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Abstract

| aman artistfilmmaker working in, and against, the Brechtian traditidy.
practice experiments with ways to repurpose the alienation technique, the
Verfremdungseffeckt-effekt), challenging the limitations of the continued use
of formal critical methodsnii the Brechtian tradition. For this reason, my films
have incorporated various nd&@rechtian techniques to both supplement and

subvert the assumptions of Brechtian theory.

This thesisinterrogates traditional Brechtian alienation techniques such
as nondiegetic sound in film, disjointed or displaced props, and non
Aristotelian narrative techniques. My interrogation of alienation exterfctsnit
a set of techniquassed toconstruct a critical subject for the theatreet@able a
rethinkng of how critical sibjectivity can be repurposed to other areas of
research. These critical subjects are understood through reflections on
psychology feurodivergency psychoanalysis (desirandgaze), political
philosophy (alienation), feminism (performativity, intersectibty, and
language), cultural tropes (madness), and literary criticism (nonsévise)

these topicaire examined insofar as they are expressed in film.

Subsequentlymoving in an experimental and exploratory way from the
formal use of Brechtian methedowards an investigation into artistic
technigues centred upon alienated or imaginative redfisghesisnvestigats
several new ways of approaching Brechtian technigaeslithusmultiple ways
of rethinking BrechtFor instance, | have looked atrimist methods of
representation that acknowledge Butlerian ideas of subjectivity developed since

Brecht's era. These strategies also draw on JJ Lecercle's theory of nonsense.



This practicecentred Ph.D. explores ways in which Brechtian
technigues can beplied and interrogated in new ways to create a novel
language of alienated art. The investigation embraces alienated working
methodswvhich emergethrough Brecht's more formal techniques to create a
resistant critical method. Each film is therefore conegias an attempt to
reanimate Brechtian film for the twentyst century, andalso,asan exit from

his ideas
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Introduction

Outline of the Contribution to Knowledge of this Study

As an artistfilmmaker, ths thesishas emerged fromracticecentred research.
In my five films, | experiment with ways to repurpose theffekt
andchallenge the limitations of familiar Brechtigachniques. Each film also

proposes a different approach to audience subjectiMitgse approaches form

subgquestions, or O6exitsd both through and f
openings into new knowledge in the form of five film works.

Each of these filmic 6exitsd demonstr at
invigorated through contemporary understandings of subijgctivhe filmic
approaches include practicentred insights inttopicssuch as feminism and
neurodivergencyi n t he cont ext T©Oofsupporttny st so f il mmaki

argument, | also analyse the work of other artists using Breestijm effects

and their avn responses to notions of subjectivity in film and photography.

My research interrogates Brechtian alienation techniques such as
allegory, nordiegetic sound, disjointed or displaced props, and non
Aristotelian narrative techniques. This interrogatiomlggnation extends from
techniques for constructing a critical subject for the theaterathinkingof
how critical subjectivity can be repurposed through filmic method for our
times.A gap in knowledge is identified suggesting that artists must ehiray

11



way in which they are using Brecht if they wish tameigorate his critical

method.

This re-invigoration is achieved by identifying the influence of Bertolt
Brechtds theatrical and-eftekt)iintbathang | practice
own filmic art works and those of other3his thesis thusystematically,
(chaptefby-chapterandfilm -by-film) explores and identifies how theeffekt
can be rdagnited in a way which takes account of contemporary theories of
subjectivity. This interrogation dhe effekt through filmmaking practice
extends from techniques for constructing a critical subject for the theatre, to
rethinking how critical subjectivity can be repurposed through filmic method

for our times.

The first chapter of this thesis proveda critical reassessment of various
stages of Brechtian filrandphotography, specifically in relation to advertising,
cinema, and postmodernism (argualtie dilution of the original politics of
Brecht). Many artists hawmamanseetdatiBr echt 6s t
often either divorced from his politics or distanced from what he was proposing
in terms of an affect upon his viewer or audience. This chapter argues that an
investigation into the revitalisation of Brecht in contemporary filmmakingtm
address the waning of the political effect of the Brechtian traditegiming
by outlining the significanbody ofexisting Brechtian scholarship within fine
art practicesvhich haworked withtheve f f ekt since Brechtoés er a

then procedsto identify the significance of Brecht for the 21st century artist.

Thefollowing chapterslescribe new approaches to Brechtian
filmmaking and photography. These chapters demonstrate howetiekt can
be reinvigorated through practie& contempoary understandings of
Ssubjectivity absent in Brechtoés own er a. E
colliding ideas of subjectivity within filmmaking and their relationship to
Brechtian critical methodsubjects discussed in these chapieckide

feminism postcolonialism,neurodivergencyallegory, and alienatiorach

12



chapter serves to introduce reasons for the needassess and reinvigorate
Brecht, identifies the approaches taken toward Bréegubjectivity and
finally, outlines how a rénvigoration of the weffekt has been achieved in the

course of myown filmmaking practice.
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An Introduction to a Practice-Centred Approach to Brecht through

Earlier Critical Photographic Practice

Prior toembarking on thiproject,my work was ideaed insofar a$

considered that the critical political strategies of Bertolt Brecht could be
directly utilisedto form a critique of contemporary forms of documentary style
photography. My short career as a photojournalist informegbénspectivel

was fustrated wit the formulaic structure and contexts of documentary style
photographyandwanted to consider a method that challenged conventional
forms of image making. | felt that too much faith was placed on documentary
style photography as a representativeolitical tool. Having worked in that

field, | was only too aware of its limitations.

When working as a photojournalist, | was sometimes askelihtmate
the specifics 06 u b | leveswieerdmaking a portraithe advice was to
aways photograph against aapi backgroundndremove any visible
indicators that people were not middle class. A portrait session would turn into
a practical exercise in removing any obvigu$ateddécor and dressing people
in their smartest shoes and clothelse Thtention wasatremove any details, so
that those viewing the photograph could project their own lives on the blank
spaces that the generic portrait allow&d.me, thiswas dishonesSuch
methodgended to generalise people who often came from very different
backgroundsindsituations so that thegould all bepresented as generic or
stereotypedor newspapessuch asThe Daily Mail The truth of real lives was
thuserased to fit with the design and politics of the Hgirig pressl came to
believethat hi s techni que was the contemporary e

at the way in which naturalism in theafpapered over the cradks society

14



hiding difference ad inequalityby makingthat whichwas unequal seem

O6natural o inltheatrical contexts

The photographs | made my earlier years as amt student borrowed
from Brechtds technigues of reflexivity an
ready absorptioand proliferation of similar images. Instead, they made an
attempt to create photography that encourdgeilaudience to receive images
slowly and, hrough thisto reflect on the problems of the medium itsAlfthat
time, | believed h at B r ealntethodldogid¢sas described, for instance,
in his writings on set desigpuld be applied directly to form a critiqoé
more conventional modernist documentary style photografng formof
photography | produced as a photojournalias emblematicfahis, leading

me to question the methods in which photographs were mediataslin turn

1 For Brechtthe naturalistic is interchangeable with the term naturalism in theadevas
derived from 19 century ideas of naturalism in art and literature. Brecht saw naturalism in the
theatre of practitioners such as Henrick IbaadAugust Strindberg. For Brecht, naturalism

worked to cover up inequalities i mevitabee worl d by ma
part of life. Brecht considered that naturalism was a false method, one which did not represent

the world as it actually was. | n,hddescribess say O6The Po
how the proletariat are not fooled by the naturali§inaurgeois theatre, and that his brand of

6epic theatred is much more appropriate to transfo

naturalism, he explains:

The sharp eyes of the workers saw through natut
reality. When they said iRuhrmann Henschel 6t hat 6 s more than we want
about ité they were in fact wishing they could
realsocial forces operating under the immediately visible surface. To quote from my

experience they were not put off by the fantastic costumes and the apparently unreal

setting of The Threepenny OpeBaecht ([1964] 2013)

Here, Brecht demonstrates his betteit the world is full of social contradiction and

inequalities. His nomaturalism sought to emphasise the inequalities and contradictions of life,
so that people were aware and critical toward them. This theory of realist theatre provoked
ambitions for @aling with reality in a new way, one which revealed the unequal system of
values that underpin society rather than hiding thexs he believed naturalism to do.

2 For Brecht, realist set design in theatre was at fault because an audience for rebistvigea

engaged in experience itself and not in social r
provided the foundations where Alnstead of shari
grips with thingsd BrechgsoBBréfghoe6mpanel8hap. 28
must comprehend social reality ahead and above emotional reaction. Like Brecht, | needed my
audience to both understand and O6gmuchimo gripsd wit
the way Brecht had done with hisagbk. The aim was to comprehend the social reality of the

images and the way they were constructed.

a
g

w5 0
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led to an analysis of how photogrgpinay become more productive as a

critical political form.My r esearch became influenced by
considerations of photogphy,both as a practical medium in texts such\&s

Primer Brecht([1945], 2017) and in theoretical writingsich as those in John

Wi | | et tBoesht om @hedtrg1®64], 2013). Each chapter of the latter

text provides a comprehensive accountof Brecb s t hought and engage

with his own practice and method.

Documentary photography has shared some of the problems raised by
Fredric Jameson (Jameson, 2011) since the medium itself has a physical fixity
of procesd However, alongside its reception as an objective method through
process, its culturdiistorical status as a bearer of objective truth also adds
layers of obfuscation for an audiengbenunderstanding photography as a
propagandistic tool. Thisisdisaue d f ul | y TheBuldenoh Taggos
Representatio1988), the works oRoland Barthes SusanOrSont agos
Photography(1977) , and i n wBa kl $ tdisciEssidn@® d 6 s

documentary form in his essay on Edward Weston in 184 ¢laims that

photography finds its justification, like all other media, in the totally unique
quality of its resources. In this case, that means absolute and unrestricted
objectivity. While other arts are really aqpinotographic in this regard, this
objectivity is thetrue essence of photography, its specific accomplishment and
at the same time its own limitatiofStrand, [1917], Ed. Kohle€onstructed
Realities The Art of Staged PhotographL995), p.9)

3 FredericJ a me sBoecht&Method2011) discusses the problems with film as a medium
due to its lack of liveness which he considers means that itsfiwegss has a less critically
engaged effect on aaudience(Jameson, 2011) This is discussed in greater depdt6dn

4 Among his considerations of photograpBgrthes discusses photography in terms of
deconstruction of the image liis collection of essayisnage, Music TextL977) In this text,
Barthes decodes an advertisement for Panzani (Bestides, 1968, pp.15263) In doing so,
Barthesdemonstrates tthe reader the way the images are construotegys thamanipulate

or direct the audience. He extractssbhidden messages in order to show how messages are
conveyed in parallel types of image.

16



Other theorists have shared my approach to the discussion of
documentary realism in the work of BretHtor example,iT om Kuhno's
essayi Poetry and Phot ogr apKrggsfibeMast eri ng Real |
(published ilBroomberg, A. and Chanarin, O. (20M/ar Primer 3. London:
MACK)Br ec ht 6 s u s és discisseldsfornming anpmmerpecteg
critique of more traditional forms of documentary realfstde describes

B r e cWar Primeras reflecting

B r e c h t-slasding ioterest in photography and the pictorial, and his
preoccupations of the war yearsalism and the lyric. The work emerges on a

very considered and carefully constructed cycle with a crucial place in

SFor Brecht, oO6realismd in theatre refers to the exfg
theories put into a practicadim within his theatre. Brecht considered that realism was different

from19"cent ury ideas of naturalism, oftrwkdéhrbeesays:
for telling a story, worthy model sBrect,t up by I iter

[1964] (2013) p109). By way of a counterpoint to the literary modes of theeifury, Brecht

made social contradictions appear obvious on the surface level of his theatrical productions. For
Brecht, the machinery of capitalism created sociajumdity, therefore this needed to be made
obvious in his theatrical method rather than obfuscated through mediation in naturalistic

aesthetic practice. Brechtdéds realist method was an
through theatrical expressidarecht sought to provoke a Marxist revolution by promoting the
social contradictions within his own brand of 06rea

to action outside the theatrical realm rather than waiting for this change in societystié say
realism:

Our conception of realism needs to be broad and political, free from aesthetic
convictions and independent of conventiBealistmeans; laying bare societies causal
network/ showing up the dominant viewpoint as the viewpoint of the dominators/
writing from the standpoint of the class which has prepared the broadest solutions for
the most pressing problems afflicting human societyphasising the dynamics of
development / concrete so as to encourage abstraction. Brecht, [1964] (2013) p109).

This indicates that realism was linked to dialectical process, as it relied on emphasising
contradictions within theatrical method that wouldui¢ in progressive change.

6 The links between photography and lyric poetry also became important to my ownagork

will be discussed further in later chaptdfer me poetry becama way of experimenting with

ways in which an audience might receiw@pes differently: more slowly, more reflectively.

This was part of my later experiments to see how critical awareness might be formed in an
audience through new methods and techniques. Some of these techniques borrowed from
modernist writing. | was alsmierested in the ways a critical subjectivity might arise through

the use of poetic language; a language which could be specific to the needs of audiences whom
| regarded as being made of varying types of subjectivity rather than being general or a mass
group. Further discussion of this emerges in chapter 7 regdfdimg Piano Lessof2019).

17



Brechtédéds ongoing reflections about a cogni
Kuhn, (2011p.19)

|l was also influenced in this investigatio
Regarding the Pain of Othe(2003) which puts forward the idea thie

manner in which images adisseminate is vital to understanding the effect

they create. In this text, she challenges what she considers the ignorance of

theorists such as Jean Baudrillard, who claimed that images are all that exist

Instead sheassers that there is a truth to imagesdthusit is vital to consider

their human context alongside their larger political cultuféis is significant

to discussion of BrechAs discussed in further detail on pages-102 of this

thesis,Sontag seeks to identify in photography, as Brechtrditgatre, how

naturalism is an illusory concefpior her,any type of representation is

mediated, and this mediation can be made obvious aséskist an audience

in better comprehending how i mages O&6éwor k. o
become methodsofankk i ng (an audi enc edhnWilete hi s cri ti
on Brecht, (1964) p. 172). Similarly, Sontagrgument for the power of

photography wtes thafiNarratives can make us understand. Photographs do
something else: thep8hAamtagds oarf Sloyndiagy, 2
promotes empathy for the disposses&tbalso reveals how photographs work

by encouraging an audience to become aware of the human reality tehind

image.Brecht and Sontatgakeslightly different approachegetbothaim at the

same critical awareness of the action of meavaetherfocused ortheatrein

the case oBrecht or photographi the case ofontag.

“Sus an Regardiaggh& Pain of Othe(@003) discusses how war imagery does not
necessarily result in a horror of war or create the ability to change attibwdssls it. She
discusses how meaning is createdartifice, experience and context; the photography of war is
pre-edited by image takers. She also acknowledges that war is real, and suffering must be
acknowledged, despite the fact that war imagergéslby governments for propagandistic
purposesometimesvithout audience awareness. She also talks of the almost pornographic
fascination with war photographsrgung that war is articulated through photography.

18



Brecht considered that social reality could be in danger of being ignored
through straightforward represations of it He believed that in order to bring
outa political consciousness the viewer or audience, social relations between
them must be deliberately revealed rather than merely reproduced. He drew
attention to the fact that a photograph of a facfor the following case, the
Krupp munitions plantcannot teach us anything about the social relations of
those working within it.

Figure 1:Unknown. (1@1) Krupp Munitions Plant EsseAvailable at: URL
https://www.thyssenkrupp.com/en/company/histdncessed: 5th March 2020).

This photograpieproduces an image aplace of work but cannot tell
us anything of the social reality of thees of people who worked thergvalter
Benjamin discusskB r e s Vietvon photography in 193xplairing that

for é Brecht, the situation, is 6complicated
time does a simpleeproduction of realitytell us anything about reality. A

photograph of the Krupp [armament] works or AEG [giexh electricity

company] yields almost nothing about these institutions. Reality proper has

slipped into the functional. The reification of human relationships, the factory,

19



|l etdbs say, no |l onger reveals these relatio
actualy to beconstructed s omet hi ng arti f(Begamal , somet hin
[1931] 1972, p.24).

The photograph of the Krupp plant se&k reproduce social reality through
ARexperienti al r eal i thatdoesfothecesbaelyreveah , 2000, p
social contradictions in its structure. In contrast, Brecht interrupts both these

structures within hi§Var Primer(1945) in order to emphasise the social

relations betweengoplé.

Similar to his description of the Krupp munitions plant, Brecht attempts
in theWar Primerto form a counterpoint to what he saw as propaganda within
contemporary news media. Within these woHesused poetry as a foil to what
he saw as the pragandistic use of photography. This poetry is used by Brecht
to counteract the message of the original imagery and to efqrud¢hereby

interrup) it.

8 The following Brecht quote from Mark Si#bmanprovidesevidenceor this in Silberman, M.
(2000)Brecht on Film & RadioEdition. M. Silberman. London: Bloomsbury:

AThe situation has become so complicated because t
than ever about thagality. A photograph of the Krupp works, or AEG reveals almost nothing

about these institutions. Reality as such has slipped into the domain of the functional. The

reification of human relations, the factory, for example, no longer discloses thosensel&tio

there is indeed O0something to constructd, somet hin
of art, derived from experience, is obsolete. For those who show only the experiential aspect of

reality do not reproduce reality itself. It is simplg longer experienced as a totality. But

speaking in this way, we speak about an art with a completely different function in sotial life

t hat of d e gBrechton Rilgy and Radip(RODOY M. &ilberman (ed. and trans),

London, Bloomsbury, pp.163).
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Figure 2: Brecht, B. (1945War Primer [Photograph]. London: Verso.

Forexample, next to thabovamage of bombed out buildings in city streets he

writes:

Unblock the streets to clear the invaders way!

The Citybdés dead thereds

Thereds never been such

Now order reigns, @& reignis absolute!

(Brecht, [1945] (2017), p.24

not hi
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Othero f B r textshstich &s essays on stage design, also seemed applicable

to this method at the time. This techniqueigble in his ambitions for stage
designini St age Desi gn D@51t he

Epi c

Theatr e
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Itds more important nowadays for the set t
than to tell him heds in, say, Aul i s. The
same fascinating reality as a sporting arena during a boxing match. The best

thing is to shw the machinery, the ropes and the flies

Brecht,B ([1964], 2013, p. 233.

Via epic theatreBrecht wishes to break the illusory element of theatre by
exposing how theatrical illusion is constructed within stage desihods.
He asserts his desire temind audiencethatthey arefin a theatré and not
transported or absorbed by the setting of the fAlhis provocation to critical

awareness in an audience was vital for the dynamic that he wished to create.

