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J.Monaco. How to read a film.
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DIAGRAM H. READING THE IMAGE: The image is EIPEI"IEHEE‘:d as both an
optical and a mental phenomenon. The optical pattern is read
saccadically; the mental experience is the result of the sum of cultural
determinants, and is formed by it. Both optical and mental intellection
com bine in the concept of the sign, where signifier (s) is related to
signified (s"). The signifier is more optical than mental; the signified,
more menital then optical. All three levels ol reading—saccadic, semioftic,
and cultural—then com bine with each other in varnous ways to produce
meaning, either essentially denotative or essenfially connotative.




Baileys Original Irish Cream Advertisement (in Harper’s Bazaar — Feb. 2004)
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Sample
Sign Baileys magazine advertisement
Signifiers An image of a man and a woman embracing each other

while smiling and having a glass of drink in their hands.

Signified A perfectly harmonious couple, happiness, beauty,
health, pure love and romanticism

Product: Baileys Original Irish Cream
Literal Syntagms: BAILEYS, “LET YOU INTO THE FLOW OF EMOTIONS” -

www.baileys.com.




J.Monaco. How to read a film.

UNDERSTANDING T-HE IMAGE
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DIAGRAM I. UNDERSTANDING THE IMAGE: We understand an image not only
foritself, but in contexitz in relation to categories of choice (paradigmatic)
and in relation to categories of construction (syntagmatic). The
categories of choice are variously denotative or connotative, and each
variety, none of whose boundaries are sharply defined, is characterized
by the relationship between signifier and signified. In the iconic image,
signifier is identical with signified. In symbols the signifier is equal o the
signified, but not identical. In metonymies and synecdoches, signifier is
similar in some way to signified, while in tropes, the signifier is not equal
to (distinctly different from) the signified. Here the relationship is
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Figure 3-10. INDEX. Liv Ullmann in Bergman’s $fiame (1968). The offer of
money—the roll of cash on the pillow—is an index of prostitution and,
hence, of Eva’s shame.

Figure 3-9. ICON. Liv Ullmann in Ingmar Bergman’s Fface fo Face (1975).
This stark image is what it is.

Figure 3-11. SYMBOL. Bergman often uses coffins and corpses as symbols
in his films. Here, Ullmann again in Face to Face ...




Figure 3-14. METONYHMY. In Claude Chabrol's Leda (1959), André Jocelyn
porirays a schizophrenic character. The image in the cracked mirror is a
sim ple, logical metonymy.



To cite this article: Chiao-| Tseng (2013) Analysing characters' interactions in filmic text: a
‘unctional semiotic approach, Social Semiotics, 23:5, 587-605, DOI: 10.1080/10350330.2012.752158
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Figure 2. Strata of filmic meaning realisation. The arrows depict the process of meaning
realisation.




Lily Alexander. Storytelling in Time and Space: Studies in the Chronotope and Narrative
Logic on Screen. JNT: Journal of Narrative Theory 37.1 (Winter 2007): 27—64.

The four components create film architectonics:

* symbolic (meanings originated in the macrosemantics of
culture),

* dramatic (meanings originated in the structure of a given
film as a drama),

* psychological (meanings originated in the life of human
psyche), and

* cinematographic (image-meanings originated in the
film’s visual semantics).



Blow up 1966 Michelangelo Antonioni




Blow up 1966 Michelangelo Antonioni




Fight Club 1999 David Fincher




Fight Club 1999 David Fincher




Smoke 1995 Wayne Wang




Smoke 1995 Wayne Wang




Smoke 1995 Wayne Wang




Andrew Darley. Bones of Contention: Thoughts on the Study of
Animation. Animation 2007; 2;: 63-76.

“Live action copies reality, animation
transforms it. Live action presents
physical reality and is concerned with
how things look, animation with
metaphysical reality, and what things

mean” (Durley 2007:73).



ROSENCRANZ AND GUILDENSTERN ARE DEAD
1990 TOM STOPPARD
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ROSENCRANZ AND GUILDENSTERN ARE DEAD
1990 TOM STOPPARD




. Loo simultaanne esitus uhes tekstis:

ROSENCRANZ JA GUILDENSTERN ON SURNUD
1990 TOM STOPPARD

».  Loo simultaansus kultuuris:

Piibel filmis: Pasolini 1964, Scorsese 1988, Gibson
2004, Zeffirelli 1977
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Meedia  Esitamine A Video Tooriistad Vaade Abi




Tihere:.- @Over therelbeyond
the maple tree'lived Salli...

There | was born...




kronotoobitasandid

SEMIOTISEERIMISE
SFAAR
TASANDID NARRATIIV ESITUS
SONA PILT
TOPOGRAAFILINE LUGU 3 SUNDMUS(ED)
VOIMALIK MAAILM
KRONOTOOP INTERTEKSTUAALSUS
HOMOFOONIA ‘
PSUHHOLOOGILINE | JUTUSTAMINE } ‘ ESITAMINE/
VOIMALIK KONFLIKT ETENDAMINE
KRONOTOOP ISE JA TEINE
POLUFOONTA MULTIMODAALSUS
|
METAFUUSILINE VERBAALNE , ‘ i PILDILINE/
KIRJELDAMINE ! KONTSEPTSIOON i LAVASTUSLIK
KRONOTOOP MULTIMEEDIALISUS KUJUTAMINE

HETEROFOONIA




1.Topograafiline kronotoop:
konkreetne aeg ja ruum:
homofoonia.

