and the world of

206 Jonet p. 1131.
207 Naissance des pieuvre):16:13.
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synchronised swimming. Floriane stands in the sunshine like a temptress and seductress with

power over Mag before inviting her into the pool

i M

7 il =
[ smrg i 4§
Figure 11 Marie convincing Floriane to bring her to the pool.

Naissance des pieuvres.
Sciammaalsodemonstrates queerness through bright naturaldigiwyled through

the trees, radiating warmth and brightnessamboy Sciamma does not use traditional

threepoint lighting but focuses on natural lighting and sunlighftomboy represenhg

freedom and the self, enabling Laure to experience themseliskagil. The film begins

with Laurestandingthrough the roof of the cathe camera displays a clegp oftheirhead

with a bright bokeh of sunlight poking through the trees. Thecaichesheir hair and

streams through the leaves of the trees, creating dappled light and bursts of golden streams.

The close up of Lauteface enablgthem to experience the warm bright sunlight,

symbolising freedom and the blissggnder expression and queernd@$g natural sunlight

is alsosignificant andnetaphorical othe freedonof queernesas the sunlight seeps through

the treesvhenLisaandMickaél kiss (figure 12).2°8 The light shines on their faces as they

kiss andhe pathetidallacy ofthe bright sunlighteflects the brightnesnd joy of queerness.

Diredor of photography, Crystel Fournieand Sciamma mainly relied on the natural lighting

and diffuson of sunlight to bathe its subjects in a warm glow creating a nostalgic atmosphere

like a blissful childhood memory. The warm tones and natural lighting creates a sense of

208 Tomboy00:47:20.
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intimacy and proximity between the characters and the viewer, bringing usaun@s

world.

The physical natur al l ighting adds to Sci
world as well as the objective observation of detail throughout, bringing attention to the
natural characteristics of the environment and seflihig depiction of naturandthe
naturalistic approachirrors the naturalness of Latsequeernessettingqueerness and noen
conformity within the reality of a lived existence and experieBceamma renders queerness
as a natural partf ¢his world, thus, where nothing is artificial or exoticized here but exists
freely, the sun shines without interference and Laure can eX¥§tkaéland express
themselves as they wish.

7 E ge Mo SuiraeL

Figure12 Mickael and Lisa walking through the sunny forest.

Tomboydir. Céline Sciamma (Pyramide Distribution, 2011).

Up in Flames: Creative Destruction

This sectiorexamineghe destructive potential and darkness of fiéer Marianne

completes hefirst paintingpfHé | o7 s e, s he b ur podraitiofhee Thsace vi ous
of destructiorjuxtaposes witlihe completion of her own paintingdt alsoforeshadowthe

destruction of her own paintirand displays her connection and loyaltHi@loise

anticipating the turning point in their relationship, in which they will become lovers and

Marianne will begin to paintiéloisewith her consenfThedestruction of this painting takes

place after Marianne tells la Comtesse that she has finished her portrait of Heloise.
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ComtesseellsMarianne' el | e vous RBli Ime paergdttmomdndgs afteo u s’

Hél oise tells Marianne ‘ig z2QHeariagittesmiordss ent i que
enables Marianne to consider the extent of her feelings toma@idsse As she inhales

deeply reflecting on Héloise atfte finished painting, she concludes with destroying the

original portrait, an act which brings her closer to Héloise and leads her to destroy her own

painting.

Marianneuses a candle fookatt he det ai l s of the painting
from her rubbed out face to the folds in her dress and her hands folded in her lap. She gazes
upon the details dfiéloise almost sensualliaking her in and appreciagireachpartof her.
Shethensets fire to iwith the candlegburning itat the heart of the paintinghe light of the
burning flames il 1l uminat e(Bgud®)rSheatenm@acesitih ace a
thefireplace, destroying what the painting represett® arranged unwanted marriage along
with the heteronormative patriarchal expectations of Héloise and womefi ced@iry

France. This act also displays her burning desire and passion for Héloise.

Figure ¥ Marianne destroys the first painting.

Portrait de la jeuneifle en feu.
After this,Héloise s r ej ect s Mar i displayeng lerregfusaltolbei ng of
objectified, gazed upon and married off to a man she has never met. Refusing to sit for her

portrait, along with the rejection of the painting, highlights her autonomyralependence.