Within my own work, lhavealso experimeted with revealing the way
in which photography itselis constructed. This ishownin my photograph
Beach(2009) which reflects on photography as a constructed medium rather

than itsassumedtatus as a method of nortervention.

Exploration of Brechtdés term the 6Epicd is made by
Williams in Drama from Ibsen to Brecli1993) and David Barnett ilrecht in Practicg2015)

both enlarge upon the term. Williams describes how Brecht producéseghei ¢ i n t heatre in
contrast to what the practitioner terms the establ
interesting to note that Williams critiques Brecht
rather fAarbitrawayyd hpea rgtaitchuelrasr loyr ignentehreal i ses hi s pr
styledo to describe specific traditions in theatre

that Brecht uses a clear delineation in order to define what epic theattedther than what it

actuallyis (Williams, 1993). Brecht himself presents the difference between dramatic and what

is termed the epic in his chapter fiThe Modern Thea
the differences between t heastyewhichprgnomsa of t heatre.
particular active engagement in politics for the audience as opposed to tbpiaan

Adramatic theatreodo whi ch Bthreughtsformandstopsl er s absorbs
them thinking or acting beyond what is happeningtaige. According ttheorist David

Barnettin Aft er 5 years work with the Berliner Ensembl e,
term d6depic theatr efBameit 2015, pld)Nhis tebndidniisecnarée t heat r e 6
representative of realism as an active process within theatre rather than a static process of

reproducing the naturalistic along the lines df C&ntury realism.
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Figure 3:Alice Evans, (2003each[Photograph]. London: Unpublished.

Following Brecht | was trying to make the materials of the photographic
process visiblao that an audience were aware they were looking at a

photograph a mediation of reality.

In the samessay BrechtstateghatfiThe materials of the set must be
visible. A play carbe performed in pasteboard only, or in pasteboard and
wood, or in canvas, and so on; but
2013 p. 233).The demand to shofithe machinery, the ropes and ftieso
(Brecht, [1964] 2013p. 233) is a method of eauraging critical awareness by
making the set reflect the fact thiais a construction of realityBy revealing
that the setis a constructionaudienceshould not empathise in a conventional
way, and therefore, not be toomersed ireventson stageThis has parallels
with theuse of mirrors within my film irGaslighing (2015) in whichl useda

mirror to remindtheaudience they were watching a filmas with Brechtian
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epic theatre, it functions a& version of reality and not reality itself.

Figure 4: Gaslighing (2015)Directed by Alice Evans [Short film]. Londodnpublished

This sums up Brechtés br oadeaievedthatt i t ude t o
contemporary naturalism in theatreskedsocieal inequality both formally

and politicallyby implying thatinequalitiesare natural, rather than the result of

unequal sociaand economic relations. Against these inequalities, he advocated

that the exposure of the mechanisms of theatre should draw attention to these

differences, rather than concealing or disguisingthems t at i ng t hat fAThe
essential part odpic theatre is perdps that it appeals less to the feelings than to

the spectator 0s r eexpgeoence, the spsctaerandst of s haring
come to grips with tm23hgso (Brecht, [ 1964]
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Methods

This thesis reevaluates Brecht for a contemporary era andsass, through
practicecentred research, how we may adopt and adapt Brecht for the current
timesi andwhat we might leave behind. The thesis asks what is left of the
Brechtian tradition within artworksn relation to changing conditions of

cultural crifque. In asking this, it is necessary to consider what has changed and

alsoto askwhat aspects of the Brechtian method are still relevant

Thi s t drigiralicantdibution to knowledge is produced by reflecting
on Brechtian methods through an analysis of how Brecht conceives of the
subjectivity of his audience. It asks how this may be related to the way in which
Brecht ds concept beadetonsideredsfar dqgureestera.vi t y can
Practical and theoretical discoveries made in the course oésearch
undertakerhave indicated that it is especially pertinent to consider the
relationship between Brechtiareffektsandcontemporary understandingks o
subjectivity. This is becaugas will be further explaingBr ec ht 6 s
understanding of subjectivity was very different to discoveries maa®in

contemporaneras

In the course of thiproject,a range of research methods allowed me to
rethink Brechthrough film. These methods are employed in five different
piecesprovidinga combined practical and theoretical approaefatds
resolving this lacunarhe aim of this methodology was to test theonbgh
offered a route through and from Bredby wayof an exit into a new space of
understanding with regard to subjectivity. This methodology &itbawn
approach which retagds o me of Br echt 6s pedsbmet i ¢ s, but
approaches to Brecht which use his original practical meinca$ormal

manrer.
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| discovered in the course of making my early films and photography,
how wi del yeffeBthaa bden atlagpted/by broader cultbo
instanceHollywood flmmaking and advertisingre areas which may look akin
to B r e cthentical strategyput have been subsumé&tt! Examples of this
includerevealing stage construction or what people commonly and inaccurately
refer to as 0 B (the elvancgof thihiedisdussed funtteet oh 6
page66). | was guided in developing each film by using theories that seemed to
offer somethingadditionalto contemplateThese theories were approaches
avail abl e t-anddremx Brdcld. Far bxangplag rhentioned
previouslymy f i r st abt tBernepcth tt d@aabghtxig(BO45) f i | m
whichusedJ udi t h Butl erds more receas& under st an
creativemethoablogy.*? | adapted and adopted both Brechtian and non
Brechtiandeasi n my endeavour §redismgthisiviea at e each &6exi

understandings of subjectivity which have

My method for research involved testing theories in prathicaigh the
creation of different filmslt also involved adaptinBrechtian theatrical
techniques to the fieldf film making This methodlemanded the importation
of nonBrechtian techniques, to interrogate and add to Brechtian ansbition

This aimed to move through and from Brecht into a new space of critical

1 The opening scene of Hollywood BlockbusBeradpool(Deadpool 2016) uses ironic

revelatory credits to expose the problematic aesthetics of similar films and lend the audience a

sense of authority and reflexive control over what they are viewingi s i s si mi |l ar to Brec
call to expose AThel imaxdh i (nBrarwithin thedsr&6 4a,ndp t he f
comparison between these techniques is fudtseussean p.60-61 of this text

1 The advertisement for tteony Camer&erfume BottléSony,2008) shows both

photographic apparatus and the process of phgibgraith the frame. This will be discussed

and expanded upon furthiater (.63).

2Judith Butlerdéds theory .oAugpeMHdwisdnBhingswitht y i s i nfor
Wo r dAustin, 1962) which argueshat language does not simply describe the vydid

insteadforms a kird of social action. Judith Butler relates this to the caggenfier which she

arguess not simply fixed but performed as a social gestuRather than being male or female

in anessentialist sense, every person performs rather than embodies their gender status. In

contrast, Brecht has a more essentialist position on subjectivity. In contrast to Butler, Brecht

i mplies that the actords out wantedhalonessemtmld of per form
psyche of a charactdn contrast to Butletthis impliesthat there exists an essential self. Butler

contests thisarguinginstead weareour performed selvesand that thesselvesare both

changing and mutablés such, here isnot an interior separate to our performed selVess

debate is further discussed at a later poimpm8697 of this thesis.
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practice.
This projectbegan at the point where | hdidcovered the limitations of
the current uses of Brechtian techniques in my wankd also in that of others.
| discovered that | was using Brechtds met
in techniques divorced from his original political ambitionstitick me that
the techniques | was usiifiguch as revealing the construction of the film or
photograph or the employment of montageeded to be rexamined. This re
examination wasecessaryor two reasons. Firstly, | discovered that these
technigues were now absorbed into forms of culture that Brecht would have
found éculinary, 6 which inclades advertisi
conventional Hollywood film{these uses of Brecht are fuettdiscussed on
p.66). Secondarily, the ambitions Brecht had for creative practice did not

acknowledge some more recent understandings of audience subjectivity.

These issues compelled me to examine what might be considered
potenti al 0 e roiin Brecht fot thercworangtimehadtite  f
ambition that these Oexits, o would retain
politics, but also, move both through and from his techniques to a new space in
terms of contemporary understandings of subjectitty this reason, methods
were adopted that were both Brechtian, in a more traditional sense, such as non
diegetic sound, but also were mBrechtian, such as the acknowledgement of

contemporary understandings of subjectivisash aseurodivergency.

For exkample, the filmGaslighting(2015), took into account new
processes of critical subjectivjtyuch as the feminist use of the body as a
critically resistant toollt accomplished this bynaking what is personal
political, following the Carol Hanisch phrashat became emblematic of
secondwave feminismEach of the five experiments undertaken examine
potential exits from Brecht in consecutively different walisereare five exits
to this projects it tookfive attempts to navigate the fiehldith each fim
raisngf urt her questions as to howsa Brechtian

such, here may be further ways to develop these methegsnd the remit of
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this project Suggestions gbossible routes to further research are outlined in

the conclusiorto this thesis

In order to outline the trajectory of these research methods, | will now
demonstrate what | discovered in each film, and then map what | discovered in
each area of the researtinoughthe methods employedhe need to allow
Brechtian practicéo change according to the demands of each epdtie
theatrical realnis explored by Stephen Unwin itheComplete Brecht Toolkit
(2018).This text allows theatre practitioners ways to discover Brecht for 21
century theatre practice by O6ébupdatingd his
discoveries in theatrdhis is the closest in intention to the investigation in my
thesissince it reflects on Brecht in relation to contemporary ideas in this realm
While Unwin'swork is invaluable, it did not examine the use of Brecht in

contemporary art.

My first film experiment Gaslighting( 2 0 1 5) I dentified that
understanding of subjectivity was different from contemporary feminist
understandings of subjectivitydiscovered that the view Brecht had of the
subject could nancorporatehe postmodernandpoststructuralist
understanding put forward by Judith Butler that the subject is constructed in a
mul tiplicitous mthattheeers.no déigintol esserdiad vi ew i s
nature to the individual, but that subjectivity itself is constructed through the
performance of gender. For this reason, | began theotgdknningmy film
Gaslightingby consideringnet hods whi ch contested Brecht ¢
subjectivty. This was achieved by applying nr8nechtian methods alongside

more conventional strategies.

Non-Brechtian practical methods included using myself as actor within
my own filmsand recyclingor reappropriating an earlier film as a model to
reflect oncontemporary politics. This enabled me to experiment with a feminist
theoretical approacto discovewhether gorm of contemporary Brechtianism

could be achieved through this methtigilso investigateavhether Butlerian
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methods could provoke a posgid@xit through and from Brechtia these new
understandings of subjectivityn doing so, kimed to provide a toolkit for

other artists.

From this first experiment, | extended the model provided by a
Butlerian approach to subjectivity to includéugther, expanded view.
Although a Butlerian approach had proved fruitful, | was curious as to how
other aspects of theeffekt might be changed and adaptedas aware that
props and banners had been used within Brechtian theatre practice in order to
encourage a viewer to take a critical analytic positoncerninghe action
occurringonstage. This compelled me to explore new versions of this technique
which interrupted the action and yet took into account views of subjectivity
which encountered thatersectional This wasrooted in the idea afsng
epistolarytechniquess an exit through and from Brechetter writing and
analysis of the use of vaus forms of written text within film makingeve
used as theoretitapproaches to provide anothiere x- anbtlber route through

and from Brecht.

Whilst | did notfollow Brecht inusing props and banners, | wondered if
other metlods could be used to pent the ready absorption of the
contemporary culinary. | began to investigate if this could be extended to
include the written word, incorporag it onscreen as a contemporargfekt.
This approach examindabth the rhetorical and temporal effectsettdrs
within film, informed byLinda F. KauffmarandH a mi d  Ntexfs orcthed s
use of letters within filmsn some cases, these effects would have been
methods which Brecht ay have considered culinary in his own time. For
example, a love letter or atter home from wartim@ised within the film
seems at odds with the formal use of Brechtian method. This is because of the
romantic or somewhat archaic association with letters in a contemporary
momentbombarded with digital culturend more efficient foms of

communication
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The use of the written word was a research method informed by the
thought that coherent identity can be considered a disabling fitebiers
Home(2016) attempted to destabilise the idea of the self in order to show that
whatapp ar s Onatural é is socially constructed
film making could provide something more urgent in this regaey.to this
approachwak i nda F KSpacial Delneeny, &istolary Modes in
Modern Fiction(1992) whichanalyses how letters are used in novels to
explore notions of desire. Kauffman exposes how these texts, all based on the
epistolary form to a greater or lesser extent, expose the ideologies of
individualism and commercial culture in their explorationsoshantic love.
Brecht may well have considered the epistolary as a form as culinary at the time
of these textsd publication, yet each of t
(including Nabokov, Barthes, Lessing or Walker) all take a politically engaged
approachto the epistolary format.thusdiscoveredrom both my research and
my practicethat letters can be used for both culinary and-cumary

purposes.

The written word itself, as featured within my films, could both distance
a viewer (in the classic Bretian sense), and also bring a degree of intimacy
that Brecht would at the time have been compelled to reject as cukiwary.
example, in using writing on windows in one scene, | draw attention to the
medium of film itself, and this becomes an intervemtiin to a Brechtian-v
effekt in its original context. However, more confessional moments, where
conversations happen between the actors in the film, would perhaps have been
originally considered as culinary. Thus, in the light of more recent
understandigs of subjectivitysuch as thgtrovided bycritics like Kauffman),
the personal life is considered a valid positioning in relation to polAiss

such,this use of letters is not necessarily as reactionary a statasieobuld
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have been atthetedBr echt 6 s resi stance to the real.

theatre which he rejected as culinat¥y

Al ongsi de Kauff man, | was aAnso i nfor med
Accented Cinemg001),which describes the process of letter writing within
cinema, as a waytexpress the challengessaciated with postolonial
diasporic filmmakingN a f i ¢ ydaussase jetter as a way to
communicate the subjectivities presented by the postcolonial within film. The
text dedicates a chapter to the importance of lettéhsn film. In this chapter
Naficy emphasises how letters can be used to cause a disparity between what an

audience knows and also, what the character on screen might understand. He

13 Brecht rejectedhe culinaryin Aristotelian Theatrén that it left an audience satiated or

emotionally satisfiedbut unabé to be critically aware of the sogmmlitical situation due to its

soporific and cathartic effect upon theimThe Theatre of Bertolt BreghtVillet describes how

ABrecht treats the Oepic methodsd as more than na
the magic spell, of jerking the spectator out of
Willett, J. (1977, p.172) Brecht uses teem Aristoteliarbas a way to describe a traditional

form of narrative method typical of what he terms dramatic theatre. This narrative structure is

progressive in its story trajectory as it follows a l&ejourney from beginning to middle to

end. Yetas explained below, despigistotelian drama producing movemend narrative

trajectory, Brecht considersdtatiddin itsbpolitical effect since he considers that this narrative

style doesé reveal social contradictions. It is termadstotelianbecause it was first described

in Aristotlets Poetics Brecht saysfiThe Aristotelian play is essentially static; its task is to show

the world as it is. The learning play is essentially dynamic; its task is to show how the world

changes (and how it may beangedp Brecht ([1964] 2013). Brecé narrative methods were

often placed by him in opposition to Aristotelian methods since he interrupted action flow

within his drama as a way to produce what he saw asvakened, thinking axctive audience.

Brech expands upon this process in an essay concerning the Learnirdjelslytter:

r
h

Die Mutteris such a learning play , and embodies certain principles and methods of
presentation of the nefrristotelian or epic style, as | have sometimes called itysiee

of the film projection to help bring the social complex of the events to the forefront;

the use of music and of the chorus to supplement and vivify the action on stage; the
setting forth of actions so as to call for a critical approach, so that thdg wot be

taken for granted by the spectator and would arouse him to think; it became obvious to
him which were right actions and which were wrong ones.

Brecht infiThe German Drama; PRrelitlero Brecht on Theatrg[1964] 2013, p79).

As described abovehe methods he used such as fragmentary costumes, props, songs or
banners were designed to interrupt the narrafioesd6of production as a way to prevent his
audience being absorbed in the spectacle oAtistotelian flow of action.
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describes this atkatcansiderdetiersasawaietalcreaté n e ma
different ways to address the audieft€his variation in address can reveal

the constructedature ofethnic, gendered or national identity.

Naficy also discusses the ability of the letter in filmmaking to comment
on the repesentation and construction of identity, be this in terms of the self or
the other. Ideas of displacement and the concept of what home means in the
case of exile, also have relevance, and also, the relationships enabled between
places and people by letseNaficy analygs the epistolary il\n Accented
Cinema(2001, pp 1011 5 1 Bxie anil epistolarity are constitutively linked
because both are driven by distance, separdtioe-mail messagbecomes, in the
words of Linda Kauffman, @netonymic and a maphoric displacement of desibe
(1992, p.38t he desire to be with an déotherdé and
other times. Epistolariigd e f i ned as At he popestiestd t he | ett e
create meaning (Altman 1982, pdjth absence, and lossid by the desire to
bridge the multiple gaps. Whatever form the epistle takes, whether a letter, a note
scribbled on a napkin, a telephone conver saea
my practice as it was another challenge to tackle conventissiainptions
concerning epistolarity. It also encouraged me to explore the formal use of letters
beyond their content as a technique for critical reflection within Fanther
techniques inspired ihese debates included the contingency presented by the
use of the letter, the delay presented by reading archival materials, temporal
confusion produced by the juxtaposition of old and new forms of writing and,
finally, the displacement of the historical object in a contemporarfaedvice

versa.

14 %n Accented Cinemdi s descri bed i n Nanfadlebyfiinsnakerpvehai ng chapt e
areAfsi tuated but wuniversalo figures who work in the i
practices. A majority are from Third World and postcolonial countries (or from thal @outh) who

since the 1960s have relocated to northern cosmopolitan centres where they exist in a state of tension

and dissension with both their original and their current har(iaficy, H. An Accented Cinema:

ASituating Aprle3dy ed Ci nemao

32



At this point,adiscovery was made that the letter was a useful form
exploring contemporary Brechtian subjectivities, in that it allowed a certain
mediation on elements of film formamelyframing, image and sound. It also
produced an interesting relatiship between the vocal, the viswald text
within the film. However, it was difficult to find methods that diot emulate
what was already seen in classical filarrativeandwere therefore culinary
both in the original sense and the sense of a ogueary culinaryThis proved
a somewhat unwieldy method for my own filmmaking pracisat was
neither consistently Brechtian in its presentationconsistently culinarySuch
methodddid not reveal enough about contemporary Brechtian subjectivities

the context of my own filmmaking.