2. Psuhholoogiline kronotoop:
subjektiivne aeg ja ruum:
polufoonia
3. Metafuusiline kronotoop:
mentaalne aeg ja ruum:
heterofoonia



Puha Miikael, kaitse meid lahingus.
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Koige rohkem tekitas viha
Uniooni ajaloo esimene sundvarbamine.




i

ahout lecnsts! Xrish and more 1
dliritinvasiocony= Ostkeruus Tribune™.

Eri linnaosade vommid kemplesid
omavahel ja ka tanavajoukudega.







Minevik on torvik,
mis meie teed valgustab.

Reapiiskop isiklikult/olg cla korval
poolte Viie'Nurga'iirlastega.




Munk on juba voitnud ja saanud
3000 haalt rohkem, kui valijaid on.

THE ARMY OF THE POTOMAC.|

LIST OF CASUALTIES.,

——

Killed and Wounded in the Sixth Army Corps.
Michael [ ang snutelnimekiri™

Barney S@ UdAta amputeernitud
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300 politseinikku haavatud voi kadunud.
Saata 100 me

est laiali ajama rahvast,
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siis Edasp_idi jai mulje, et keegi isegi
ei teadnud, et me oleme kunagi siin olnud.







Freytag's Triangle

Rising Action
Recalling tales his father had told him
in the past. William soon relizes that
he doesn't know much about his
father. Retelling the tales his father
told him William finds it hard because
they are so fabicated. But Edward
states thats they are all true.

Rising Action Conflicts:

Chmax
Snaping back from the story telling, the family doctor comes and
tells William that Edward doesn't have much time left Wiliam
tries to talk to Edward but Edward avoeids the topic with a joke.
Later tells his son he knows the way he dies and this 1s not it.
gl T
Climax
Falling Action
Edward dreams about death
which 1s the way the old lady
Falling Action  told him he would go indicating
death is near. Edward tells
\ William he is worried about

Exposition Man ve. Man leaving him and William tells
Edward sense birth Man vs. Self him he was a good father.

has been a "lg fish" S

ek e Rt Tty Man vs. Nature

extravagant stories. -

Diagnosed with Exposition Resolution

fathers pradual seath_ Edward Bloom was a man of Ed'ﬁ_'ard tells William he wants to leave the room.
shocked evervone who Many stories and lives an William takes Edward for a drive and they pull
thonihl Be was exciting life all of which his over near a body of water. Edward tells William to
TR son Wiliam finds hard to carry him to the water and he jumps in. Edward

believe.

metaphorically turns mto a fish.



DIAGRAM OF NARRATIVE STRUCTURE

Mediated transmission: 1y (Plot)
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narrative structure but ultimately responsible for it Trait ood



http://www.uni-koeln.de/~ame02/ppp.htm#l2 Adapted from Chatman

1990: 115
(Tenres
Harrative hot-harratree
Mf_/__,_,-“‘——-ﬁ‘_\____ﬁ“ [descnphon, argument, .. ]
written/prmted petformed |
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novel short marrvative acript play film
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Middle
(tension) _/‘L\_ (resolution)

( \

Problem Solution

- guestion (conflict, grﬂ'Wth] - quBs, answerad

- opportunity - apporiunity mel

= challenge = ghadlenge met

- godal - il e
“the call to P
adventure...”
Ordinary life... Transformation? “Life” rasumes...

s —
Beginning End

(Dillingham, 2001, with transformation, Ohler, 2003)



Chaos
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].._I.EI FROBLEMS OF FILM SEMIOTICS

1. Autonormons shot CSubtypes: the sequence
shot plus four kinds of insect)

2. Parallel Syntagrnea
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JOHN A. BATEMAN Towards a grande paradigmatique of film:
Christian Metz reloaded. Semiotica 167:1/4 (2007), 13—64

Figure 1. Metz’'s arande svntaqmatiqu? of the imaq'_e track of narrative fi!Em:adaDted
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Vagivald armastab vabadust,
Tahab ta voita ja vallutada,
Vagivald igatseb vabadust
Enda najale kallutada.
Vagivald igatseb vabadust,

: igatseb vabadust...
Ev e P&gene, vaba laps!
' ' PGgene, vaba laps!
See on ainus vdimalus!
Pdgene, vaba laps,
Vii peitu maailma vabadus,
Kuni veel sa vahegi suudad,
Kuni veel sa vahegi loodad,
Vahegi hoolid!
Pdgene, vaba laps!

lga mees on oma
saatuse sepp

Ja oma Onne valaji:*

(Jaa, jaa, jaal) Meie pdleme, meie sureme,

Ukskord orahvatab Siis ei jaa enam Uhtegi orja,
: Ei Ghtegi orja, Uhtegi orja,
vimm, . .
Ei Ghtegi, Uhtegi peremeest!
Mis kogunend (Ei Ghtegi orja, Uhtegi orja,
salaja. Ei Uhtegi, Uhtegi peremeest!)