209 Portrait de la jeune fille en few0:44:27.
2101dem, 00:42:22.
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Hél oi se’ s dowardsphp portraittisrha&edton the painting lacking life and

presence in its representation of Hélpiré also in representing Marianmdarianne

responds defensi vel y conentions desidéed Marianachdse s r & g |
followed the rules and expectations of a maddeninated world of painting which looks upon

women as muses and objects, a metaphor and reflection of the patriarchal sociBty of 18

century Frane Shehas not created something true to herself, or to Héloise, but something
lackingthesignificance and depth of the bond that they have formed and the perspective of a
queer woman. At her frustration with Héldise di sappoi nt me nnahiltyas wel |
to capture the essence of Hélgigarianne destroythe painting by smudging the face out

with a cloth mirroring what happened to the first paintingsla defiant act that serves as a

turning point in their mutual sexual attraction and intgn&? Marianne puts flames to this

painting along with the history of how women are presented, looked at and objetti®d.

scene demonstrates h&ertrait is about creative disruption and destruction as well as

inventionand creationThenexppor t rai t i s Marianne’ s attempt
form as well as the depths of their connectisrshe detaches herself from learned

conventions and rules. As Marianne creat@&w paintingshe also forges a new relationship

with Héloisedefyingconventions, rules and expectations of painting and also society

gueering her relationship with Héloise and queering her artistic process.

Hél oi se becomes ‘|l a jeune fille en feu W
(figure15). The firetrandr ms i nt o a part of Hél oise’ s cos:
herself. HéloTise has always been burning and filled with fire; she is passionate, independent

and constantly defies her mothkeer intentions for her and her future, thus Héloise is

unbohered by the flames. Héloise is filled with and represents fire, defying the expectations

of the aristocratic woman that she is meant t@Baehelard examines the Prometheus

complex n La Psychanalyse du feexploring the psychological drive thatpels children to

defy their parents and touch ff€H é | o gueesdesire, within 18 century French

society,is much like the forbidden burning firBut just like the burning fire, she lets it touch

her and burn her, experiencing the heat@melgy of queerness and the flames.

2111dem, 00:50:09.
212Byckland,(1964),p. 9.
213 |dem,p.7.
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Figure 15 Héloise catches fire at the bonfire.

Portrait de la jeune fille en feu.

David Melbye’'s ‘Il andscapes of the mind”’
space in which natural, outdoor settings serveudsward manifestations of characters
(troubl e #9Themsvijonnheet sf'the bonfire and the settintheburning fire

within darkness nd r el ates to Mari anne and H&l oi se’ s
other. Héloise and the fire have become manipulated to serve an allegorical mode of

narration. The landscape, environment and fire become encoded with meaning and become
symbolic and expressive of the changes developing in their relationship and ting burn

attraction, taking on an allegorical dimension.

This scene is a turning point for Hélosen d M a rrelagianship as shey smile
across the fire at each other, their relationship transforms and merges into sosexthalg
The only lighting within this scene comes from the brightness of the burning ffeomethe
bonfire; Héloise and Marianne are surroundeddrkness, their faces lit and glowing by the
fierce burnindight from the fire as they are central to the frame and the focus of this scene.
The visuality of the fir e?Xshasingthapassiomdeasirnew |
and intimacy between Héloise and Marianne as they look at each other without words as the
acapella siging from the women swellround then. Time stands still in this scene as they

look at each other, smiling across the,frecognising their feelingsr each other and filling

214 Melbye, p. 1.
215Todd WReeserQueer cinema in contemporary France: five directgianchester University Pres,
2022),p. 296.



108

them both with love and inspiration. This moment of destruction borders on creation, due to

inspiring Marianne to paint this scene and créatg@ortrait de la jeune fille en feu

PietariKddpdandTommy Gutsafsson engage with the relationdhégween the
human body and the ecosysteiithin ecocinem&!® Héloise and Marianne burn
heteronormativity and gender expectations, choosing queeifltessrefusd¢o becontrolled
by societybut enablenature to exist freely and wildly as the fire burns and Héloise connects
to the ecosystem surrounding her. They reflect upon the existence of humans in the wider
society and ecosphere as they are placed within natunitinial the fire Nature is morphed
within this scene as an interface for gelélisation, reflection. Héloise becomes connected to
nature through the fire burning her dress, enabling Marianne and Héloise to recognise their
feelings and queerness. No woatte said as they staagart from each other, separated by
the fire whichillustratest hei r passi on and independence as
attempt to burn and destroy their defiance and queerness. The figmaimch of them in the
middle d the shot along with the cross cutting between each of them enables the spectator to
focus on the way that thégok at each othestandingdirectly in front of each other within
the dark backgrounahd non-existent set dressing. Only Héloise and Maréaoan be seen as
they are lit by the burning light of the firm this scene hte red monstrok camera accentuates