This film experiment indicated how | might employ the epistolary as a
critical form within a larger project. However, a singular focus on the
epistolary, in this case, presented its own problémgas unable to catéor a
broad perspective on new Brechtian subjectivities if it was the only method of
doing this within a filmMy methods moved on, following this revelation, to
creating a film which dealt with issues concerning irgetisnality. This was
achieved throgh an understanding of unreliable narration as a critical mgthod
which was developed itme treatment for my filnfomewheren Macedonia
(2016).

The use of unreliable narration was formed through metreddtng to
neurodivergence as a contemporary sctiyity. | was informed in this by the
writings of Judy Singer, who first coined tte¥m neurodiversity in 1996 within
the field of autism studie3his was then developed to the later term
neurodivergency anelxtended to include other subjectivities.uxalivergency

campaigner Nick Walker (2018) describes on his website

Neurocosmopolitanisti h aeurodivergent, sometimes abbreviated as ND,
means having a brain that functions in ways that diverge significiottythe

dominantsocietals t andar ds of Anor mal . 00 (Wal ker , 20
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The chapter also relied on insights into intersectionality provided by
Audre Lorde*®l incorporated. or deds i dea t hehallenggta i s not pc
system from the position dieingentirely depedent upon it. This is introduced
intheessayi The Masterd6s Tools Cannor Dismantl e
Sister Outside(1984).My reasoning was thaih order to challenge a political
system that had been pestablished and oppressive, new methodsaftkling
the system need to be introdudkdtwould not depend on the language of the
oppressor. Iformulatingthis, I consideredhe idea that language itselfuld
bemme an oppressive institution-emforcing existing prejudicén the films
Devon Gahic (2018)andEcho Piano Lessof2019)I therefore experimented
with ways to investigate unusual or uncustomary ué&®ith the linguistic and
visual strategiesn orderto challenge established narrative foriisis method
usedthe language of my own neurodivergent experience as a resistafthigol.
approachagain tested theories in pract{og adapted Brechtian film
techniqueksby importing norBrechtian theories to develop my practice. |
explored neurodivergency to try toderstand how subjectivity might be
applied as a critical method within film. This involved reversing the traditional

roles of the reliable and unreliable narrator within film making.

A perhapssurprising addition to this method was the investigation |
made i nto Jos elnderWestern lBydd®Xkl) imwhicheah
unreliable narratois prominent This forces the reader to doubt their own
perspectiveon the situation presented in the ngedlallengingthe natural
omniscience of a more conventibfiam of narration. It may seem somewhat

contrary to use a novel as the basis for my filmmaldnig is especially

15 Audre Lordeproduceddeas of intersectionality within the context of feminism. For Lorde,
womenare not solely oppressed due to gendet multiply oppressed in many cases due to the
intersection of multiple forms of oppression. Blaetmen,queerwomen anddisabled women
may be doulyl, or triply oppressed because of the intersection of multiple forms of oppression
or exclusion In combhnation thismade some people more challenged in societydhizers

who may share one aspect of oppression (e.g. being femali) hotexperiencanultiple

forms or the action of these combined oppressions. She expEmase is no such thing as a
singleissue struggle because we do not live shiggee lives." (Lorde, Audréi_earning from

t h e 0,8982008line: blackpast.ojg
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complex aghere aremumerousexamples of films uag unreliable narration
that could haveerved as model. Examplesf this tropeinclude Fight Club
(1999, Mementq2000, Twelve Monkey&l995),The Fisher Kind1991),and

many othersHowever, my specific interest in this literary source was that

Conradbdés presentation of ,ihthatCormddar act er

uses the unreliablnarrator withirdnder Western Eyds doubt the authority

of what ishappening within the novel. In this instance, ddader Western

Eyesd of the novel 0s-cotonia (vrete/westrng r s t o
interpretations of the Russiaation. For example, Tony Tanner describes
Conradodos Razwmmov f as-awakknesspa nan unwillihgly

made intimate with the nightmare which hovers forever under the

compl acencies of civilised existencebo

| asked if theunreliablenarrator(in this casealanguage teacher

reflecting on the plight of Razumpeould be used as a Brechtian method when

making my own film| contemplated wheth€ o nr ad6s wuse of
characteincorporates h e s a maew adkveindedBrecht desdaridesin epic
theatre and explored whethéhis wasa method | could employ inyrfilm
practice. | he laGguage taadh@rsRazumosliwwn ta be
unreliablefrom thebeginning of the noveMoving away from this, | sought to
designthetreatment foiSomewherén Macedonig(2015) as a revelatory
situation wherein the audience is asked to question both narrators and yet
discovers that the schizophrenic Selwyn is more truthful than the authority

figure of Grant.

The next method invold applying notions of allegory to form a

contemporary Brechtian subjectivityn developing this methodlwas

Raz

nacec

(Tan

Razumov

informed by Walter BenjAxaordimggosHowaelf | ect i ons

Caygil |, Benjaminds conc e p-telaional, o f
incorporating different methods to reflect on a larger understanding of

modernism:
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For Benjamin, allegory is a concept with implications that are at once
philosophical, religious, aesthetic, political and historical. In many ways it is
emblematic of the internal complexity of Benjamin's work, which is rooted in
the attempt to bring together the approaches of philosophy, aesthetics and
cultural history. While the manifold senses of allegory are never bound
unequivocally together into a geral theory, it is clear that they depend upon
each other, often in quite astonishing and illuminating ways. It is also evident
that allegory is central not only to his understanding of modernism in art and
literature, but also to the shifts of religioaisd political experience that for

Benjamin constituted modernity.

Caygill H. (2010) AWalter Benjaminds conce
Rise of Allegory ¢p. 251253

| wasalreadya war e t hat allegory could be a usefu
ideasthusit was of interest to see the relation
work in comparison with Brechtoés conceptio

allegory to my filmDevon Gothiq2018).This entailed using elements of
allegory within the work foa readepr viewer to reflect upomand attempt to
decode. As will be enlarged upon later, what | considered to be allegorical
within the characters and events | portrayed on screen becaeibad of

reflecing on a contemporary Brechtian subjectivity.

In thefinal chapter othis thesis| explore how poetic form can develop
a subjectivity as expressed through a streafstonsciousness. This method
was developed through an understanding of the modernist poetry of Dylan
Thomas, James Joyce, Antonin Ardaas well ashe philosophy of nonsense
provided by JJ Lecer tdlsedxpglorel 4spet$of t heory of
Antonin Artaudos t Aleatg of Cruadyomparigshsnt ed i n h
critique of realism with that of Brechn this sectionl applied methods of film

making thasignificantly diverged r om Br e c ht .@Dsgspie thisasimet hod
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argue within the chaptethis approacltould be considered more appropriate to
contemporary ideas of subjectivity when producing an exit throudram
Brecht.

To summarisemy overall method for researghall these examples
wasto testtheories in practicéor adapting Brechtian film techniques by
importing nonBrechtian theoriet explore contemporary ideas of subjectivity
i for examplethe unreliable narrator, délirand nonsense. These are the
methods by which | develop a toolkit for artists, which can enlighten a reader to

6exitsd both through and from the Brechti a

37



Chapter 1
Brecht in the C20th

A Short Introduction to Brecht

Bertolt Brecht (1898.956) was a theatre practitioner and poet who radically
altered the field of theatréutwhose work haalsobeen applied to
revolutionisephotography and film. He developed pioneering meshioait
addressed audiences in new wHysughhis comprehension of the dynamic
socicpolitical relationship between the audience and the act of performance.
His techniques of the-gffekt were differenfrom previous theatrical method,
asthey aimed to transform thea@mevayfrom the 19thcentury realm of the

proscenium stagandtowardsthelive world of politics.

Brecht abhorred the traditional realist theatrical mettlodt were
conventional in hisime, argung that realist theatre made audiences pagsive
the dire sociepolitical situationthat surroundethem. He referred to éh
predominantype of theatre a8 ¢ u | jarcenceptéferred to a number of
times inhis writing. Culinarytheatreeft an audience satisfied insansual
manner but did not enable them to achieve a change ingoltical
awarenesr the ability to provoke change in their livesn  Br ec ht 0 s
explanation, this wasitgely because the sensual was almost hyptwthe
audiencepreventingghemfrom being politically awarefFor Brecht, itwas of
considerable importance that opera, as with any form of theatald engage

an audience in the practical side of politics and make them critically aware
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rather tharbeing subsumed in sensual distraction. For exanpRBrecht on

Theatre hespeaks of theulinaryin opera as follows:

The element of philosophy, almost of daring, in these operas was so

subordinated to the culinary principle that their sense wafédat ¢ottering

and was soon absorbed in sensual satisfact
died away the opera was by no means left bereft$dut had simply

acquired another onea senseuaopera. The content had been smothered in

the opera. (Breht, [1964] 2013, p.39)

Brecht acknowledgethat not all opera is culinariput believed thathe way it

was treated in his era credta dynamic which removes political potency. He

suggests that his contemporary opera produoeksa\Wagneriamapproachto

the detriment of the op,evedulyclgnmngi ti cal and
thath Those composers whosissdn@asingias om Wagner st

philosophers. A philosophy which is of no use to man or beast, can only be

di sposed of as a means of sebBrechtal sati sfac
wanedt o retain operabds pr acthiscandeptignol i t i c al L
of the potential obpera is Marxistandthsqu ot e echoes Mar xo6s f amo
armsthatih The phil osophers have only interprete
¢ h a n gMarxj Kt,1845,Theses on Feuerba¢kl)), which centres thinking

on philosophical ideasoncerning social issu@gthin history, rather than aa

separate entity from it.

It i s well known that Wagnder 6s wor k was
Brechtds horror at Wagner o6s work may wel |
as well Brecht saw the way peopkeer e st irred up or satiated
work in the way some were by Nazi ralliédewas horrified byth@udi enced s

passive absorption in these eveltitgjr avoidingthe adopton of a practical and
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active resistance to tleventssurrounding thente dated:fiiThe content had

been smothered in the opera. Our Wagnerites are pleased to rememiber that

original Wagnerites posited a sense of
(Brecht, [1964], 2013 p 39).

The opposite to Wagnerian style theatre was seen by Brecht in the
musical work of his frequent coll aborat
as pditically productive rather than being hypnotic or absorptive as was for
Brecht typical of what he describes as
theatreo Brecht ([]1964] 20 1Gntheyse89) He
of Music in the Epic Thesat0 (1935):

i [ He ] somgmasic.eThis music too is in a sense philosophical. It too

avoids narcotic effects, chiefly by linking the solution of musical problems to

the clear and intelligible underlining of the political and philosophical meaning

ofede h poem. 0 Brecht ([1964] 2013, p.89)
For Brecht, Eislerb6s o6éunderl iningd of t

bourgeois Wagnerian style theatre by making the work understandable and

relatable for the audience in a politically productive sense.

Contray to this, Brecht considered thatagneriartypes oféculinaryd
theatre leftheir audiencs satisfied through cathartic processut not
politically active. They were fisati
to change their socipolitical postion. For Brecht, Wagnerian style opera had
become both political and situated philosophy separate from its historical and
political circumstance As a result, it was a@motionally numbing or satiating
processrather than a method of political engagerhora process for political

awareness and resiste.
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Brecht developed group of techniques to overcome what he saw as the

culinary passivity of an audienceollectively known ashe verfremdungseffekt
(hereafter weffekt). Further details of the sgponents of the-effekt and the v
effekt as a whole will be discusskder in this chapter.

In an age where we are arguably absorbed and pacifiad by
omnipresenpolarised social and political culture, there is considerable

evidence that Brechtian ¢ato provoke an audience into political and social

consciousness remain prescient. There is also much to suggest that the methods

for achieving this need to be different and more specific to our own political

moment.Despite being engaged in the dynametween audiences, theatre and

politics, this thesis argues that Brecht did not engage with aspects concerning

theindividual subjectivities of his audiencgewing them asn
undifferentiated group rather than in terms of differing subjectivities. Therefo

methods ircontemporary art that arequired to resigheready absorption of

spectacle are different frothoseoBr echt 6 s era. My research

subsequentiscovery of intersectionalitgnables us tapproach methods of
critiquein novel ways Intersectionality emerged first in feminist critique and
came to be an aspectlwioader debates surrounding subjectivity.
Intersectionality indicated that people can be multiply oppressed by societal
forces. Ths is enlarged upon in later discussibat for now it is sufficient to
suggest theBrecht did not fully comprehendtersectionalityin his
understanding of the makeup of his audiefites thesis argues thdtis
intersectionalitywhich gives the potdial for Brechtian critique to be updated

for a current erandexplores thighroughthe construction of five film works.

Brecht considered an audience in terms of a rmagsoup, relating to

the audience as amdifferentiatedtollectivel® In contrast tothis, current

18 This is evidenced in the way he refers to the audienégistotelian theatrdn his essay

AAlienation effects i ndeshbesthe precesA af bourgegi®theatte9 6 4 ) ,

as being fAbound bglts stdryas adaegeckim such b Way ashocreaen . 6

6universal é situati ons t heasthimaelf.imanywof éderynperied t h

and everBrecht, ®&(1864,p..98 is not this universalisingrocesgshat Brecht
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theoreticalunderstandings place an audience in terms of a locus of varying

subjectivities arguing thattiis through these emerging subjectivitieatwe

recreate our social worlth addition,although many artiststill usetechniqies

related tov-effektin theirformal approachthese techniques have arguably

been subsumed by the wider cultuds such, theyose their recognisability,

power, and politicabite. Brecht himself was not frmalisthis practice was

designed to change ways appropriate to the conditions of each era.fiked

use of Brechtian techniques has led his original strategies to be used in a way

which is faithful to his original practicahethod but nelonger appropriate to

thesocialb awakeni ngdéd of an audience in the curr
bet ween Brmltdalta@bstionforathe homculinary and

contemporary methodssedto achieve this. For this reason, it is necessary for

artists to address whtite6 ¢ u | icam@risgs & contemporawsual culture

andthecurrempol i ti cal moment. This new version

necessarily di foigeal ecomstructbr om Br echt 6 s

This thesihypothesissthat the route to understanding the needs of the
current age in producing the noanlinary (and thereby a-iavigoration of
critique within artistéfilm) is produced through an understanding of
contemporary subjectivityhe contribution to knowledge @vided by this
practicel ed i nvesti gat i o n-effekssthtooghfdmmakimgne Br ec ht
practice. This contribution provides five
method, to new spaces of fimaking practice, which take account of

contemporaryides of subjectivity. The artistds ro

critique remains importanhowever, the strategies needed for provoking social

accuses the bourgeois theatre of exploitthgs instead reflec8r e c ht 6s own confi dence
audience can be made critigadiware through deliberately provoked conflicts between

members of each audience. Although it seems possible that this could be productive, Brecht is

assuming inherent knowledge of the internal workings of the individual based on their external

circumstane (e.g., class, social status etc). This is problematic in and of lieeuse it

assumeg€artesian dualism and indicates that Brecht separates what is internal and external to a

person Furthermore, iinsists that groups can all be influenced andlehgkd into active

thinking throughthe same techniques. This dualtistde ofthought is challenged by later

thinkers such as Judith Butjevho contests that we are made andhade through the ways in

which we perform ourselves.
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change need to be appropriate to the current epoch. This practrejksct
explores ways that artists may achieve po |l i ti cal cinema akin to
ambitions, bubne whichdivergesfrom the original methods thative been

subsumed by wider culture.

Key Texts Concerning Brechtian Photography & Film

When embarking on this practied project,l considered my worko be

primarily influenced by the practical and social strategies of Brechtian

photography(itself derived from theories of theatdescribedy Brecht in the

early 20thCentury). Numerous texts enabled this reflection on Brechtian
scholarshifpyengagngwi t h Brecht s relationship to cr

photography and filmmaking.

I n Brechtdés era, the writer Walter Benj
reflected upon Brechtian techniques for awakening critical consciousness in an
audience. These collected tefrom the 1930s are publishedunderstanding
Brecht(1977)and provide a contemporary analysis of his work some of which
was developed from discussions between the two thedrégtsr pproaches to
Brecht from the 1970s often take a semiotic appréach Br ec ht 6 s t heori es
These texts include Roland Barthes esay der ot Brecht, Ei senst ¢
(Barthes 1974) and bassens framBrethgHadthh1®%4). The
magazinescreerhad become one of the leading publications in the 18i0s
1980s to explore discoveries in the field of spectatorship. It also included Laura
Mul vey 6s d$\édsmdl Plemdure aind Karrative Cinanfilulvey,1975),
which revolutionised ideas of speiteship by introducing them from a

psychoanalytic, feminist perspectivia the concepbf the Male Gaze.

Recent, more medium specific approaches to Brecht include the essays
accompanying BroombeandCh anar i nés r ewWarRrimerg of Br ech

calledWar Primer 2(Broomberg, and Chanarin, 2018) This text includes
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essays by Tom Kuhn, David EvammdSimon Korneyall of whom discuss

Brechtian uses of phot odgmAquidgndand f i | m. Ma
Afterthoughts on Documentary PhotograpliRosler, [981] 2012has also

added much to contemporaapproaches twardsa critical photographic

method. The journal articléBelievable Fictions by Maria Walsh(Walsh,

Maria (Art Monthly, Issue (342). Feb, 20410, pp. 1114), and Sarah James

(Brecht: ReduXlames, S. (201%Brecht: Redux Art Monthly, 383, Feb 2015,

pp. 6-10) reflect on contemporary uses of Brecht in a fine art context. Sarah

Jamess particulaly notable forsuggesting the need for a change in approach

to Brecht in order to retain aspects of his radical politics. Contemporary

Brechtian Scholarship also includes Roberto Schvwarz e c ht 6 s Rel evance:
Highs and Lows (5chwarz, R. (20099 Br e Bt ésance: Highs and L
New Left Review, Volume 57, May/June 2009, pp-1&8}), which debates the

extent to which Brechtian techniques have been absorbed into a wider culture.

Il n 2010, Fr eBteeht & Methdddamessory 20003 reflaxd on

pog-modern, multlayered approaches to Brechtian theory. Finally, an example

of a recent philosophical approach to Brechtian scholarship is provided by

Anthony Squiers iAn Introduction to the Social and Political Philosophy of

Bertolt Brecht(Squiers, 202).

