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[bookmark: _GoBack]Critical analysis 
The city of Paris imagined and depicted in the film Le Fabuleux destin d’Amélie Poulain (Jean-Pierre Jeunet, 2001)
Amélie is a French romantic comedy film set in Montmartre, Paris, in 1997. It is the most internationally successful French film, and has received many film awards, including two BAFTA’s and five Academy Award nominations, and public reviews strongly favoured it (Le fabuleux destin d’Amélie Poulain imdb, n.d.). The film light-heartedly depicts contemporary life in Montmartre, with a romantic, nostalgic view of the city. Montmartre is shown as old-fashioned and simple, with a strong sense of community. The film plays on the outsider’s view of Paris, using recognisably French music and locations and highlighting the quirkiness of Parisian city life and people. The musical score was composed by Yann Tiersen and utilises many instruments, from the toy piano to the bass or melodica (soundtrackbeat, 2017). Most thematically, and commonly used throughout the soundtrack, is the accordion.
Yann Tiersen’s musical score contributes substantially to the feel and atmosphere of the film. Tiersen makes strong use of the accordion which is synonymous with Parisian street music. Use of the accordion immediately sets a tone and plays into a particular view of Paris that is instantly familiar, if somewhat predictable. International audiences have been attracted by this familiar view, and the album is one of the top-selling soundtracks in France, with one track, Comptine D’Un Autre Ete reaching 65 million streams on Spotify; even more than Thriller by Michael Jackson (MJD, 2016).
In an interview with Ray Pride of FilmMaker Magazine, Jeunet expressed his agreement with Akira Kurosawa, quoting “Every shot should be like a painting.” (Pride, 2001). This is an apt comparison, as Montmartre, already an aesthetically pleasing location, has a rich artistic heritage, having been home to many artists including Salvador Dali, Vincent van Gogh, and Pablo Picasso (Myers, 2007). To convey such a picturesque version of Paris, Jeunet carefully selected over eighty locations, and used digital postproduction to remove vehicles, graffiti, and other unwanted detail from each carefully chosen setting. 
In the film, the audience is presented with a series of vignettes showing the quirky yet everyday characters of Jeunet’s Paris. The impression given is of a living, moving city, full of untold stories, any of which would be fascinating. This is reminiscent of some of Baudelaire’s writing on Paris, where characters are juxtaposed to each other, with Baudelaire as the flaneur; observing but not part of the city. In his writing, The Eyes of the Poor (1869), he describes a scene outside of a café, where he is sitting with a female companion. “The café glittered…”, (Baudelaire, 1970) however across the street, a poor family stand, a father with two small children, “All were in rags. The three faces were extraordinarily serious, and the six eyes stared fixedly at the new café with an equal admiration, differentiated in each according to age.”  (Baudelaire, 1970). 
In some scenes, Amelie seems to reflect the behaviour of a flaneuse. In the way that the flaneuse observes and notices small details and occurrences in the world they inhabit (though they are separate to it), Amelie seems to live in a small, somewhat isolated world, yet rich in sensory detail, where she takes pleasure in insignificant things that a passer-by might not notice or appreciate. One scene in particular is memorable; Amelie indulges in plunging her hand into a sack of dried pulses. This scene is memorable not because it is significant to the plot, but because it connects with the audience in a very real, physical sense that almost everyone can relate to. In The Painter of Modern Life (2010), Baudelaire discusses a poem by Poe in which a man, simply sitting and observing life, suddenly finds himself fascinated by the depth of the countenance held by a man in the crowd. He becomes overwhelmed with desire to know more and throws himself into the crowd, following the man to sate his curiosity, “Curiosity has become a fatal, irresistible passion!” (Baudelaire, 2010, p.7). In the film, Amelie lives simple solitary life. Her curiosity develops into a compelling feeling to help people, into which she throws herself passionately. A scene such as this can be seen when Amelie, struck by the inspiration to help fellow people, walks a blind man through the busy street, narrating the minutiae of the many lives they pass. The scene is rich with sensory details; the smells, the colours, the sounds of the shops and cafes. The concept of the flaneur seems to pervade parts of the film.
Frisby explores notions of flanerie in ‘A City Observed’ (1994), and writes that “…flanerie as observation involves modes of seeing and of reading. The location of this activity is the metropolis as a complex labyrinth of spaces, structures and populations” (Frisby, 1994, p.38)  While Amelie herself may be said to be a flaneuse, the audience too are invited to indulge in an almost voyeuristic observation of contemporary Parisian life. This aspect of the film has been criticised; Frédéric Bonnaud, writing for Filmcomment, offers a critique: “…Jeunet’s film has less to do with telling a story than with slipping the spectator into its pocket” (Bonnaud, 2001). Instead of telling a definite story, the film seems to whimsically drift from a stereotypically French café, to skipping stones off a carefully-framed bridge, to walking through a bustling market street, showing off the sights, the smells, the aesthetic side of Paris. Bonnaud is irritated by what he sees as Jeunet’s over-use of clichés and stereotypical ‘Frenchness’; “Characters are heavily typed until they’re transformed into familiar figures (the obnoxious merchant, his gentle, put-upon clerk, the reclusive old painter, the love-struck cashier, the big-hearted concierge…)” (Bonnaud, 2001). Foreign audiences have been enchanted by the film and willing to accept these stereotypes, as they seem to fulfil romantic notions of Paris; a safe, clean, romantic city full of quirky people and curiosities. 
However, this romanticised, nostalgic depiction has also come under fire. Kaganski criticized Jeunet’s edited version of Paris in the magazine Libération, stating that the film whitewashed the city, removing cultural diversity, and caricatured the ‘little people of France’ (Bonnaud, 2001) in an effort to portray the stereotypical sense of ‘Frenchness’ that does not match with modern day Paris. Kaganski felt that this portrayal would be more credible set in the 1950’s, or even before the war. It is true that the film does not engage with any of France’s multicultural history or its revolutionary and colonial past, offering a very narrow, rose-tinted, sanitised version of Paris. The romantic, nostalgic view of Paris depicted in Le Fabuleux destin d’Amélie Poulain is perhaps part of the appeal the film had towards US audiences; the American view of Paris rings with the somewhat reductive form of the city shown by Jeunet.
Amélie does not particularly show record of typical Haussmanisation in Paris, as Jeunet seemed to prefer to show Montmarte as old-fashioned and idyllic. Although the boulevards and recognisable urban planning style are not seen in the film, smaller aspects such as ornate details on signs are identifiable. Inner-city water is also a feature of Haussman’s Paris, and Amelie is shown more than once skipping stones from a bridge in Montmartre. Although the depiction of Paris is not the focus of Le Fabuleux destin d’Amélie Poulain, the film is shown from the perspective of a person ingrained in the city, who sees it in the same romanticised way that appeals to American audiences. In the way Bonnaud discusses the heavy typing and transforming of characters into familiar figures, one could say Paris itself is such a character; the city has been edited and stereotyped into the aforementioned romanticised view known and loved across Euro-America.
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