the colours in their costumes as well as the bughdl colours of the fire

This scene displaysdisruption of heteronormativity and gender norms as the dress
catches fire and burns slowly, destroying th
Frenchsoci ety’'s heteronormative expectations of
she desbys theideasof theoppressive world she lives in, as new passion and queerness take
over and set heteronormativity ablaze. The burning dress appears as a physical manifestation
of the relationship between Marianne and Héloise as they both burnsiray thee
oppressivesymbolof the dress and heteronormativity and take a step towards accepting their
desire for each other.

The flames are then put out by the women around the fire, the blocking of the women
and the smothering of the flames correlatestHé | o7 se’ s mot her as wel |
heteronormativity of 8c ent ury Fr ance which smother HéIl oi

independence and defiance. Tlaenes of thébonfreactas an al |l egory for HE

216 Kaapa Gustafsson
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and autonomy but also displagw, like their relationship and love, the fire must be put out

and come to aend. It cannot continue to burn passionately in the society they live in.

Darkress blocks and hides the light, much like heteronormativetgdaiocking out
and suppressing queernesshaissancethe suburbs of Paris, Cerpntoise, where the
film is set and filmed, is full of greyness, dull colours and lighthgrording to Corrigan
and White, shading, darkness and the use of shadows help draw attengdain features,
commenting or focusing on certain objects or characters in a way that the narrativéannot.
The dark, drab colours of the settingNdHissancalemonstrates the bored@nd emptiness
of the characters’ | ives as well as the hete
gueerness and freedom. The darkness and greyness of the suburban envaondthertark
changing rooms, contrast with the bright colours efwlorld of synchronised swimming
from the glistening blue of the pool to the bright makeup and costumes the girls perform in.
The dark, drab changing rooms with low dim lighting on the walls are a place of
transformation, as the girls transform into teminine ideal with their makeup and hair done
as well as dazzling sparkling costumes. The darkness of these rooms hides this process of
transformation, their original natural state is hidden away and not displayed in the bright
lights of the swimming poalntil they are fully transformed into idealised feminine
performers. As Marie watches them dance she is entranced by the beauty of Floriane and the
performance of the girjshe colour and the space of the pool is a space for Marie to
experience and exple her queerness. She enters a new world of possibility, beauty and
desire, filled with colour and light. She then leaves this space to enter the suburban darkness
of the streets and houses of CeRpntoise, which destroy, dampen and darken her queer
desre, symbolising the reality of heteronormativity.

Sciamma also uses darkness througBautde de fillesparticularly through the black
screens that separate the five different sections of the filmiditeny transforms from
bright lightingand stylised vivid colours to a screen of darkness. Thisdiegetic technique

is used as the ul ti mate cinematic samhdow’ a
powerful effect, forcing the spectator tacts on something el$& The absence of visuals
with the black screen enables sound to become the,foqus t he Vvi ewer ' s | magi

over. For examplahis can be seen when Marieme dsdaélkiss for the first time; as their

217 Corrigan White, p. 60.
218 pjotr SadowskiThe Semiotics of Light and Shadows: Modern Visual Arts and Weimar Ci(@lo@nsbury
Academic, 2017)p. 81.
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lips touch they are hidden by darkness for a few seconds, allowing them the intimacy of this
momentThi s dar kness foreshadows Marieme’s deci ¢
that existfor her. to marry and confion to the patriarchal heteronormative nuclear family.

This darkness represents her separation and refusal to comply, mirroring binding her chest,

which separates her from femininity and the expectations men have of her. She reclaims her

body and is in chge of her futureThe transition of a black screen also happens after the

first scene, in which the girls play American football together. Whether this scene is a fantasy

or really happening, it is cut short and all light is shut down and diminishedyaaréhe

plunged into darkness and return to the banlieues, representative of the sexism and patriarchy

of their reality.