Foll owi ng Br e c BrecbtianscHotamshiphas i n 1956,
transitionedrom a focus on theatre practiceinaorporatedisciplines such as
photographyandfim.Br echt 6 s t heatre incorporated mar
(eq literature, acting, musicagfe design, costume desigwhereas Brechtian
film and photography became more medispecific. There are several
possible reasons for thishe first of thesés rooted in the treatment of Brecht
within theatre itself. Martin Esslins  vguggekts it was the result of a change
in attitude to political theatre during the Cold War (Esslin, [1959]1,9%80a
resultof whichtheatremakers in the West distance¢ttims el ves fr om Br echt
politics during theera ofStalinist ule. Insteadthese theatrenakers drew on

Brecht byselectingaspects of his formal meth@ahdremovng some of the
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direct references to his politics. Esslivriting shortly after theStalin eain
1999, i s al most c el eb rbattverycyticabof whheec ht 6s 06gen
considers his political allegiancesbe(Esslin, [1959]1980).

The change irBrechtianmediuns could also be connectédthe focus
on photography and film as politicaleatiuns after 1968 andthe ViethamWar,
an era which sawhe emergence of faster news repartdour photography
and the political theory of the society of the spectacle. At this time, the critical
political potential of photography was beginning to bexamined. Sofpower
conflictsbetweerthe secalledEastandWest also appear to have resulted in
greater sponsorship of the arts in the Wiesh the late1950s to the Early
1990s.For example,>e-CIA Chief Tom Braden discusses State sponsorship of

thearts as a method of soft power in 1995 in the independent newSpaper

Brecht was working from the late 1920s to the late 1988ssuchijt
may seem somewhat anachronistic to consider a theorist who some believe to
have little relevance in an enath vastly different artistic and social conditions
Brecht was working in the era of Naziswhereasontemporary artistare
currently facingdifferentchallenges. Much writing has been dedicated to a
comparison between the two timesost notably theeep analysisf historical
precursorsifEr i ¢ H o bThebAgenofiExteemdd991).18 However, in

order to illuminate the value of working with Breéh$  iindhe @uisent era, it

17"We wanted taunite all the people who were writers, who were musicians, who were artists,

to demonstrate that the West and the United States, was devoted to freedom of expression and

to intellectual achievement, without any rigid barriers as to what you must writesrettgou

must say, and what you must do, and what you must paint, which was what was going on in the

Soviet Union. | think it was the most important division that the agency had, | think that it

played an enormous role in the Cold Warhé¢ IndependerfOct ober 1995) 6Modern Art
CIl A Aweapono6. hapsdaniwv.iadeperederddo.uk/néiNvorld/modari
wasciaweapon1578808.htm[{Accessed: 24th gril: 2020).

18The Age of Extremg499]) is a thorough Marxist historical analysis of the history of the

early of end of the 20Century.Unusually, itwas written contemporaneously rather than

looking backward. Hobsbawndescribes the text &so | | bhave concéntrated, if you like,

on the rise and transforHastony oh ¢ api fidAlgiesmfo EKH
A Conversation with Eric Hobsbawm (1996jernational Labour and Workin@lass History

This means thato some extenttisanal most 61l i vedé historical analysis
retrospective onét is alsocontaining compellingletail of 20" Centuryevents which became

useful for my own background comprehension.
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is vital to acknowledge the difference between the two tibeg shou also
consider how Brecht may be useful for addressing the specific artistic concerns

of a current age.

As previously notedBrecht viewed his audience as andifferentiated
groupand had a mechanistic conception of how they might be made critically
awae.!® This is a significantly different perspective from contemporary
conceptions of audience that stress notions of subjectivity, intersubjectivity, and
the discursive process by which subjectivities are creat@tieseideasenable
an interrogation of dyjectivity itself as a focus for the production of social
changeContemporary conceptions of the ways in which audiences are
constructed focus on the way that audiences are different in their social
construction and percepti@mdaretherefore not a unsirm subjectivity.The
concept of mtersectionality vas introduced by Kimbe¥iCrenshawn 1991,
who argued thafthe experiences of women of colour are frequently the product
of i ntersecti n{Crepshawtl1091l,md24Hisarguablyi s m. 0
built upon ideas emerging from thaminist campaigner Audre Lorde 1984-
herwork is discussed further in later chaptdBarthe®essayiDeath of the
Authoro (1967) also renvisagedudience perceptiosisa multiple, intertextual

position rather than a singular viewpoirftor him, b suggest a singular

19 Ranciere discusses this mechanistic side to BrecfténEmancipated Spectatand to

some extent | concuAs discussethy Chto DelatRandgére considers thdbr Brecht

fispectatorship is a bad thirgeing a spectator means looking at a spectacle |doidng is a

bad thing, for two reasons. Firstlpoking is put as the opposite of knowing. It means being in

front of an appearance without knowing the conditions of production of that appearance or the
reality which is behind it. Secondly, looking ist@s the opposite of acting. He or she who

looks at the spectacle remains motionless on his or her seat, without any power of intervention.
Being a spectator means being passive. The spectator is separated from the capacity of knowing
in the same way as lieseparated from the possibility ofacting. Cht odel at . or g, URL:
https://chtodelat.org/bBewspapers/t20/jacquegancierethe-emancipategpectator/

(accessed 28March 2020 Brecht views the spectator as someone who can be persuaded to
understand the production conditions of theatrical events. This in turn, suggests that Brecht can
change the viewpoint of an audience in a mechanistic way by chdmgitigeatre, moving

away from tradition realist theatre and presenting
their eyes are open, but they stare rather than se
1948, A Short Organum for the Theaty . I n this text he also describes
cowed, credulous, hypnotised masso (p. 167, Brecht,
Willett, J.).
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viewpoint from a singular authas undesirablei To gi ve a t ext
impose a limit on that text, to furnish it with a final signified, to close the

wr i ti ng L1998 h(1977hpeld7) Instead Barthes indicates a

multiplicity of ways of reading a text. Both intersectionality and postern
understandings of reading a text became significant to debateerning post

Brechtian constructions of subjectivity

In order to expath on contemporary understandings of subjectivity in
relation to Brechtian critique, it is necessary to outline how my work, and that
of others, appears to conceive(ahd work with) Brecht contemporaneoysl|
throughhis technique of the-effekt. As this hesis will propose, Brecht could
be considered irrelevant in terms of the formal methodology used by some
contemporary artists. However, his work remains prescient in terms of his

ambition to influence the status of his viewer.

The Signifiodnoargb tbeadBrechtian

an

Cri

As discussed earlieBr ec ht suggests that the O6cul

Aut |

tigu

nar

audi e nstieed Obsuatt ial so unchanged and unmoved b

witnessed on stage. Fexample, in describing a musical production in the

1930s, Brecht describes the reaction of the audience as follows:

Entire rows of human beings transported into a peculiar, doped state, wholly

passive, sunk without trace, seemingly in the grip of a severe poisoning attack.

Their tense, congealed gaze shows that these people are the helpless and

involuntary victims of tle unchecked lurchings of their emotions. Trickles of

sweat prove how such excesses exhaust them. The worst gangster film treats

its audience more like thinking beings. Music is cast in the role of Fate. As the

exceedingly complex, wholly unanalyzable fatehis period of the grisliest,

47



most deliberate exploitation of man by man. Such music has nothing, but
purely culinary ambitions left. (Brecht, [1964] 2013, p. 89)

In order to address this issue, it is necessary todat® and analyse the

purposeoh r ange of Brechtodos techniques and, t
equivalence may be today many cases these technigues were placed in

counterpoint to traditional forms of entertainment. These were presented as

OEpic Theatred agaiansatt iwh aTth eBarfiEneehét itne rhmesd
Modern Theatre is the Epic Theai(@recht[1964] 2013, pp. 332). The

categories of dramatic theatre to which Brecht refers are largely based on the

model of storytel | iPogics(fc83bRA(20p3Ed.)i N Ari stot
Anthony Kenny) details of which will be discussed laterthis thesisBrecht

sought to overcome this type of theatre by producing theatrical works with the
principal aim to challenge the audienceds
achieved this pinterrupting the flow of events on stage, revealing the

construction of events anbleset, and by disrupting narrative flow.

Brecht developed his practice during the political and social upheavals
of the First and Second World Wal$heseevents had arpfoundinfluenceon
the theatre techniques he waslévelop. Understanding these events in class
terms andn view of Marxist ideas Brecht sought to invent a practice which
would raise political consciousness in a spectator and, therpfoxmke social

and political change

The Specific Importance of the \feffekt to this Study

Although the Brechtian method incorporated a number of different strategies to
form what Brecht refers to as the epic theatre, | am focusing most closely on the

v-effekt. This is because, it is @ strategiewhich are more commonly
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employed in the field of photography and film, thedgebf study this thesis is
grounded inTheorists such as John Willett often translated te&ekt as the
alienation effect oa-effect®, encompasag a range of Brechtian techniques.
However thisis arguably noa specific enough translation of the term.

Wil l ettds de s-effektgiosely toprocesses &f alienattorg which

is perhaps not asséul assomemore recat definitions. This is because

alienation is @ommonmodernist process in and of itself, and therefibis,

not as specifias what Brecht meanghen heusedthe term the aeffekt. The
termdlienatior® for example, is equally applied to Samuel Betkéts t heat r e
practice, which engaged with an existential psychological alienation rather than
a more directly political form of critical distancing. The tedmtienation effe@

as used by Willetinay not be specific enough tencapsulat¢he dynamic that

Brecht wishes to create.

Brecht uses the termeffekt in varied ways to incorporate differing
theatrical strategies. In his analysis of Chinese actifig@lienation Effects in
Chinese Acting (Brecht [1964] 2013 pp. 9B9) he refers to the-gffekt as

follows:

This method was most recently used in Germany for plays of-a non
Aristotelean (not dependent on empathy) type, as part of the attempts being
made to evolve an epic theatre. The efforts in dguestere directed to playing

in such a way that the audience was hindered from simply identifying itself

20 John Willetwasresponsible fothe early Englishtranslations and biographies of Brecimd

hediscusses the-effect as the alienation affect. Tmmscontested by Anthony Squiers in

2012,who explairdthat this is an insufficient reading of the teasit implies that the

audience might be alienated rather than estranged from that with whiclréhymiliari T h e

more appropriate translation is Brecht, of course, uses the term Verfremdungseffekt
(estrangement effect)o (Squi er-efectHuedkdhip. 72) r
di scussion of Sil coxdes thahisaliffeyesce may balve ld8ltoe c ht (i b
further confusion over the action of thesffect on an audienc&quiresconsistently refers to

the Verfremdungseffekt as ATHSuiak@lR}esees he Fami |l i ar
this as more appropriate the dynamic of the technique.
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with the characters in the play. Acceptance or rejection of their actions and
utterances was meant to take place on a conscious plane, instead of, as
hit herto, 1in the OafBrechtfl96d 20330p.)ubconsci ous

Brechtthusconsiders the-effekt as a counter to what he regatds

subconscious absorption of the action on stagarbieedthat Aristotelian

dramadesired the audience to iddptwith events, rather than tindoeing alert

to the way in which the theatre is influencing them. He frequentlyreefty

the audience as O6subconsciousd, as i f an
almost hypnotic or addictive process rather thanrgpagency over what they

are viewing, and decisions they make outside the theedreuch the effekt

is designed to provoke political agency. For this reason, | use the translation

developed byAnthony Squiers in 2014vho discussedda s t he theMa ki ng
Familiar Strange Ef f e cargoablygi8egahetter s, 2014,

indication as to theriginal aim of the technigtié.

For my own purposes, theeffekt is useful as a procefs analysing
the influence oBrecht oncontemporary art and filnpartly due to its
multivalence The weffekt is an umbrella term for a number of different

technigues which serve to distance an audience from the ready absorption of

21 This distinction is highlighted in the debate Squiers (2014) initiates over the difference
bet ween alienation and estrangemenWhatiisn response
Wrong with Alienatio?d0 (S 201@)io which he argues that:

iThe estrangement Brecht desired was an intern
Wel tanschauung or worldview. This misconceptior

to make a distinction between alienation (Entfremdung)estrangement

(Verfremdung). Brecht, of course, uses the term Verfremdungseffekt (estrangement

effect). Bloch draws a precise and accurate definition of Verfremdung. According to

Bl och, while Verfremdung and Enttftheemdung #fAare
former is the idea of making the familiar straéiges Brecht does with his

Verfremdungseffekt. Verfremdung connotes a defamiliarized conceptualisation,

whereas Entfremdung only implies a distancing, as Feuerbach uses it, to indicate a
moving away frorone 6s true sel f; Marx uses the term t
onebs | abour product from onesel fo

(Squiers, A, Philosoph& Literature, Volume 39, Number 1April 2015 pp. 243247).
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spectacleincluding Gestus banners, placards, projectionsjdinted time

sequences, fragmentary props, costumes and.Zdietermalso ircludes
unusualnarrative methaogl such asultiple sceneshat take placen multiple
placesovermnydays. All of these techniques
Poetics which suggested that an audience should be absorbed in the theatrical
eventvia narrative methods thauilt towardsa structured, continuous form.

Brecht sought to interrupt, rather than smooth os@cial contradictions

Each of these technigaproved dfferent from Aristotelian methad-or

Aristotle, drama should create a continuous experighteis discussed in his

f orm

PoetcsThe smooth o6fl owd of theArtirset dtsl eedsact i

threeact method of dramatic structusghichleads from a position of toil to a
cathartic resolution fothedramatic hero or artiero.Oncecatharsiss

expressed by an actdrrjs thenshared by an audiend@recht describes the
difference between fiowno E p meth6éd and that dAristotelian theatre in

detail iniThe Modern Theatre is the Epic Theat(l930]L 9 6 4 ) : AREpi c

Theatre turns the spectator into an obseutiarouses his capacity for action

and forces him to mad2013dp87.ingantbast,s . 0 ( Br echt

Brecht describes (Aristotelian) Dramatic T

in a stage situation [and] wears down his capacity for action. (Brecht [1964]
2013, p37).0

Catharsisneans to both purge and to purifiy.using this as a dramatic
method Aristotelian dramarguablygives an audience a way to escape

uncomfortable feelingg=or example, Aristotlsays of tragedy:

A well-constructed plot should, therefore, be single in its issue, rather than

double as some amtain. The change of fortune should be not from bad to

2The term 6Gestuso6 within Br man$tratédorppintedct i c e
acting, AThe f keffestis that the attortmushinvesowhat hethas toashow with
a definite gest of showingo (Brecht [1964],
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good, but, reversely, from good to bad. It should come about as the result not
of vice, but of some great error or frailty, in a character either such as we have
described, or better rather than wer$he practice of the stage bears out our
view. At first the poets recounted any legend that came in their way. Now, the
best tragedies are founded on the story of a few heuseghe fortunes of
Alcmaeon, Oedipus, Orestes, Meleager, Thyestes, Telemhdshose others

who have done or suffered something terrible. A tragedy, then, to be perfect
according to the rules of art should be of this construction. (Aristdietics
([c.335BC](2013)(Ed.) Anthony Kenny)

In contrast, Brecht waetlaudienceso become familiawvith the feelings that
Aristotle wishes to purge. The dynamic Brecht wisteecreate through the v

effekt is one where the audience are critically conscious of their own position in
the viewing procesdn this understandinghe audience is not engaged in
processes of catharsis, or sympathy for the emotional journey of characters on
stage Instead, they are engaged in an emotional distance from what they are
seeing, and thefere have aletached responsehich enables an andalg view

on events. The process allofes reflection on the political or social context for
events on stagas well ageflectionon how these events might unfold in the

audiencesd own | ives.

't is Iimportant to stremmpowardsowever, tha
critical reflection in the theatre audience was conceived of within a broader
social project of political transformatiomhe techniques that comprise the v
effekt were designed by Brecht to be revolutionary. Brbehéved thaif he
changedhe way an audience reacted to performance through his theatrical
method, this would have a revolutionary effect on the larger wibrdditre was

therefore revolutionary by defatitHe considered that the critical distarthe

2 The veffect was considered revolutionary by Breakit moved politicsfrom theatre to a
lived realm of social reality, in contrast to Aristotelian method which cleansed its audience of
revolutionary feelingsia catharsis. For Brecht, epic theatre ensthatfii s o c i a | being
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v-effekt constructed couldetcrucial to the production of soepmlitical
changeinsofar as it formed critical subjects from audience members, who
would leave the theatre to act directly on the world. In this way,-t#féekt
extended from the world of theatre towards lived rgalit

The Prescience of th&/-Effekt

B r e c heffe&tsncluded the usg@vithin theatré of banners, placards,
projections, disjointed time sequences, fragmentary props, fragmentary
costumesand unconventional use of musispecifically, song. All these
techniques are nosommonly usedh contemporary film, art and advertising.
However, wha we consider the effects of these techniquesimemporary
commercial culture, it is difficult to comprehend how they may form a critique

of dominant culture.

The Lars Von Trier filmDogville (2003), is a relatively recent example
of how Brechtian formlaechniques have been used within fildogville uses
almost all of thdormaltechniques associated with thefiekt. We see
examples of the use of a different historical time, pland situation to the
viewing audienceas well asongs disrupting #haction, stage directions
spoken out loud, actors direct address to the audience, costume changes
performed on stage/screen, banners explaining events onastdgen
diegetic soundt is evident that the presenceRxechtian techniques within
Dogvilleis not accidental but programmatic; the influence of Brecht on it has
been widely discussed. For instance, Mario Vrbancic claimgitilee s pi t e t he
attempts by Jeabuc Godard in the 1960s to materialise Brecht's ideas on epic

theatre and the ¥éffect infilm, the film that finally achieved that in the early

s t h Brecht)[1964] 2043p.37)eveherans idristptelian theatre
det er mi (Bessht, [19654] 2043,.8xnd f eel i ngo

St

etermine
thought
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21st century is definitely Lars von TrieBogville( 2003) ¢ ( Vr bancic, 20
p.45).Von Trier himself also explains in a Guardian interview in 2004 that

ADogville is cert ai mtieyThe Guardian0@4nppy Br echt o

Examples of Brechtian style devices within Dogville include mannered
acting and gesturessemblingBrechtian acting styleas well as voiceover
by John Hurt which interferes with the smooth transition of dramatic moments.
This Brechtian narrative disjuncture works in a similar manner to a Greek
chorus.While Brecht often used incidental characters to interrupt narrative
flow, it is doubtful they a& truly Brechtiann this contexts they seem more a
style or conceit than a contemporary Brechtismf f e c t . More of Von Tr
strategies are discussed in detail in chapteoncerning my filnLetters Home
(2016) where furthetritical reflectiontakes place on the successes and failures

of his methods

The techniques iDogville, | initially understoodo beBrechtian
techniques, have been used in my own previous aodkthaimade in the
process ofhis projectFor example, mfilm Hiraeth (2014)made use of non
diegetic sound and montage techniques such as screens within screens and an
historicised narrative structurBogvilleis successful in its formal reproduction
of Brechtodés techniques and yet unconvincin
My analysis oDogville thuscontributed to my decision to explore how one can
make a contemporary critithkabekploesehow t & t hr oug
his politics could be maintained though updatedmethods appropriate the

current era.