Grigori Kromanov VIIMNE RELIIKVIA (1970)

Reliikvia
(reliikvia)

Reliikvia
(reliikvia)

Meie ees on
viimne
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Kaes on
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Reliikvia (reliikvia)
Reliikvia (reliikvia)

Viska nurka viimne reliikvia,
Jata sinnapaika reliikvia,
Ohtu jduab, piev veereb,
Otsi endale uus reliikvia.
Reliikvia (reliikvia)
Reliikvia (reliikvia)
Reliikvia (reliikvia)
Reliikvia (reliikvia)
Reliikvia (reliikvia)



Film ja kultuuriidentiteet

Eemiline-eetiline A.Williams (ed). Film and

: : : nationalism. Rutgers UP, 2002
Sotsiaalne identiteet x . 1 An everyday magic.

etniline identiteet -  Cinema and cultural memory.
etnilisus |.B.Tauris Publishers, 2002

- M.Hjort, S.MacKenzie (eds).
Akulturatsioon — Cinema & nation. London:

enkulturatsioon Routledge,2000 (A.Smith. Images
: of the nation: cinema, art, and
Separatsmon national identity).

Marginalisatsioon  TEisaesser. European cinema.

' Face to face with Hollywood.
Integratsmon Amsterdam UP, 2005.

Assimilatsioon
Dissimilatsioon



Eestimaa looderannik, suvi 1945
30 000 eestimaalast on paésenud ile mere Rootsi. Tormis, kilmas

ja pimedas 66s jdid fuhanded kadunuks. Pagenetakse kaikjale,

joutakse U
arreteeritakse ja kiiditatakse massiliselt Siberisse.

Pole perekonda, kes séjast ja viiekimnest okupatsiooniaastast

puutumata jadks. 1939-1949 havitatakse viiendik kogu rahv

Sulev Keedus
SOMNAMBUUL
(2003)




J.M.Peters. Pictorial signs and the language of film. Amsterdam:

Rodopi1981

Filmikoodide
hierarhia

mimeesikood

valjenduskood

1. Kujutatava tasand
visualiseeritud lugu

misanstseen

figuratsioonikood
(representatsioon)

naitlemiskood (esitus)

narratiivikood

lavastuskood

2. Kujutamise tasand

votted ja montaaz

kaameratehnikate
repertuaar

kaamerategevuse kood

3. Pildivalise teksti ja muusika
tasand

verbaalse ja
muusikalise mimeesi
kood(id)

verbaalse ja
muusikalise valjenduse
kood(id)




JUTUSTAMINE JA MEEDIUM

“...although narratives in different media exploit a
common stock of narrative design principles, they
exploit them in different, media-specific ways, or
rather, in a certain range of ways, determined by

the properties of each medium”. (Herman
2004: 51)

Herman, David (2004). Toward a transmedial narratology. In
Narrative Across Media: The Languages of Storytelling, Marie-Laure
Ryan (ed.), 47-75. Lincoln, London: University of Nebraska Press.



International Journal of Communication 3 (2009) Transmedia Storytelling 587
Carlos Alberto Scolan

Single text
Consumer

Single media consumer

Table 3. Implicit consumer-nested structure of transmedia storytelling.



Lev Manovich has described the changing of
cinema as a multimedial phenomenon into creole
phenomenon. When in the development of
cinematography the photo-like and graphical
(animation) traditions have developed in parallel,
then the invasion of computer graphics into
ordinary film has raised doubts about the sense of
reality accompanying photo-likeness, which results
In a creole cultural language: “As a result, the
techniques of modern cinema and of nineteenth-
century moving-image presentations merged in a
new hybrid language that can be called
“cinegratography”(Manovich 2001:312).



L. Manovich

Ontological montage: “the coexistence of
ontologically incompatible elements within
the same time and space™(159)

Stylistic montage: compositing
Juxtaposition of stylistically diverse images
in different media (cubism, Forrest Gump)



E.Branigan. Narrative Comprehension and Film. London: Routledge, 1992:87.

LEVELS OF NARRATION

HISTORICAL HISTORICAL
AUTHOR ._ _. AUDIENCE
N TEXT b
EXTRA EXTRA-
FICTIOMAL FICTIOMAL
NARRATOR NARRA
FICTION WES
NONDIEGETIC DIEGETIC
NARRATOR NARRATEE
STORY WORLD
DIEGETIC DIEGETIC
NARRATOR NARRATEE
EVENT/SCENE
CHARACTER
(NONFOCALIZED CHARACTER
NARRATION)
ACTION
EXTERNAL
FOCALIZATION OBSERVER
SPEECH
INTERNAL
FOCALIZATION IDENTIFICATION
(SURFACE)
PERCEPTION
INTERNAL
FOCALIZATION IDENTIFICATION
(DEPTH)

THOUGHT
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