The dark screen is significant towards the end of the film. After Marieme leaves her
sisters and says goodbye to her friends, the sgeesnblack and signals a new chapter in
Mar i e mé®Tsh el icfaemer a then cuts to a shot of Mal
carpeted staircase; she is wearing high heels, a short red sequined dress and a platinum
blonde wig. The camera follows Marieme fraaehind as she walks up the stairs and then
into the party, tilting upwards to show her legs in the high heels, emphasising this
transformation and transition from the previous scene into femininity and glamour. This
outfit functions as a costume and disguwith a purpose; as a Black woman walking into a
party full of middleclass white Parisians, her clothes enable her to blend in and disguise her
race and age, through the glamour and sophistication of the outfit. Marieme removes the wig
and dress as sn@s she enters the car to leave, putting her baggy androgynous clothing back
on, displaying how Sciamma does not prioritise heteronormative gender identity expression
but reveals the fluidity and unrest#i ctive n
Through this costume and performance, Sciamn
gender identity. Frances Smith argues that just likeoimboy feminine clothing acts as a
disguise in this scene, as she compares this scene to Laure being madextressar
towards the end dfomboy Sciammasubvertghe conventional meaning of feminine

clothing by transforming her characters into a disguised shape shifting inditAtlual.

From bonfiresto lightandfoopd t he el ement of fire is omn

filmography. She uses the element fire to display the dichotomy of creation and destruction

219Bande de filles1:25:52.
220 Smith, p 83.
221 |dem, p. 84.
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through its warmth, comfort and ability to create in contrast to its destruction and Thaos.

different aspets of fire naturalise queer desire, bringing characters closer together, creating
passion, sensuality, art and inspiration al/|l
characters and narrativadltimately, Sciammadorings queerness out of the kiaess by

bringing queer narratives and characters into the spqtigtitng them ablaze with

passionate burning desires.
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Conclusion

This thesis began by examining the way in which Sciamma naturalises queer desire

throughout her films. This consistedeix pl or i ng Sci amma’s symbol i c
nature throughout her films, in addition to the queer narratives and characters inherently
rooted in Sciamma’s work. Throughout my thes
between queerness andura by examining queer ecology. Throughout the framework of

gueer ecology and the four el ements, I i nves
through the lens of queer theory. Drawing on ecofeminism and queer ecology, | argue that

S ¢ i a mmuaographyfdisnhantles heterosexist notions of nature, thus further contributing to
dismantling the heteronormativity and heterosexism that exists within French society. Queer
ecology argues that nature ahén at ur al ar e political categori
understanding of what is considered natural and unnatural, consistently associating
heterosexuality with nature and normality. Sciamma presents a queer natural world which

defies societal and eneinmentalist expectations, as she engages with the queerness and
strangeness of ecology mirroring the queerness of her characters and their narratives.

Sciamma acknowledges the queerness of nature and humanity as she challenges
heteronormative ideas of whatnatural, whilst continuing to deconstruct the dominant

hierarchies, power structures, binaries and dualism® gesatevithin society.

Chapter one investigated the role of the
primarily exploring the fluid,unk ed nature of water which mirr.
gueer characters and narratives. This chapter examined the allegorical use of water within
Sciamma’s films; water demonstrates, reflect
flowing queerdesires of her characters as well as the unlimited potential of their queerness
and desires. The swimming pool is a vital key setting wiaissanceThrough its
omnipresence, it highlights and enforces societal expectations and ideas of femininity as we
as demonstrating a clear binarity. Sciamma uses synchronised swimming to display the
pressures adolescents face as they begin to experience the pressures of femininity and
womanhoodvithin French society. On the other hand, Sciamma also uses watsplt/di
eroticism, through sexually charged showers, the-sehity that synchronised swimming
encourages, as well as the romantic scenes that take place by the Watéaibhor Tomboy
The fluidity of the water demonstestthe fluidity and freedom ajueerness in addition to

naturalising the queerness of these moments. The eroticism and sexual appeal of
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synchronised swimming pl aydscogeryandsgxualr t ant par
awakening as Sciamma oscillates between using synchronised switordisglay the
heterosexism of the sport, which mirrors French society, whilst also using it to enamour and

attract Marie as she discovers and explores her queerness.