Bertolt Brecht has been referred to as an influence on other
contemporary artists. This has been in terms of the literal representation of his
wor k, such as Mo n sDogsy MaBdneattthe lyivergodls pr oj ect
Biennale (2016% It has also been evidein the way in which artists may cite

Brecht in terms of influence or inspiration. These artists include Martha Rosler,

24 The work of Monster Chetwynd is further explored in Chapter 7.
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BroombergandChanarin, John Smith, Jeff Wall, Gerard Byrne, Peter Kennard,
Hito Steyer] and other® It is possible to identify hoB r e ¢ Heasbage |

been adopteoh bothmy own work and that of othergarticularly in the realm

of staged or constructed photography.

Brechtds attitude t-effeksreflectimhisi gn bel ongs
desire tafimakethe familiar strang&(Squigs, 2014). This is a set of techniques
designed t@ncouragdis audience to be critically aware that they were in the
t heat r e .-effékt ie myloivrdwork, became a way of responding to
traditional modernist conceptions of documentary style phapbgral his
technique, as deployed in my staged photogragitehled me tacknowledg
and deflag¢ the principle of an objective photographwytbominates the
documentary tradition generally and, journalism specificdlhe staging of
photography seemed m@appropriate to contemporary art practice because
has a longstanding critical relationship to realism, representation, and
lifelikeness As such, itan be said to have little or no fattiatan objective

reality canbe depictedhroughan unmediated methodology.

One of the primary reasons why | believed staged photography had a
critical relationship to documentary photography was that it constructs and
discloses the transparency of the intervention of the artist over the scene
depicted John Pultz explains this in his téXtotography and the Bod$995)
where heclamsth@wi t h t he demise in the belief th
present a privileged window onto reality and truth, photographers have chosen
instead to make pictures that atito being artifices (Pultz, 1995, p149he
history of regarding the photograph as a constructed image has roots in
Brechtian theory, but it is also a semiotic insightl owes a consideraldebt
to Roland BarthesBBarthes mediated how filmmakers ireth970s understood
Brecht in his essafiDiderot, BrechtEisenstein (1977).This essayntroducel

Mar t ha mdraits af thedBewery District in New York (198@rpomberg &

Ch a n aWar Prither Il (2013),J o h n  STimd GirlhiChesving Gum, Video, (1970kgff

Wa | Pidiuse for WomenPhotograplt 1 97 9) , Peter HKisparctesfbrban Bi ogr aphy
Unofficial War Artist(( 2000) Hractorg of B¢SenWielao,| (ZDE6)
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film and photography as texts to be read and interpreted through semiotic
theory.

The actor must prove that he is not enslaved to the spectator (Boggethdown
6reality6 in 6humanityé) thada he guides me
sovereignty of the actor, master of meaning, which is evident in Brecht since

he theorised it under the term distanciation (Barthes, 1977,-@p)74

Barthes, as translated byeghen Heath (Barthes, 1977, p.75) refers to the term

6di stanci ati ond veflecttThizisacaontestedal ent t o t he
interpretation of the tem, whichmay partly explain why subsequent art

practitioners have interpreted theffect as a process distancing(which has

a political and critical power in and of itsgthrough its realisation in purely

formal terms. Squiedsuggetion that Verfremdungseffeckt isest thought of

as thedmaking thefamiliar strangeef f escworth returning to herdle

suggests that the process is much more socially and psychologically dynamic in

its action than a simple distancing deviasit engages an audience in a process

of psychologicatlefamiliarisatiorrather than simple alienan (Squires, 2014,

pp. 243247).

The confusion | had made between the terms distanciation, alienation

and verfremdung is demonstrated in another of my earlier vilarkeg
(2006). 1 initially consideredhis workto be Brechtian in its formal method.

However, | began to question the action of its politics. Insight into the political
and psychological di mension to Brechtoés wo
metoareexami nati on of the psychmdkioggi c al acti
thefamiliar strangeeff e cThifled me to consider how this could be achieved

in a contemporary context. | began to believe, thatrder tocreatea Brechtian
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artwork, it would be important to consider the psychological process behind his
political and social ambitionabove and beyond his formal techniques.

Figure 5:Alice Evans(2006) Turing, Photograph on LightboXNA.

Turing( 2006) i s a staged or constructed i mage
by my intervention over the scematherthan beingheresult of a moment

being captured in the more traditional sense of journalistic photography. The

image admits to being an artifice, sintehows the method of its own

construction within the frame. The artificial snow and the-seffscious

framing all contribug¢ to an equivalence of what Brecht described above as the
process, in his set desigsf,s howi ng t he fimachinery, the ro
(Brecht, [1964] 2013, p.233).

Other practitioners have also incorporated this strategyhieiowork.
For examp!l evorkislezeimplarywaepatiahirsgthis politics of the
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phot ogr aphi cPicturenfargMemerfl@z9) id cieated in a mirror so
that the mechanisms of the picture making process are featured within the
frame. Wallhimself is also portrayed in the reflection as an active participant in

the picture making process

Figure 6: Jeff Wall (1979Picture for WomepiTransparency on LightboxCentre Pompidou

In this image Jeff Wallrevealsthe process of photographing the subject of the

image, the artist himselénd the equipment and process of photography. This

acknowledges intervention over the scéah in terms of process and his own

role as a photographer. This makes an autkeaware of the construction of the

image- a methodn stark contrast to documentary style photograplhere the

means of intervention often remain hiddAecording to the Tate Modern

Website here is also reference to paintimgth the wonan taking he same

pose with her hands as the charactéftho uar d ManetABarat amous wor
the FoliesBergere(1882)(Tate Website, 2020Although Wall is looking at

his subjectthewoman returns his gaze through the mirror rather than receiving
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his gaze withat reflecting it back. As su¢lshe appearasan active participant
in the picture making process. Within my own wdtks acknowledgement of
my own intervention over each scene was importasampared this with
Brechtian strategies of set design arestas, where the process became an

important way of revealing social contradictions to an audience.

Similarly, Gillian Sgymeshatsayghatssouser i es of
want them to say and not Signs that say what someone else wants you to say
(19923), also showtheinfluence of Brecht. Wearing uses strategidsch
challenge documentary style photography by using gBoézhtian techniques.
Wearing s (199 7) sudfests thatthiasgehidss nt er rupt s the | ogi
photodocumentary and spahot photography by the subjects’ clear collusion
and engineering of their own representatidiiVearingMonograph 1997, p.3).
These photographs appe av-effecothraugheheiBr ec ht 6s s
use of placards and signs, in combination ithrevelatory processes. In this
case, these revelatory strategies of the signs reveal the processes-of photo
documentary byllowing the subject of the photograph ownership of their

representation.
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Figure 7: Gillian Wearing(1993 Signs that say what you want them to say and not Signs that say what
someone else wants you to say (Queer and Happ921993Maureen Paley Gallery.
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Following the release dhis series, Wearing took legal action towards an

adverising company whm she allegedhadcopied her signs. This is discussed

by Mia Finemanrin The New York Timés 1995° andby Paul McCann ifThe

Independedt. Her e VW was said to have copied Wear
advertising for car sale$his led me to inquire as to whetlaher aspects of

Brechtdéds formal techniques for Verfremdung
their wider use in advertisin@he work d both Wall and Wearing is further

discussednd analyseth Chapters and 8 respectively.

Brecht himself, as described above, considered that by changing the
reactions of his audience so that they were critically engaged rather than passive
absorbers ofulture, he could provoke them to address the inequalities that
existed in societpeyondthe theatre. He saw the techniques of Hedfgkt as
the means to achieve this dynantico wever , si ncehaBa echt 6s er a,
beena number of significanthangesn the context in which his formal
techniques are presented. As | developed my research, it became evident that
none of these techniques were exclusive to critical praetigk thamost of
them have been absorbed into wider culture. In advertising, everemotions
for toothpaste which makeedirect address to the audience, campaigns for car
manufacturersvhich use banners and placards aimdurance companies that
show actors performing costume changes in front of the camera. The notion of
an historicisd narrative structure is also so famililarcontemporary culture
thatit is formulaic. The evidencieom these examplesiggests that the critique
of mainstream film has been absorbed by transforming it into a technique for

producing excitement in the wier.

For example, the Hollywood fildeadpool(2016)has opening credits

which producea Brechtian sense of revelatory practice to play with an

26 The New York Times (2009)The Image is Familiar: The Pitch is Differendvailable at:
https://www.nytimes.com/2008/07/13/arts/design/13fine.lfaotessed AB)

2" The IndependenitvW Stole my Ideas says Turner WinrieAvailable at:
https://www.independent.co.uk/newsAstole my-ideassaysturnerwinner1164356html
(Accessed 2016)
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audienceds sense of complicity in the know
less ironic forms of filmmakinglhis section of the film works intertextually to

reference and break the construction of genre films through ironic reference to

them. Ths is accomplished by thereditsreplacing the names people making

the filmwith ironicimagecardd i ke Brechtds interruption t|
placard$ that mimic traditional Hollywood credit sequences. This is an

example of Brecht being absorbed into knowing and ironic formesrmgumer

culture which are ultimateljostileto Bre c ht 6 s o r isgThisagdin i nt ent i on
suggest the absorption of many of his critical techniques into familiar culinary

tropes.

Figure 8:DeadpoolOpening Credit Sequence) (B)Marvel/20" Century Fox

When Brecht wasactive, theatre was a destination for people from many
different social strata, and theaguablyexisted a defiableproletariat. This
means that the action of hisséfekt was able to addresertaindifferences

between his audience members. We see evidencentemporary problems
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with his adoption ofthese types diritical technique irstatements from his own

era For instance, in 1956 Brecht was quoted by biographest Schumacher

as sayinghatfin most cases, all that remains of the Verfremdungseffeckt is the
effects, stripped of their soci al applicat
[1959], 1986 p.186).

With this in mind,theremay bea disjuncture between what Brecht
sought to achieve thugh his technical, formal method amd programme for
social and political revolutamfh e adopti on of Gillian Wearin
an isolated instance of Brechtian techniques being adoptadveytising For
example, a 201&dvertisement for Sony apars to be reminiscent of Brechtian
techniques. Here, the Sony campefume bottle, could be said to reveal the
method of its own constructiorf.he woman in the advertisement is
photographindothherself and the camera in the same frame, revealingnn tu
the methods of the photographés construct.

Figure 9:Sony(2016)Sony Camera Perfume Bot{ladvertisemerjt
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ForrecentBrechtianstyle contemporargrtists therehas beem transition from

live theatre to film ag morepopular and egalitarian form. The cinema became

regarded as the medium of the masses over the theatre. Fipph@odraphy

are easily portable antiereforemore broadly populaand practically

accessiblethis may have beemreasonvhy many visuabrtiststoo began

working in film and photography. Fredric Jameson (Jameson, 2011,{70) 69

considers that the medium of film itself restricts the potential of Brechtian

dynamics Brecht was working in a livperformance formwhereas Jameson

considers that <celluloid has |l ess adaptabi

audience;

On the other hand, it seems possible that the medium is itself at fault and at
stake: the 'acting' has already been done and is now irremediable, forever
registerel on a film that can be played again and again without the slightest
changes or modifications being possible. On stage, however, we are at the very
present of time of the performance: it is no longer available when it goes into
the past (however irremediehits already acted gestures, they can never be
witnessed again, only rememberethut for this one long moment of its

present the actor's gesture can still be modified; any number of possibilities
throng the present of the stage, which is surely inddsgevhat Deleuze

called 'virtuality'- something far richer than mere possibility, and a kind of
thronging within a present in much the same spirit in which Heidegger
reinterpreted Nietzsche's will to power as an Aristotelian energeia. Whatever
film can d, it cannot give that sense of emergence and praxis. (Jameson, 2011,
pp.6970)

Jameson considers the permanence of the filming medium as a pfoblem
audiencecriticality. Hethereforesuggests thafollowing Brechtian method,
live theatres possibly a better way of creating a critigagngagedartform.

This interpretation can be contestedfilA is a live event in the mind of the
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audienceand they each take something different from it according to their own

specific understanding and exerce Thisallowsformuc h mor e fAemer gence
and p@@anesors 2011, pp&M)t han Jamesondés understandi
Brecht himself also found film and radio an important source of critical

potential and wrote much about it. His brief foray into filrnludeddirecting

one of the scenes Kuhle Wamp€1932) a film with a score by Hans Eisler

(one of Brecht 6s mo ¥ which shngwedrthe difficultyofo | | abor at
life for the working class during the depression era Beflmsindicates that

Brecht was less reluctant to dismiss the filmic medium as a ciitiealabling

formthaami ght be suggest eideddsgripionamesonods di s mi S

The theatre Brecht proposed was indeed a live eaadtthis fact is
essential tahe dynamic ohis processs Audience members could view each
other as well as the play within the theatre; theiraelfreness, alongside
awareness of the plays, was a vital dimension of what he sought to achieve.
Brecht aimed for audiences to debatd disagree among themselves during
the course of events taking place on stage. He emphasised the need for an
audience to become aware of their own social position in the viewing process as
a part of the »effekt. He was critical of conventional forms oédia, such as
news reporting and advertising, which he considered to be working to pacify an
audience rather than encouraging them to become critical observers. We can see
t hi s | rwWaBPrirreq1945) which criticises contemporary forms of
news medi by writing poetry that contrasts with the message of the reports. If
techniques such as the revelatory practices of staged photography are now
being incorporated in advertising, then they run the risk of |abieig critical

power.
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Is it Still PossibetoRe a |l i s e SBcro-@dlititadl Goals byUsing his

Original Techniques?

The precedingnquiry led to two separate but related critiques of Brechtian

photographic practice. Fitg, | identifiedthe separation or isolation of the

formal techniques dBrechtian practices fromie social conditions of political

change.Secotyf | asked whether Brechtods techniqgu
function, after they had been absorbed into other fields such as advertising and

news mediaThe more | understooddhthese techniques are no longer

effective as a critique to the commercial forms that Brecht originally sought to
challengetheharder it becamt persist in making Brechtian constructed

photography

This chapter haalso raised larger debates over the use and
appropriation of Brechtdéds work. While it i
appropriate the work of their forbearéffsor exampl e i n the work of
readymades, Dadaor Cubisn), these narrativesiay beseparate from the
historical character of the wagrthe work recontextualises original form
through appropriation. In the case of Brechtian style photographs, this emerges
both in the context of art and advertisivgith this in mind,| began tcevaluate
whetherthis recontextualising process was taking place in the samé way
whetherthe form orthe strategies Brecht put forward were merely being
reproducedrom original to contemporary timegithout the added dimension
of reflexivity. This raises two pivotal questions. Firstlyheve then does this
leave Brecht in the context of artistic practi@tondly, bow can Brecht s v

effekt remain a radical methecnd what would this look like?
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Chapter 2
Brecht in the 21stCentury

Probl ems with the Conti neffekd For mal use of

Although Brecht was clear in his techniques for epic theatre, when | examined

his techniques in the context of their contemporary use, it became apparent that

the method | had chosen hagcbme divorced from its original critical effect.

For exampl e, Brechtds techniques of reveal
become so widespread in advertising that they have become little more than

decorati ve t ec hndonyentgosssignallingdtheaadact moder n 6
clevernes®f the filmmaker, product or audiend®r e crheth@ds have been

absorbed into culture generally. As a result, aspedisstéchniques have lost

their critical power.

Evidence for this can be found in a rermf common forms of
advertising and cinematic techniques. For example, as mentioned previously,
theSony Camera Perfuntottle of 2015 is advertised in this way. Heas,
explained and illustrated earlieghe perfume and camera are combined
revealing theconstruction of bothThis techniques often referred to as the
process of 0Br edaveven the original cohdegt of Wadthl . 6
Wall emerges from the writings of Didefeth o st at es fil magine ther
wall at the edge of the stage sejiang you from the parterre. Act as if the
curtain wa s(Dideeot; 70, pr4a3f. sed, 0

2ZMi c h a e | (19B8)téxsAksorgtion & Theatricality, Theatricality and lllusiorPainting

and the Beholder inthe Age of Didetbe s cr i bes Di derotd6s reflection on
saw theatricality in art as a negative trait. He was much more celebratory about art that he

considered morally correct and showed characters engaged in moral acts which could be an
exampletootheri T h e s a me -thb mesditacestabbsk thediction chat the beholder does

not exist proves to be the central concern of the writings on painting and drama of the foremost

critic of the agd) Denis Diderot(Fried, 198, p.6). Brecht undoes this peess to reveal the
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Thereflexivity seen in contemporary formal applications of Brechtian
methodis used for many different reasg@asd it is rarelystrictly Brechtian.
This is ettarged upon by Robert Stamho suggests thmanifoldways in
which reflexivity can be divorced from political intention:

Reflexivity comes with no prattached political valuence; it can be grounded
inartforrar t 6 s s ake a e spgetifie formalisms anin didlepticane d i a
materialism. It can be individualistic or collective, narcissistic orinter

subjective. It can be a sign of bohemian flippancy or politically motivated

sincerity (Stam, 1992, Preface, p.xvi).

If we concur with Stanthere isreason to ask if somethirg value can be

foundi n Brecht 6s work beyond these formal te
adopted and subsumed by broader cultureeparate articles iart Monthly,

both Maria Walsh and Sarah Janaeguethat there is mudtmore in Brecht

than these familiar tropdsom contemporary film and TV. Both considiat

Brechtds | egacy for fine art could be a fr
JameéfBrecht/Redur acknowledges that artists may quote Breghtoften

crede works divorced from his politicShe suggests thataftistswish to re

engage with his politicshey must rethink how they are using these techniques

(James, 2015).

One group selected for criticism by James are the photography
collective Broomberg@ndChanarin, whose work, she clainiseems to do
little to counter any scepticism as to the safe and fairly elitist nature of the
pairés Brechti aniJamesisreferdngneecticc 2015, p. 9)
coll egpdatetéd v er sWaoPnmeoI945Bwhiehuised thes

construction of imageso that tie audiencas critically aware of how images and also theatre
was madeThiscreats what he terms an active spectator.
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same text as Brecht but akdrorupdatel the images. This seems to fisafed
because it repeats the original interventioet Brecht madeut dees not

consider that our reception and reaction to such images are more understood in
terms of their mediation ithe current eraln order to make a new critical

response to politicsew methods need to barmulated- methodsappropriate

to the contemporary momerikhis is a central tenet ofh i s argbneesti s 0
concerning Brechtian criticalityve canadopthis politics, but we need to

change our methods to produce a criticality appropriate to the needs and politics
of today.

This arguments echoed by Maria Walsiwhen engaging with the
nature of Brechtian practice in fillBrechtclaims that artists using film need to
look beyond traditional techniques of distancing and didacticism (or the formal
expression of technigques) which O6shock®6 sp
spectacleWalsh in contrastsuggests going beyond Breiem revelatory
practices. Sha r g u e snddrshoairtg offiha fictional by revealing its process
of construction seems somewhat condescending to an audience which, in this
day and age, cannot but be aware of the signifiers of fiction and thE\ualah,
2010, p342) Instead of conventional Brechtian metbémyjies,Walsh suggests
that artists need to identify ways in which Hollywood expression and cinematic

illusion could be used to form new responses to the problems of spectatorship

Whi | e ¢ Bstrategidsmight inspire formal innovation, the projected
photographs of the moving image emit performances whose energies and
rhythms resonate with the core selves of captivated audidi¢aksh, 2010
p.342).

Walshexpands on this idea by giving examples of artists who have gone
beyond conventional Brechtigachniques by producing a different fooh
encounter . For exampl e, LfeandDedthis cussi on of

Venicesuggests that éxploresthe Brechtia turn beyond a simple reflexive
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encounter by usingo n go@rsperformance to emphasise the global

dominance of western cinema and distribution netwaiguing that
AConceptually, the piece is a clever stagi
cinema, notonly he pi ano accompani ment, but al so i
out of an encounter with EuHovpveran Ci nemao
Walsh also argues that the affective aspect of the piece becomes significant to

its method of critiquealess obvioustrategywithin conventional uses of

Brecht.Thisadds anore contemporary dynamic to Brechtisiiyle cinema in

that it deals with notions of desire perhaps more akin to other styles of cinema

than that oftrictly Brechtian devices. Walsh describes thisiast r angel vy
captivatingo (:Walsh, 2010, p. 342)

Wongbés miscasting by age and race |l ends a
performance. The performance is continually threatening to urraedhas

not used aging makeup and his blonde wig sits uneasily with fas features

-yet Wongds unflinching gaze and the cont ou
performance invests it with belief and degi¢alsh, 2010, p.342).

With these ideas in mindlwasmotivatedto explore how contemporary
theories and practices of spectatorship might be exploneeass of moving
through(and from) Brecht within my own work.

How and Why Should Brecht be Utilised for the 21stCentury?

Wa | sdis@ussion aboveeveals thabneof the ways inta Brechtan critique
for thecontemporary era may be through an analysis and application of more

recenttheories and forms of spectatorshis.Walsharguesthese theories
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must take account of the ways in which many ofdniginal techniques have

been subsumeth his own era, Brecht was an acute observer of the dynamics

of audience responsaadwantedto create a critical or active spectatorship

amongsthem This critical spectatorship or aroused audience is desadnbed

his 1949 dialogue with the playwright Fredrich Wolf Brecht on Theatrétled

AFor mal Pr obl &ms TAhrd asti rneggd BrekihdnfO64lont ent 0

2013, i n whi ch Thhee cOlaatitmst utdheatofii cr i ti ci smd w
awaken in its audienceonot be passionate enough for(Brecht, [1964]

2013, p227).

HereBr echt shows that he wishes to creat
audienceviahisve f f ekt s by creating what he ter ms
towards social injustice (Brecht, 1949). However, as discussed earlier, some of
his methoddor doingthishave since been subsumed. Coul d
of the timestill work effectivdy for contemporary spectators, when irony and
breaking with cinematic illusion have become a familiar part of conventional
cinematic experienéd n Br echt 6s era, techniques of fi
consideredo be at theutting edge of cinematic technigymoneered bysergei
EisensteinDziga Vertoy and otherg® 20, Contemporaneousidience members
were commonly reported to have fainted at such illusidosvever this
method of editing isrguablynow a mundane inevitalyi in many cinematic
productionsThis can be consideravidencethatBrechtian techniqudsave
now beerabsorbed into broader cultui@iscussions of this absorption into
broader cul ture t ak eReflediviyandilmé& Robert St amd

Literature (1992) andhis is further analysed and addressed in later chapters.

Brechtds ambitions for monvewggle wer e con
montage as a political tochtherthanan aesthetic or filmidevice In his text
fiThe Modern Theatre is The Epic Theat(@930), Brecht opposes the term

2Ei s e n $§Methodsndd Montage(1929)describes the aims and realisation isf h
techniques.

¥Dzi ga Ve rMampwitibasMoviei Camerél929)realises many types afontage
within Cinema.
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6growthé in conventional dramatic theatre

For him, growth in theatre appears to be referencing the idea that narrative
structure develops logically toirdorce the idea that soci@equalities are a
natural inevitability one which igeflected in theatre as in |lif8y growth,
Brecht refers to the idea of the naturalisnthieatre- a narrative grows from a
start to the end of a productiora Aristotelian progressive narrativ@aking
social inequalities seehke a natural inevitable proceddontage contradicts
this, intervening to show that what appears natural is in actual fact part of a
social inequality of which an audience @rd shouldbe made aware of. This
wa s Br elitical intérkin tipe use of Montagén the larger body athis
essayBrechtb e moans traditional operatic for ms
[1964] 2013, p.37)arguingthat operas such as the work of Wagner, (The

a

Gesamt kunst wer k oarr tob n(tseeger:a tBerde cwhotr,k [01f9 6 4 ]

fuse elements of music, image and setting so that the viewer is intoxicated by

the work and therefore unable to think beyond the aesthetic pleasure of it:

The integration is a muddle, the various elements witdpgally degraded,

and each wil/l act as a mere O0feedbd to the

the spectator, who gets thrown into the melting pot too and becomes a passive
suffering part of the total work of art. Witchcraft of this sort must of cobese
fought against. Whatever is intended to produce hypnosis, is likely to produce
sordid intoxication, or creates a fog, and has got to be giv€Brapht, [1964]

2013, pp. 3738).

Thecculinarydis a metaphor for a type of theatre which fusestieetator with

the production so that they become absorbed into the whole totalising process
The audience argtirred up in emotion andecomea part of the theatre
experienceunable to use their critical faculties. Brecht places this in exact

oppositionto what he wants to achieve with his own methods.
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Brecht intervened in what he considered to be culittaigughhis use
of montage. It was smnethodbywhi ch he coul d subvert the au
intoxication in traditional narrativdsy interruping narrativeflow, makng an
audience intertextually aware of how other
them.For Brechf montage was not the literal contrast of one element to
another as in film editing, montage was also the political effect of juxtaposing
elemerts rather than beingolelyvisual This wasa strategyesigned to break
the totality of the artwork and to create political contrast, sahfeahessage of

a work was not immediately received.

Growth in theatre was indeed the opposite of montagesrc#ise.
Brecht considered that conventional narrat
and that montag@r elements thatdidot f it wi th the apparent n
of the productions structurenterrupted thisMontage therefore took a position
onthe action on stage, rather than allowing events that took place to appear

natural or inevitable.

In a later text titlediAlienation Effects in the Narrative Pictures of The
Elder Brueghed ( 1BFetHl tplks of montage in a different waydayet, his
political ambition is thesame ¢ | a i mnyang makihgaatproféuad study
of Brueghel 6s pictorial contrasts must r ea
(Brecht, [1964] 2013 p.157For Brecht, mntageis not just visible irwhat we
consider filmic montageyut can beequally effectivewhen usedn a single

image, here interrupting an idealised landscape
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Figure 10:Breugal, P. (155&0) Landscape with the Fall é¢arus[Oil]. Royal Museums of Fine Arts
Belgium, Belgiunfvailable at: URL
https://en.wikipedia.org/wiki/Landscape_with_the Fall_of_lcarus(Accessed: 12th Jan 2018).

In theFall of Icarus the catastrophe breaks into the idyll in such a way that is
clearly set apart from it and valuable insights into the idyll can be gained. He
doesnot allow the catastrophe to alter the idyll; the latter rather remains
unaltered and survives understood, merely disturbed (Brecht, [1964] 2013,
p.157).

Brecht is suggestinthat the viewer is affectday the disturbance to the scene

They are encouraged to acknowledge the disaster, and theré&dke o stand

on the contradictions within iEor Brecht, montages far more than the

physical placement of contrasting elemendsher.,it is a political dynamic

aimed achallenginpnn audi enceds ready absorption
not just talking here of the physical artwork, but also makingiled

commetary on the political situation at the time.
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This view of montage is also confirmed
Benjamin, accordingttr ansl at or Stanley Mitchell, cons
unrmel ancholy form of al |l &vwptoshackpeddiet chel | ,
into using their senses. This is also evidenced in the way in which Benjamin
describes these ofmontagen both Brechtand the worlof flmmaker Sergei
Eisensteif! | n Benj ami n 6stagihemmesan gntirdlyonodern m
phenomaon, hereputting dissimilar elements together in unexpected ways is a
device that produces a radical change in the recognition of the. warkLichit
isa transformation of an audienceds subject

transformation of theindvdual 6 s i deol ogical or politica

Within my own early work, | havealso used processes of montage,
which | considered tbaveradical effects. My filmHiraeth (2014), for
example, employed the juxtaposition of images, sound and senbins
screens to reflect on contemporary politidgaeth (2014)was developed from
found footageusing a process of layering to contrast the same place at two
differing histoical eras. The film demonstrates the environmental and social
impacts of industrialisation on a landscape and its people. In using techniques
of screens within screensalso reflected upon some of the illusionary
ambitions of early forms of cinemBor example,| examinedthe film A Trip to
the Moon(1902) by George Mélieand analysed the use of illusionary tricks

within it.

Sl Benjamin discusses Eisenstein in a response to A.
Battleship Potemkinin his response to the wha considexdto be aconservative review
Benjaminstatefil n every new technical revol vasif on, the pol

on its own from a deeply hidden element of art into a manifest one. And this brings us

ultimately to film. Alongthe dramatic points of fracture in artistic formations, film is one of the
most dramati c0 ( Be n.fEcomgBrechtlBergafihis @ethndtratingp 3 1 7 )
how film can draw out hidden politics in amaking them manifest to an audieneia montage

and other filmic techniques.
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Figure 11:Still fromA Trip to the Moon(1902) by George Méliés.

Méliés and Brechare connected by thdioth rejecing the concept of illusion.
This has been noted by film critics suches North whodescribes the

context in which Méliés rejected illusionism:

The historical links between magic and cinema can help wsderstand early
film's ambiguous relations to both art and technology. Since magic theatre was
designed to remove any fearful elements from the stagecraft, the illusions took
on an antrealistic quality, which would enable spectators to appreciate the
artistry and the science behind a trick, without ever being completely deceived.
Some of the earliest flmmakers engaged with both the scientific and artistic
capabilities of the new medium, in order to meet the expectations of such
technically literate audincegNorth, 2014, p.71).

Méliésddecisian to use an ardiealistic quality within his film appeato mirror

Brechtds | ater formal techniques, which so
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the ropes and the fliesod ( Bgeerafthit, [ 1964] 2
found ths commonality between the two practitioners interestprgmpting

me to askvhat effect the screensithin-screens had within my own method

wasitas George M®li s& work proposed, a meth
appreciate the astry and the science behind a trick without ever being

compl etely decei v eadadidieffetticelytelateto2 014, p. 71)
Brechtdés ambition, which was to reveal the
behind other realist methods of theatrieadhnique? | speculated whether

Brecht owed a debt to Méliés in the development of the formal aspects ef his v

effekt andwh et her Br echt 6s techniques did anyth
already achieved in 190Rly resultantinvestigatimsdepend on such

comparisos asBrechtian techniques in film and photogragivhich are

similar to earlietechniquelandyet are also intended to encourage the

transformation of art from th@omainof creative endeavour sociopolitical

reality.

Contemporary Approaches to Brecht within Film and Photography

This section develops and explores various approaches to the relationship
between Bertolt Brecht and contemporarylased film making practice. As an
artist working mostly in photography afitin, | had long been interested in
theories associated with the collective and collaborative, aspect of the critical
project developed by Brecht. Brecht worked collaboratively, as well as on more
individual projectsAs a filmmakerthisis a choice thdthavedecided to

emulaté?. Filmmaking by itsvery nature is highly collaborative, and both

Brechtian methodologieand practicdnave been very influential on art

2Brecht6s coll aborative practice i sbotviel | documente
terms of the Berliner Ensemble and his intellectual partidis satellite of people incledl
including Charles Laughton, Helen Weigel, Walter Benjamin and many others.
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filmmaking - including my own. In particular, artists have responded to notions
expressedh the veffekt, with its focus on distancing an audience, so that they
become socially and politically aware of their circumstances rather than
absorbed in what Brechtian theory calls a ‘culinary' spectacle

Brecht also emphasised the importance of boliation between
director and other creativelsut alsahe importance of collaboration and
development alongside an audienéer exampleThe Learning Plays
discussed further in Chapter 3, allowed a dynamic exchange between
performers and audienc® this modelthe process of making theatre was no
longerfixed butbecomes consistently changing proceBsecht sought to
transitionfrom the fixed working of older naturalistic theatrical method to a
dynamic method of social and political change thathis audiences felt
themsel ves falterable and abThswdaso alter o (
starkly different frommosttheate contempaoary to Brechtwhich relied on a

fixed script and unchanging performances.

| wasalsoinfluenced by artists such as Clio Barnard, Miranda Pennell,
Martha Rosler, Jeff Wall, and Gillian Wearingll of whomhave used the-v
effektin very different wayso try to encourage audiences to become more
critically awarel will discuss each of these artists briefly in this section, but
this is not a comprehensive list of contemporary approaches to Brecht. In
chapters to follow | will also refer to Mater Chetwynd, Hans Haack®&an
Kaprow, AlexanderKluge, BroombergandChanarin, Peter WooleandLaura
Mulvey - mapping a range of contemporary practices, someéhath are more
contemporary than otherBhe works Iwill now introduce have commonality in
that they are all piecebat arerelevant to my own practice and simultaneously
seem influenced by Brechtdés interests and
interestasthey seemed to move away from modersigte photojounalism
and into a territory of creative endeavour which acknowledged the influence of

the artist over the scene they were depicting.
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| initially saw Wall's photograpA Sudden Gust of Wind (After
Hokusai)(Wall, 1993) aseingtypically Brechtian. In thismage, Wall has
seemingly capturedfaecisive momeritreminiscent of the work of modernist
photographer Henri Cartidressonregarded as one of the fathers of modern
photojournalismCartierBressordescribed the decisive moment in claiming
t h aTob me,photographys the simultaneousecognition,in afractionof a
secondpf thesignificanceof aneventaswell asof a preciseorganizatiorof
formswhich give thateventits propere x p r e &Photcooambonlinejournal:

https://fotoroom.co/decisivenomenthenricartiecbressory. In Wall's work,

(illustratedand further discussexh pagel04),apasseiby is surprised by the
wind. His belongings float by, apparently swepthy the wind The piece
referenceslocumentary photography, argpecifically,the photojournalistic
tradition initiated byCartie-Bresson. However, thelement of surprisss made
adeliberate, obviously renderalilusion in this form ofstaged tablead’ he
intervention of the photographerrenderedexplicit by the apparent

impossibility of the composition.

Wall's intervention created a reflexivity to the photographic image
through the technologically uncanny nature of the scene. Attegraph

seemed to create a foil to the idea of Caffiar e s s on 6 s deci sive mome
as such, shed doubt on modernist and enlightenment ideas that objective truth is

achievable through neintervention in photography. This attitude seemed

typically Brechtian to mein thatBrecht appeared to have developedwiiar

Primer (1945)in a comparable way. Thigork wasa response to journalistic

photographyand what hdelieved to béts propagandistic use during the

Second World War. thus came tgeeWall's workas acontemporary

interpretatiorof Brecht's intervention. | was convinced théa | $taged

photographic lightboxes encouragheé viewer to reflect critically on the

documentanystyle photography of Cartidresson and others, araf a result,

upon photography's role as a faithful reproducer of events.
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Wall 6s wor k has beenGilldrePercyrandidael d as Br ech
Wood, who discuss the reflexivity of his work as a contribution to Brechtian
criticality. However, Steve Edwarq2007)extensthsanal ysi s of Wal |l 6s
work to suggest that the Brechtian quality of his practice also lay&in
allegoricalwit andhumour within its ctical effect**For t hi s reason, Wal
sophisticated response to Brechtian criticality steps beyond formal reflexivity
and into a more politically productive dynamithen looking at Wall's work, |
wasalsoreminded of Brecht's designs for theatre as describBdeichton
Theatre(1964). In this text, Brecht describes the need for theatre to reveal the
nature of its own construction by laying bare the devicgedJeff Wall was
also laying bare the devisef documentary photography, as Brecht had done

with his criticd theatrical method.

Gillian Wearing's use of signs and bannesswell asherinvestigation
into film development techniquess alsosignificant. The use of the neaactor
within herdocumentary artworkelfMade(2010)produce an awkwardness
which diaws attention to the mediunit follows the narrative of a group of non
actors working with a performance coaefhohelps thendevelop alteregos
thatachieve things in life that they may have missedooutt thusspeaks of
notions of identity, representation, reality and the concept of performance itself.
Thefact of performance development taking place within the narrative of her
film also suggestBrechtianideas;the workshopping that takes place is
reminiscenb f B r Messingkaus Diarie§[1930s19404, 2018 where the
members of the theatre all have input in the eventual development of the work
As such, itappears to develop organically through conversatiespite being

pre-engineered.

In another examplé&lio Barnard's use of disjointed gynching inThe
Arbor (2010) seemmto make whats familiar strangeThis procesputs mental

distancebetweenthework and theviewer, forcingthem to use critical

33| discuss the analysis provided by all these theorists in a later chapterfidm ®aslighting
(2015).
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perspectiveThis defamiliarisabn was similar to Brecht's decision to put
costume changes in full view of the audience, or his meth6Gedtus a
form of mannered actingsestus was described particularly tellingly in his

description of Chinese acting:

The Chinese act@xpresses his awareness of being watched. This

immediately removes@pf t he European stageds charact e
audience can no longer have the illusion of being the unseen spectator at an

event which is really taking plac@Brecht [1964] (2Q3) p.92)

Miranda Pennell's use of voiceover and #Aorstotelian narrative techniques in
Why Colonel Bunny was Killg@010)also £ensto havebeeninfluenced by
Brecht. Brecht ofteplayfully experimenteavith narrative structure, so that
what he terme 'catharsis’ or emotional release in more traditional forms of
theatre could not take placEhe film usesasimple animation of photographs
with an obvious voiceover to create distancing and sfdas carefully

devised editing technique $ithe effectof creatingnovelconversatioawith
British colonial policies. The strategy borrows from traditional documentary
form butchanges its approado that an audience is forced to reflect on

colonial policy in India.