Wateris an important thematic element which not only symbolically mirrors the
queernesand depths of Sciamma’'s characters but i
Sciamma’s characters are able to perform the

gueer desires. Using Butler’”s theeysgpacesfi gend
become spaces of discovery, exploration and performance. The swimming pool is a stage and
space in which girls repeatedly perform and demonstrate femininity, feeding into the
pressures of perfection, beauty and heteronormativity of the spdrs@arety), through the
synchronisation, forceful efforts and strength beneath the water as well as the preparation of
their makeup and hair. The sport is ultimately an allegory for the pressures and expectations
the girls face outside of the pool. Additally, water enables Laure to perform their gender,
through the exploration, experimentation and transformation of their body, hair and clothes.
Sciamma uses these watery spaces to display the performative nature of gender,
demonstrating that the outwandss of masculinity/femininity are a series of learned,

socialised acts, behaviours and performances which ultimately have no innate grounding in

boys/girls.

By examining the abject, | examined the entanglement of queerness and disgust,
highlighting the &boosof queerness along with socially unconventional and unacceptable
acts of spitting and bodily fluids. In addition to this, | also examined how Sciamma often
eroticises spit and bodily fluids, blurring the lines between disgust and pleasure, r@sulting
the creation of a queer and defiant act. Sciamma uses ANa&ssancdo spit inFrancois
mouth, demonstrating her shift from submission to dominance, empowerment and autonomy.
Spitting is used as an expulsion, an attempt to be defiant and powerfulad di t i on t o I
attempt to remove and expulse her queerness and queer desires through spitting. Spit and
saliva are used withiRortrait to demonstrate the abject and socially queer nature of the
bodily fluids, demonstrating and highlighting thedamature of queerness within"18
century France, whilst also juxtaposing this by creating scenes of eroticism, sensuality and

intimacy.
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Chaptertwoexploeet he r ol e of the el ement earth
examining both ruraland urbanspas. Earth i s symbolically i
films, demonstrating grounding, safety, security as well as growth and life. ByM#ihgil
Bakhtn s chronotope throughout, | suggested t
chronotopes within her filsnas she subverts linear and binary time and space within her
narratives. By examining the importance of the forest wigtatite MamarandTomboy |
suggest that the forest is allegorical; characters lose their way in the forest, exploring
themselves, thequeerness in this liminal space of freedom separate and away from
heteronormative French society. Sciamma queers time within the space of the forest as it
becomes a queer space of disrupted distorted time as two timelines mdgabloy the
forest ats as a liminal space in which Laure transforms furtherMitkaél and in which
Mickaél s body acts as a queer chronotope over
the forest. The forest enables free exploration and performance, in which Laure is able to
enact and perform their masculinity, shed their skin and reject gender whiists

metamorphosising further intdickaél.

Wi

my

h a

Chapter two demonstratdh ow Sci amma’ s characters conne

femininesefe x pr essi on. This chapter also explores

various identities and performances witBande de fillesMarieme explores herself over

time, trying out different identities and transforming as she responds to the demands of
French society along with the societal expectations of femininity, beauty and bourgeois

ideals. Additionally, Sciamma usdlying ointment inPortrait to enable Marianne and

Héloise to connect with each other through the liberating, expressive act of taking the
psychedelic. Sciamma uses this scene to demonstrate a rejection of societal expectations and

a display of autonomgnd independence.

| alsousad Bachelard within this chapter to examine urban, interior spaces and the
memories and desires that inhabit different spa&gexploringBande de filleand the
urban environment that Sciamma displays within this film, | stigatel the parallels this
environment has with the capitalist, patriarchal French society and the lack of freedom incited
by these spaces which contrast to the queerness and liberation experienced imaicdor
environments. Ultimately, | argdeéhatSciamma uses these urban spaces to demonstrate an
implicitly eco-critical stance as she presents the oppression and heteronormativity of these

spaces.
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Chapter three examid¢he way Sciamma uses the element air in her films, from her
focus on the breathndsilence in addition to her use of sound and music. This chapter begins
by examining the audidetail of the breath and how it often dominates the soundscape in
Sciamma's films playing an i mportant and exp
wordsand musi c. I argue that Sciamma’s use of
the emotions and desires of her characters, queering the normative forms of expression,
communication and dialogue. Additienally, Sc
traditional eyeoriented focus within cinema. The breath is expressive and often eroticised,
adding sensuality in a completely queer way as Sciamma inflects meaning and conveys
emotions through the breath adding hapticity. The breath subverts hetertivemays of
displaying sex and eroticism and Sciamma uses it to focus on the pleasure, desire and
emotions of her characters. It occupies a queer liminal space of resistance which | argue is
inherently political as she defies the ey@ented gaze of cimea, displaying the queer desires
and emotions of her characters through silence and breath as it builds tension and eroticism.
By examining the breath, this |l eads onto exp
films and how she uses it as a transgvesgueer act withifPortrait as well as an erotic act
focused on the breath, orality as characters
Smoking is also used to demonstrate escapism and fre@dmae de fillesises smoking
weed to transform acsne into a slowed down, blue tinged, mus@eo style scene which is
stretched out and surreal. In contrast to the eroticism of the breath, thelatadiof the
breath is also used to display the pain of characters as they fihininoyandBande de
filles or breath under water iaissanceThe breath within these scenes demonstrate the
desire to achieve masculinity/femininity and the lengths that characters go to itoorder

conform and align with societal pressures and expectations.

Whilst examiring the role of the element air, this chapter explores how diegetic sound
and silence are a vital part of Sciamma’s wo
conventions and techniques as she focuses on territory sounds and silence throughout her
films. Sciamma uses territory sounds and silence to create a vivid and rich soundscape which
transport the spectator into the worlds of her charac@éenften uss silencdo create
scenes of intense discomfort and awkwardness as she displays the confusiifficatiegs
of adolescence and their desires, specifical
of silence and sound offers a space to observe the rhythms of her characters. This use of

sound ultimately contributes to the realism and intimacytwh i n Sci amma’' s f i | m:
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engaging with hapticity. Sciamma creates sensations of touch and texture through her

carefully created soundscapes filled with territory sounds and silence. Due to this detailed and
pur poseful use of sesobmusiads part®ularlyaimpacaful &d poignmarg u
and at times is allegorical of queer desire,
within Portrait. The Diamonds scene Bande de filless a particularly vital scene within

Sci amma’ shy Wwhich gqueegs clasgical cinema but also moves away and contrasts

from the realism present throughderwork.

Chapter four investigatithe destructive and creative potential of the element fire by
exploring heat, food and light. Fire is allegoricathwn Portrait, demonstrating a building
burning passionate romance and relationship between Marianitéaridewhilst also
di splaying its warmth and comfort. Bgnr expl or
scene in her filmd,argued thaBciammadismantles class distinctionsRortrait, as she
brings characters together and builds a queer utopia of sorority, equality and intimacy.
Sciamma uses food to reject heteronormativity and to create intimacy and nourishment which
mirrors queer desire as Wasbeingan allegory for sexual appetites. Food inherently links to
hunger, desire, orality and satisfaction demonstrating allegories for sexual desire and longing
within Sciamma’ s fand'ms karsowWmirnge a@mpilse FAmd wa

eating sweets

Fire within Sciamma’s films ultimately de
transforms throughout the lengthRdrtrait, acting as a symbolic manifestation of the
romance, desire and passion between Mariannélélodse But Sciamma also usedrit
Portrait as a means for destruction as Marianne destroys two paintings, mirroring her
rejection of the patriarchal rules and conventions within both art and society. Sciamma uses
the destruction of paintings to demonstrate defiance and a rejectiow efdraen are
presented and looked at within art. As Marianne develops and changes her approach to
painting, she forges a new relationship witBloise queering her paintings as well as
liberating herself, and her art, fraime rules ofepressive heteronmative society and its
expectations. As she defies conventions within painnge al so defi es soci e
expectations of her and her queerness. Painting transforms into a collaborative effort which
ultimately works to dismantle the o@nensional act dboking, defying society and
traditional expectations of women and the act of painting. Fire andalighted to

demonstrate the passion, i ndependence and de
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heteronormativity and gender nornBy doing so,Sciamma queers the rules of epoch drama

imposed by heteronormative expectatiang male filmmakers.

In summarySciamma s f i | minherkntlynpglitical hrough its exploration of
gueer narratives interlinking with the symbolism and imagery of agkwoughoutWithin
her filmography, Sciamma creates allegories within nature which demonstrate the fluidity of
gueerness and the desires of Sciamma’s <char a
Sciamma’s fil ms are a f ondrhe fodrelemertsitovekamime as s h
and tell queer narratives which disrupt societal expectations and heteronormativity, ultimately
naturalising queernessd demonstrating universal aims of ecofeminiSmamma
dismantles heterosexist notions of nature whilst also dismantling heteronormative
expectations and norms within French society by queering and rewriting history within
Portrait de la jeune fille en fewueering banlieue cinema witidande de flesand queering

the comingof-age story irPetite Maman, Tomb@ndNaissance des pieuvres.
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