The film showcasean archive of imagesvith the intentiorof

uncoveing reasons for colonial crime®arthe Indian Afghanborder in the

19" Century It usesphotographs to show hoand why colonial ideas and
prejudices remain withithe collective imagination. The piece is read by
Pennel 0 qartist dobntSanithiivho recites from colonial diaries. The
photographic techniques employed are vated the animation of photographs
through slow camera movement lsrdBrechtian dimensigmasthey seem to
slow down reception of the narrative and provoke refleclitie. ghotographs

are presented in a manmeminiscenbf forensic photographyn intertextual
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visualmetaphoemployedby Penneto further Gevidencéthe problematics of

British colonialist polcies in IndiaThe photography of criminal investigation

implicates the colonialists for the crimes they comimtdeployingnethods

theyusually used themselves. This tuths rational and scientific techniques

of Westernphotography back towardiself, implicating theWest in an act of
criminality. This has some comWemnal ity wit
Primerto reframe the use of documentary within his worlorderto criticise

the way journalistic works are mediat&uar Primeris discussed further in

later chapters of this text.
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Figure 12: Still fromWhy Colonel Bunny was Kille@010) Miranda PennellLUX

A different approaciheminiscent of Brechtian techniquean be seen in &ttha
Rosler'swork The Bowery in Two Inadequate Descriptive Sys{@@s45),

which corsists ofportraits of the Bowery district in New Yorka this work

Rosler reflects on the traditions of documentary style photography. She creates
photographs which depict poverty through the evidence of those left destitute
but without portraying thpeoplethemselves. The work therefore reflects on

thesocial and potical reasons for poverty. This gives {people involved
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dignity, yet also emphasises the social and political causes of poverty rather
than 6otheringd those who are | eft
and the othering they receitleus lecomesa social and political issue rather
than a personal onEler description of documentary photographyelling in

this respectasshe says it isarrying: "(old) information about a group of
powerless people to another group addressed as sodalgrfolo (Rosler,

1981, p.4) Thisemphasisgher call to change the effect of documenistiyle
photography so that it could become more socially prodyative similar
manner tBrecht s a p in th®1®30D$Roslerdescribes this as the need for
"a documentary incorporated into an explicit analysis of society and, at least,
the beginning of a program for changingy(Rosler, 1981, p.6For her, this is
thepreeminenthallenge to the documentary photographéh@current era

in claiming this, hework seens prescient botlior Brechtian ambitiosaand for
the photographic medium in current timége now live in a em in whichthe
importance of a visually literate and critical spectatorship seems equally

necessary.

stewed
boiled
potted

corned

pickled

preserved

canned

fried to the hat

Figure 13: The Bowery in Two Inadequate Descriptive Systd®ig45 (2012), Afterall.

In their use of Brecht's formal techniquégse distsseem interested in
creating an ' aandallwer coaceraed withtmalg s hi p o
audiencegolitically active.In the contemporary world, where wéenfind
ourselves passively staring at scree¢hes act of not being passive, | felt, was

more important than ever.
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BrechtattemptedHollywood scriptwriting withHangmen Also Dieih
1943 his only Hollywood film creditAt this time, he was in exile in tRgSA -
as a resultthetheories exemplified in that film are politically engaged for the
era.lt is also politically pertinensince it reflects on the situation in Europe
from which Brecht was still exiledHowever, the new film effects used (non
diegetic sound, jump cuts, miage, sound interrupting the flow of action), have
subsequently been absorbed into broader filmmaking culturempletelythat

they are unrecognisable as having theffektto contemporanaudiences

Figure 14:Opening oHargmen also Die{1943) (Film Dir. Fritz Lang with a script developed from a
story by Bertolt Brecht)

Far frombeingan audience whwere to be compelled to change their $ioa
leaving the theatre by becoming aware of societal differences and inequalities,
overuse and normalisation of these methodologies in film maksgdwmme

part of the 'culinary’ theatrical process its@lthoughit wasdirectedby the
celebrated GerandirectorFritz Lang many techniquessedin this film were
influenced by other European cinema direc{stech as Eisenstgirand by

Brechtian theatre techniques themselves.

The role of intersectionality in reforn
audiencesubijectivity is worth returning to at this paidtithough references to

his audience are frequeBtechtuses words to describe thavhich imply that
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he regards them as a 6whol e, ' rat her t han
subjectivities. Foexanple, in his writings, as quoted above, he observes them

as a 'mass' claimintpat"their tense congealed gaze shows that they are subject

to the unchecked lurchings of their emotions" (Brefd64] 2013 p. 89).This

description shows that Breat@gardedhe audience as a singular graupted

in their experience of cinema. Brecht wastto resistthis in his practiceas can

be seen in hissing phrases derived from sporting activities; he wantsetate

a theatre atmosphere simitarafisportng arena or a boxing ringBrecht,

[1964 2013 p233). Here people debate and disagree in the process of viewing

events.

Asimilarissue¢ o0 Br echt s probl ematisic use of I
rai sed by 199@ronograpdlheeinteliestuals and thdasses:
Pride and Prejudice Among the Literary Intelligentsia, 1-839 In this text,
Carey looks at shifting ideas of the working cldesusing ormodernist

novelists inparticular.He says:

The purpose of modernist writing, it suggests, teaasxclude these newly
educatededocabtedm) 6readers, and so to pres

seclusion from the 6émass. 0

The é6massod is, of cour s e, a ftoction. l'ts r
eliminate the human status of the majority of peopfeat any rate, to deprive
them of those distinctive features that make users of the term, in their own

esteem, superiofCarey,1995, Preface)

Car dextéxploreshow probl ematmas siod eves eofatt hdred
time. This critique of the idea of the mass is extended by Judith Butler and
Audre Lorde, whdas notedn the previous chaptediscusseddeasaround

performativity andntersectionality respectivelyrhe concept of
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intersectionality was first introduced Bymberlé Crenshawn 1991,who uses

the term in her essagiMapping the Margins: Intersectionality, Identity Politics,
and Violence against Women of Cofm€renshaw explains how

intersectionalityis deployeddifferently by different groups. Her own use of the
term describes how people can be differently and multiply oppressed within the

frameworks of both race and gender

I have used intersectionality to describe or frame various relationships between
race and gedter. | have used intersectionality as a way to articulate the
interaction of racism and patriarchy generally. | have also used
intersectionality to describe the location of women of colour both within
overlapping systems of subordination and at the maagifesminism and

antiracism (Stanford LawReview,Jul. 1991, Vol. 43, No. 6Jul. 1991),p.

1265

Crenshaw enlarges on the ways in whia@imen of colour can be excluded
from the political power of identity politiceind can even, in certain
circumstancesbe furthemarginalised by itCrenshaw thereby demonstrates

how some people are multiply oppressed, even within feminist discourse itself

The embrace of identity politics, however, has been in tension with dominant
conceptions of sociglistice. Race, gender, and other identities are most often
treated in mainstream liberal discourse as vestiges of bias or domittetion

is, as intrinsically negative frameworks in which power works to exclude or

marginalise those who are different. (GGkaw,1991, 1242)

Audr e L or dsagpartthig argumenth gxglaining that inescessary

for white women to engage with black struggle to have any hope of resisting
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patriarchal struggle:

This is an old and primary tool of all oppressors to kbepppressed

occupied with the master's concerns. Now we hear that it is the task of women
of Color to educate white womein the face of tremendous resistanes to

our existence, our differences, our relative roles in our joint survival. This is a
diversion of energies and a tragic repetition of racist patriarchal thought.
Simone de Beauvoir once said: "It is in the knowledge of the genuine
conditions of our lives that we must draw our strength to live and our reasons

for acting."

Racism and homophabare real conditions of all our lives in this place and
time. | urge each one of us here to reach down into that deep place of
knowledge inside herself and touch that terror and loathing of any difference

that lives there. See whose face it wears. Therpersonal as the political can

begin to illuminate al/|l our choices.

Never Dismantle th#a s t I¢ 0 ® S1884.Sister Outsider: Essays and
Speechesd. Berkeley, CA: Crossing Press. 1104. 2007 3. Print).

Both authors emphasise the need to understand that groups are not singularly
but can be multiply oppressed and for this reason, new and different tools are
needed to challenge this oppression. This approach is differeatiibonal
Brechtian Marxist apprades. Tis Marxist approach to the term

intersectionality could be considered close to Brecht

On the surface, then, it may seem as if Marxism and intersectionality are
complementary. However, if we look beneath the surface into the theory
underpinning intersectionality, we can see that in its understanding of
oppression and how to fight it, it is very different from Marxifmré ] T h e
ideological foundation of intersectionality rests on gdsirxist theories such
as postmodernism and poststructuralism, theories that gained popularity in

academic circles precisely in a period of capitalist reaction and the collapse of
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Stalinism,when the labour and left leadership abandoned even the pretence of
struggling for socialism and came out open

(https://lwww.marxist.com/marxisiws-intersectionality.htm2019 np)

The author®f the articleabovethusargle that intersectionality entrenches

itself in identity politics and thereby cannot serve to fully challenge the causes
of inequality which they identify asntrinsic tothe capitalist system itselfhey
suggest thatvithout targeting inequality directly through Markistervention
intersectionality can be used by capitalist structures to their advamtsge

argue that this is becausgersectionalitydoesnot deal directly with the causes

of inequality butis based on individuated forms of politigghich depend upon
Asectioning off people on separate axes of
(https://www.marxist.com/marxisiws-intersectionality.htm2019). As they
elaboratefi lte fact that intersectionality does not targetrtiee of oppression
means that it is ultimately not a threat to the capitalist class or their reformist
allies, which is why they can so easily adopt its language in an effort to seem
more progressiva@(https://www.marxist.com/marxisiws-intersectionality.bm,
2019, np). This may ato explain why Brecht himsetfoes nofocus directly on
individual oppression through higork andtends to thinkn terms of social

class.

As a result of these critical approaches to the subject, | began to
comprehend a differendeetweerncontemporary views of subjectivignd
Br ec ht 6 s sda thenpassiye @anihecnitical theatregoerl asked if
Brecht was limiting his critical response by his unwillingness to acknowledge
the spectrum chudiencesubjectivities. This concern regarding audience
subjectivity, is raised by Jacques Rangiin his textThe Emancipated
Spectator(2011). Ranciere implies that the formal use of Brechtian technique

fails becausét assumsignorance in the spectator which neeulbe 'corrected'
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by criticaltechniquesratherthan acknowledging different degrees of wihat

describes as emancipation alreastistingwithin them (Randire, 20.1).%*

With this in mind,my research developed with awarenes®f Brecht's
influence over my work and that of others whose wosla$ drawn toWhen |
first started making film and photograppsior to this project| believedthat
by applying the »effektformally in a contemporary context | could cause an
interventon within the spectatora genuine shock or 'sense of wide
awakeness.' | was committed to making films fbatally acknowledged their
own constructed nature in order to affdatiraudience. Added to thisvas the
related intentiorthat, after viewingthis ‘constructionthe audience would be
more aware of how images and sound within films worked to manipulate them
Theywould thereforebe compelled to resist this manipulatibnougha greater
understanding of how these practices were designedetct dfiem. | looked
more deeply at the Brechtian techniques that formed-#féekt, including
revealing the construction of the set, lighting, costume, acting, historicised
narrative sequences, costume changes performed in full view of the audience,
andmusical numberg¢songs and dangeThese would be usexlit of the
context of a storyline andristotelian narrative structures. It appeared,that
because many of these techniques were absorbed into other aspects of culture,
they had lost their power to makee kind of culturabndpersonal intervention

intended.

After making, exhibitingand showing various film works, | began to
guestion whether an audience could be affected and influenced by such

technigues in a contemporary contedthough people enjoyed the films and

“AEmanci pation begins when wewngRmladirgwgenm t he opposi
we understand the sedf/ident facts that structure the relations between saying seeing and doing

themselves belong to the structure of domination and subjugation. It begins when we

understand that viewing is also an action thafficms or transforms this distribution of

positions. The spectator also acts as a pupil or scholar. She observes, selects, compares, and

interprets. She links what she sees to a host of other things that she has seen on other stages, in

other kinds of plaes... thus, they are both distant spectators and active interpreters of the

spectacle offered to theméo (Ranci re, 2011, p.13)
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understood their purposkhegan to question whether they wereating the

effect | had intendedss an artist, this was very importantme However, as

an individualaware of my own subjectivity,was obliged to questiaime

interface between the different subjectivities of the audience and the intention
behindthefilm pieces This realisation led to an examination of contemporary
thinking on subjectivityIn doing so, ited meaway from what are considered
more traditional or established Brechtian techniques within art pra€bce.
exampleJudithBu t | e r GaphGender drgubl¢2006)led me to think of

the construction of subjectivity through the performance of geadespposed

to what had been previously considered to be its' ‘essential’ nature. If gender is
performative, as Butler suggestthen the issuef whetherBrechtian critical

methodcanrelate to these terntecomes pertinerit.

| also began to wonder tiieseapproachesould give new insight into a
neurodivergentsubijectivity for film With an increased awareness of the need
ofdi vergent subj ect i vitisgnecessarywoiexaminen Br echt 0s
more recent debates concerning the subjectivity of audiences, such as those
presented by recent feminist theorists who explore notions of intersectionality.
Audr e L o rifiheNMaster's BoslsaGannot Dismantletilea st er 0 s
House (1984), inspired me concerning its discussion of intersectionality
which she claims thaunacknowledged class differences rob women of each

ot her 6s ener gy ande, Race @ds and 8ex:iWormeng ht . 0 (19
Redefining Differenc@Paper delivered at the Copeland Colloquium, Amherst

College, April 1980reproducedn: Sister OutsideCrossing Press, California

1984) L o r cessa@yasointroduces the idea that individuals within society are

oppressed to different degrees éimgssit is appropriate that the response to

35 aura Mulvey similarly argues thatWo man t hen st ands in patriarchal c
for the male other, bound by a symbolic order in which man can live out his fantasies and
obsessions through linguistic command by imposing them on the silent image of woman still

tiedtoherplaces bearer, not maker, of meaningéit faces us
to fight the unconscious structured like a language formed critically at the moment of arrival of
languagevhi | e st il |l caught wit h Muveylh#5Ilpbnguage of t he
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incidents of oppression should acknowledge and respond 1o this

As women, we have been taught either to ignore owerdifices, or to view

them as causes for separation and suspicion rather than as forces for change.
Without community there is no liberation, only the most vulnerable and
temporary armistice between an individual and her oppression. But community
must not man a shedding of our differences, nor the pathetic pretence that
these differences do not exidtorde, 1985, p.114).

For Lorde, acknowledging the differences between women is the key to
strength and liberation. The homogenisation of women, without adkdging
that different groups can be differently and/or multiply oppressed results in
playing into patriarchal structuresh® t hus diffeeencenisthatrava t
and powerful connection from which our personal power is farlearde,
1985,111. 20@). In claimingthis, she implieghat recognising individual
difference is thdestway to challenge a societyhich demands that people
opposea system through the same means. The diffesdreteveen people
enable differing and more creative approacbhehallenging oppression
fiDifference must be not merely tolerated but seen as a fund of necessary
polarities between which our creativity can spark likkia a | eLordej 1885, (
p.112).Lorde suggests thahere is a need to generate nawtical method that
respond to different forms of oppression and, therefore, that the same
techniquegBrecht's critical methods, for example) cannot be broadly applied

with the same effect for every audoeenmember.

Thi s tesearch orssdbjectivigo far hasndicated that the critical
response needed in filmsdta be different from that of Brecht in his efidne
work of Judith ButlerandAudre Lordehassuggested that the critical subject
requireda different approach, according to the variation in audience
construction This realisation generated bdtirther contemplation about

Br ec ht 0 sconsideeatos oWays alit of Brechtian thoughn the films |
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developedsubsequelhy. | started to deelop a critique of Brecht which doubted
that he acknowledged the different subjective positions and differing states of
comprehensiowithin his existing audience. It becarlear that my work

would needo address this paradox within practieath the flms eventually

becomingdeeply personal

Following a diagnosis of a severe mental health problem, | began to
write for various publications about my experiencaedrodivergencyl
argued that tains do not work alike, posilg, along with other theorists (Judy
Singer, RD Laing, Oliver Sacks, Steve Silberman, Mark Fisher, or Michel
Foucault, among othergjat there was no need for them to doBwese
considerations began to filter back into my artworgguéstionedvhether
Brecht had considered a diverse or divergent potential in his audience members,
and also whether his theories could consider forrmeofodivergencyBrecht's
position on subjectivity also appeared to exclude the subjectivity of the artist
creating new work In order to counter this, | sought to explore new ways of
working that were still somewhat indebted to Brechtian concapts to a
certain extent, his politigsbut which no longer relied on the formal use of his
strategies. T@resulting investigatin produced films that presented forms of
subjectivity that Brecht had overlooked. At a certain point, | realised that the
formal use of Brechtian methodologies had become restrictive to how | was
making films.Through filmmaking) began to investigateow | could work
through and from Brechtian stratelgy takinga practical approach to each new
film, whilst retaining significant aspects of the Brechtian critique of the film

industry.

| began to move away from Brecht in different ways with each new film
| developed. | was both trying to map new ways of working away from
Brechtian techniques aradsoexploiing, through experimental filmic methods,
how | could enlighten my understanding of audience subjectMiyyaim was
to reinvent a critical form relatkto my experience afeurodivergencyit

seemed as if this could be a route to both understanding Brecht's influence over
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the film, andfor comprehending new ways of creating a critical method that

was more appropriate for conceptions of subjectivity cor@emporary era.

Each of the five films | have made in the course of the last four years have been
part of this investigation into different ways of working with, through and

against Brecht's theories. Each film and the associated research, experiments,
changes in methodology, and resaltsdemonstrated ithe five following

chapters of this thesisalso have a 'findings' or conclusion chapter that could

equallybe titled 'next steps forward'.

Through a process of filmic investigatidrrealisedthat active
spectatorship was an impossible ambitioonésolely uesBr e cht 6 s t echni que
in a formal way. This realisation came about in the course of making the films
Somewheré Macedoniga2017) andLetters Hom&2016), whichgenerated an
understandinghat the active spectator Brecht demanded could no longer be
provoked through his original method. The failure of traditional method was
evident because the techniques of distancing he encouraged did not consider the
varying degrees to which an audienceewveither, alreadgware oftheir
predicaments, arould not be included in the process due to different

capabilities and subjectivities.

Each of the five films | have developesd part othis projectpropose
possible routes away through and from Brecht's formal strat&gaeh film
suggests a potential exit from Brechtian formal methodology, and yet also
proposes possible routes to new Brechtian strategmsiemporanart
filmmaking. Each chaptecharts how | arrived at tse particulastrategies
methodologiesandtechniques, how | implemented them in the writing,
production, and making of the piece, andmineow successful | felt the
piece had been. The successes of each piece were drmdytspersonallyand
throughdiscussion with other artists and audiences. This analysis enabled the

next steps for each subsequent argh@éxperimental process.

93



Bertolt Brecht and Subjectivity in Contemporary Art

One of the ways tee-invigorate Brecht in contemporary film and photography
practice is through the application of recent understandings of subjectivity.

Since Brecht's era, theorists such as Judith Butler, fianaeigh post

structuralist analysis and feminist thegoyoudht new understandindbat

suggest subjectivity is formed through a different process than that applied
through t he f or-effaktIn hissverk af the 1B508rechtt 6 s v
does not consider questions of audience agency or subjectivity to #ms. éxt

can be argued that Brecht assumes a particular type of subjectivityin his

effect, one which is preormed and which he considesbecomplete.

For example, through an analysis of his
part of the veffekt), wecan see hoBrechtmaintains that there is an original
or complete 'person’ that can be imitated by an actor/perfofimerconceit
implies that Brecht considers the political sdébelocated external to the
body.By indicating how power works upon itia the theory of Gestus, he can
reveal the material causes of sepulitical inequaliy andprovoke a direct
reaction to itThrough GestudBrecht puts forward the idea thais possible to
communicate the actioof social and political power on a generalised
individual, and thereby to reveal it to an audieridee audience willhen be
empowered to challengmwer relation®n leaving the theatr&/hen
performing a character, Brecht assumes thyamimicking theexternal socie

political world acting upon a person, that the influence of their social situation
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or context can reveal the inner world of the character portrayed

It can be said that everything to do with the emotions has to be externalised;

that is tosay, it must be developed into a gesture. The actor has to find a

sensibly perceptible outward expression fo
preferably some action that gives away what is going on inside him. The

emotion in question must be brought out, muselall its restrictions so that it

can be treated on a big scgBrecht, [1964] 2003, p139)

In making this assumption about personhood, Brecht is engaging in dualist
thought. He assumes, in this context, that the external and the internal are

separateand that the two can be isolated in terms of consciousness.

In Realism after Modernispbevin Forediscusses the difference
bet ween Brechtoés approach to Merfremdungse
explainsthe action of these techniques in calling awareness to elements that

would remain unnoticed dresmoothed over in the process of mimesis:

As evidence for this claim, consider one of the cornerstones of modernist
poetics, the device of estrangement mauahedus by Shkloveskii as ostranenie
or by Brecht as Verfremdung, whose purpose is to distort, and thus call
awareness to, the mechanisms of signification that would remain otherwise
unnoticed in mimetic artworks. In this operation, the modernist text aatesti
itself as an inflected, or denaturalised, version of a realist one in which
resemblance functioned intuitively and unproblematically. Thus, the
fragmentary construction &ebuquinfor example, can be understood as the
determinate negation of theyg$ological depth found in nineteertentury

narratives oBuildung (Devin Fore 2012,p. 214)
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Il n contrast t o Heseesdhe extesal farsesworking on t hat
separately on a persaiudith Butler argues that personhood itself is a contested

site, performed continuousbs such, its formed and réormed by social and

cultural conditions (Butler, [1990] 2006). WhanalysingButlerd s | wke a s

can see that the concept of daliowledge is contested atitht as a
consequence sddalismh ¢tan lze callddl inte questiam. There is

therefore an apparent conflict between ideas concerning affenaygh its

expression in the Brechtianeffekt of Gestusand those describing processes

of performativity and subject formation.

Butler insbts that power does not solely act on the bpdyformativity
implies that ideas concerning autonomous forms of agendiféicelt to
substantiateShe asserts that roles, or our ways of being in the world, are
‘performed' rather than being fixdgkecht assumes a specific type of subject
butin contrast, Butler asserts tisatbjectivityis being consistently formed and
reformed as we 'performt: The difference between the two practitioners' views
on subjectivity indicates that one way teimgigorate Brecht for the 21st
century would be to develop works that encounter both-#féekt and
contemporary understandings of subjectivity. For this reason, the films | made
in order to reinvigorate the Brechtian-effekt, emerge from the context of
thesepostBrechtianconceptions of subjectivitylhis approachvould be
presented in such a way that an audience was addressed appropriately in the
light of more recent understandings of subjectidityus began contemplating
thepossihlity of addressmg an audience with this strateggndto askwhat
happens when new ideas concerning subjectivity emerge in filmmaking

practice

The research discovered that Brecht regarded his audience as a
homogenous entity, rather than acknowledging them as variedrin the
subjectivities. That Brecht regarded the audience as a homogenous entity is
suggested by the way he talks about thegeimeral terms when he talks of an

audience. At one point he refers to them a
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(Brecht, [1964] 2013, .41) as if they all were one and the same and therefore
had the exact same experience within theaitnéng thaii e process of fusion
extends to the spectator too who gets thrown into the melting pot too and
becomes a passive (suffering) part of thaltatork of ard (Brecht, [1964]

2013, p38)

As a result of this discovery, it became necessary to ask how films could
be created, which incorporated a Brechtian critical method, yet also
acknowledged that this audience consisted of people of varied $uibgs?

Brecht was unaware of notions such as intersectionality or performativity, could
these theories be introduced into filmmaking retrospectively, whilst retaining a

Brechtian critical effect?

Audre Lorde's ideas, concerning intersectional feminisso, groduced
a new understanding of subjectivity. It became evident that there are different
degrees of oppression according, not just to gender, but also other social
modalities such as race, class, and sexuality. She uses the metaphor of 'the
master's hose, claimingthda t he fAmaster's tools wild.l nev
master's houseo ( Llodaimpliesth& Botallcrificall 1 3) . Her e
methods work for all social groups because some groups of people are both
differently and are also multiply opgssed® Within the criticism of a single
approach, such as basing everything on formal aspects ofeifickv
(alongside Breclas belief that there existed a mass singular subjegtivity
began to considdrow | could expand my methodologies to incorporate an

understanding of intersectionality

36 "Those of us who stand outside the circle of this society's definition of acceptable women;
those of us who have been forged in the crucibles of differeticese of us who are poor, who

are lesbians, who are Black, who are olddémnow thatsurvival is not an academic skill. It is
learninghow to take our differences and make them strengths. For the master's tools will never
dismantle the master's house. They may allow us temporarily to beat him at his own game, but
they will never enable us bring about genuine change. And this fact is only threatening to
those women who still define the master's house as their only source of suppeode’ A.

"The Master's Tools Will Never Dismantle the Master's House." 1984. Sister Outsider: Essays
andSpeeches. Ed. Berkeley, CA: Crossing Press, pgl1402007).
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Judith Butler contrasts with Lorde terms ofher notions of
subjectivity. This is because she believes that the subject is constituted by
languageAs suchpne cannoattaina critical distance from the subjebtough
definition; one needs tee-perform and recreae those performances
including most significantly for heigender. Subject formation can only be re
signified through subversive acts in representing what is already there. Thus,
rather than defining the self as a ‘woman’, one would define oneself as a human
being- reclaiming the whie from the binary use of gendered patriarchal
language. This would be through ironic use of discourse, heightening the
awareness of the disjunction between the reality of the lived self and the
language system used to perpetumstttons of allowable selffod In this way,
Butler is wary of identity politics, becausach approacheserely use the
languagelabels andpossibilities that are already structured into the current
power discourseShesuggest different strategies to combat them. Butler puts
forward the idea that traditional feminism cannot 'wdsktause in
representing "women" it has already play@d (or even capitulatetb) the
language of poweiThis is problematic as this languagsntres ora definition
of politics wheremasculinityis the assumed or established form of the

universap’

Furthermore, Butler disputes the notion of any 'essential’ self at all. We
are, she argues, a complex process of assimilations and readings created by the
structure of language in the world. contrastfor Brecht it seems that there is a
'reachable’ essential self that can be awakanddoliticised Brecht does not
acknowledge thatelfhoodexists separate from this language ma#is.

Simonede Beauvoir argues iihe Second Sgthis capitulation to the structure

of linguistic ideologyandpowermakes women "theecondsex” to men

37 For example,n Gender Troubl€¢2006)Butler stateshat "gender reality is created through
sustained social performances meaning that the very notions of an essential sex and a true or
abiding masculinity or femininity are also constituted as part of the strategy that conceals
gender's performative charactedahe performative possibilities for proliferating gender
configurations outside the restricting frames of masculinist domination and compulsory
heterosexuality.o (Butler, J, 2006, p.73).
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However, men consistent lagareseltphtewwant "t he u
language acts on the body, and in terms of this form of critQedeauvai

claims thaffithe differences that one notices between men and women reflect

those of their situatian(De Beauvoir,1949, p.296As such, "difference” in

"women's politicso becomes the basis of po
target for critiques gbower (where males universal) Women are thus always

establisheas the binary 'other' (De Beauvoir,1949).

Both Butler andDe Beauvoid discussion areat odds with Brecht's
notion of Gestus a language of action/gesture that would allow access to an
audience of an inner world. Gesiasherefore based on a presumption of pure
Cartesian dualism. Because dualism notion indicating that an essential
internal world exists, rather thdreingcontingent, for many peopRrecht's
essentialist self ispcreasingly obviously, not the truth tbieir experience.
Filmmakers have often used Gestus as part of-#féekt. This is firmly
evidenced in Largon Trier'sDogville (2003), discussed in chaptrin this
film, von Trier uses the manneradting techniques of Gestus to reveal the
social reality surrounding his charactdesternalising the interior feelings of
characters through this mannered acting suggestgdhafrier also considers

the sense of selb bean essentialist concept.

| began to ask how | could alter Gestus within filmmaking, to
incorporate the kind of ironic distancing that Butler suggests will have a re
awakening on the audiendgutler, and to an extent Lorde, reject the idea of
representing the inner world, in partiindgheb asi s of the O6ot her minc
- thatonecannot ever understand accuratelypresentvhat isinternal.
Moreover, as we have seen, for Butler there is no essential internatesaife
a combination and product of the politicedciologica) ard linguistic power
structuresor games that make wphat we know as our i d e.Brechtisy 0
Cartesian viewneans that happears to bstuck with a reluctance to shift past
dualistic thought processand outcomein his work. He believes in this

‘essentl’ audience, that can thus, be seen as a single type of entity, rather than
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a multiply subjective one. This Cartesian dualism is in evidence in ideas
concerning Gestus, in which he believes that, by use of gesture, you can
recreate th@nternalas well aexternalworld in a way that could be understood
by the audience as univers@techt's reference to the actor's method of Gestus
in his discussion of Chinese Theatre implies that he is 'dualist’ rather than
‘performative’ in his understanding. Evidené¢his dualism emerges in his
reference to the ability of actors to mimic the feelings of characters, as the

result of external social circumstances acting upon them.

These issuermised questions as to why many of Brecht's techniques did
not function incontemporary art in an isolated formal contéxbnsidered
whetherthe different understanding of subjectiwiyasthe root of thisorif
B r e c\heffe&ktsouldbe ineffective in its formal expression, because he
assumes that there existsarginal or complete version of a human, which his
actors can understand and represent through Gésities considered if
Br ec ht 0 s-effektcoulylbermadhanistic rather than adaptive or
transformativevhen understooth the context of Judith Bugt's ideas of
performativity, andwhat theimpact of this understandingould be for filmic

practice

Judith Butler suggests that gender performativity is achieved through a
practice or set gbractices or as J.L. Austin suggested in hiss29ecture
dHow to do Things with Word$rhetorical 'speech act3his indicates that we
(or what we consider the subjective o61°"),
language. Brecht has some similarities with Butler in the way he uses Gestus.
Rather tha suggestingtat a character use naturalistic acting, Gestus is used to
make social conditions of each character obvious to an audience through
mannered actindBrechtalso demonstrates that he wishes to bring performance
of this kind out into the world and away frohretexpression of the internal
emotion of peopleclaimingthafiMa n ki nddés hi ghest deci sions
fought out on earth, not iIin the heavens,;
peopl e d@BredhteiaShert Organuni or t h e [1964] 2043 r e, O
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p196).Butler has a similaapproach buadds an extra dimension by using

language to repurpose hate speech as its opposite.

An example of how this understanding can be useful for an art
practitioner is demonstrated by hoaté speech can be (re)presented as its'
opposite, through ironic discourse and through, what Butler calls "subversive
re-signification," (Butler, [1997] 2003, pp57). This insight means thatre
purposng hate speech is the method through which to chadlevitat she
terms, "prevailing forms of authority and the exclusions by which they
proceed," (Butler, [1997] 2003, 4»7-158). She uses the legaidpolitical

domainsas a further example

Paradoxically, the explicit legal and political arguments ¢leak to tie such
speech to certain contexts fail to note that even in their own discourse, such
speech has become citational, breaking with the prior contexts of its utterance
and acquiring new contexts for which it was not intended. (Butler, [1997]
2003,p14).

Meanings, according to Butler, can never be fikédis a continually evolving
process, or as Derrida puts it, a process of différdheesimultaneous

difference and also deferral of meaning:

Let us go on. It is because of différance thattlowement of signification is
possible only if each scalled "present” element, each element appearing on

the scene of presence, is related to something other than itself, thereby keeping
within itself the mark of the past element, and already lettin{j fisevitiated

by the mark of its relation to the future element, this trace being related no less
to what is called the future than to what is called the past, and constituting

what is called the present by means of this very relation to what it is Inat: w

it absolutely is not, not even a past or a future as a modified present. An

interval must separate the present from what it is not in order for the present to
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be itself, but this interval that constitutes it as present must, by the same token,
divide the present in and of itself, thereby also dividing, along with the present,
everything that is thought on the basis of the present, that is, in our
metaphysical language, every being, and singularly substance or the subject. In
constituting itself, in divding itself dynamically, this interval is what might be
called spacing, the becomisgpace of time or the becomitigne of space
(temporization). And it is this constitution of the present, as an "originary" and
irreducibly nonsimple (and therefore, stoicdensu nonoriginary) synthesis of
marks, or traces of retentions and protentions (to reproduce analogically and
provisionally a phenomenological and transcendental language that soon will
reveal itself to be inadequate), that | propose to call -angfiting, architrace,

or différance. Which (is) (simultaneously) spacing (and) temporization.
(Jacques Derridd 982)(translated by Alan BasMargins ofPhilosophy URL:

https://web.stanford.edu/class/history34q/readings/Derrida/Differance Atecgssed
16" July 2019.

This action of speech, as with the formation of the subject ghrduis never a
fixed process. Instead, the process is both continuous and emergent; there is

never a singular political or social method but, instead a series of contestations.

With thesensightsinto performativityin mind, it becomgworth asking
what the implicationarefor filmmaking: if the film's fixity of process
necessarily meartbat techniques of the medium are not to be used as a critical
tool. Artists should also ask the critiquehas totake place though the
narrative or acting rather than the structure of visual language Thedfdebate
was amotivation forexperimening with new methods of Brechtian
filmmaking. This investigation became the starting point for the
film/experimentGaslighting(2015). Following on fromGaslighting | was
inspired to consider how other aspects of subjectivity migiivigorate or

reconstitute Brecht for the 21st century.

If contemporary subjectivity coulepresena potentiaimeansof re-

kindling Brecht, ther reasoned thaither contemporary understandings of
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subjectivitycould be means ag-igniting his work for the viewerFollowing

my investigation into subjectivity iGaslighting(2015), and also through
analysingJudith Butler's notion of performativity began experimentingith

four further ways through which recent understandings of subjectivity are
expressed. | considered that subjectivity was a way in which Brecht could be
re-invigoratedin a manner which avoiddeking overly reliant on his original
formal methodAt this point, | embarked on the production of four more films,
each of which progressively explored new ideas of subjecavitirought

new insights into Brecht through these understandings. | hoped that by doing
this, | could present wayaf retaining Brechtian critical method in film without

being entirely reliant on the formal uses of theffekt.

This represented development from the point of departure that was
Gaslighting(2015). The next filmLetters Hom&2016, was inspired byvhat |
had discovered from the writing of Audre Lorde concermmegrsectionality
and also, the processes | had developed thr@aghighting(2015. | wanted to
investigate postolonial notions of subjectivitytp add to knowledge gained in
formulatingGaslightings Butlerian stance. It wamecessary to investigate the
possibility for Brechtian research provided by subjectjwigwing itas a route
to remaking social and political worlds through filmmaking. Subjectivitys
promised to be a locus for social chajpeoughBrechtiancritical methods in
the veffekt. The problem that had emerged from producsaslighting(2015)
and which requireduirther exploration, was how subjectivity could be looked at
in the light of postolonial concepts. Butlerian ideas, as expressed through
Gaslighting(2015), left me with a problem. Subjectivity had become, in what |
had understood from Butler's ideas, éx@erience of a multiplicity of live
subject positions. This was r@problemin itself - however, it did appear to
break from Brecht, who appeared closer to structuralist thinker Louis Althusser

than Butler.

Althusser made a direct link between #e®nomy and the interpellation

of the subjecin fldeology and Ideological State Apparatuses (Notes Towards
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an Investigatiojo (Althusser,1970p.699, arguing that the Ideological State
Apparatus produasubjects by creating identities. This considerattalso a
key el ement Eacitabl®Speecland so & made serise to reflent o
Althusser along these lines. His investigation made a direct link between
economy, and what Althusser terms the 'hailing' or 'interpellation’ of the
subject®® This notion of hailing the subject was an extension of Brecht's
Marxist strategies, where the economy is direlatiiyed with the oppression
and reification of the labour forc&hrough the veffekt, Brecht thereby
produces a direct mechanistic methiodounter this. In some sens#wen,
Brecht's economically deterministic views Haded totake stock of

ideological processes in the construction of the subject

In contrast to Brecht, Althusser refers to Jacques Lacan's ideas of the
O6Mirror &dewlgpnéntaf ms thedriestobk6 hai | i ngdé and t he
0interpellationdé of tdorcurreniibMaxistand Thi s cont
psychoanalytieinderstanding of the subject. &addition of psychoanalysis
was a significant departure from Brechtiagctivity, as hehadarguedthat
there is a prdormed and complete version of a human subject, which acts as a
homogenous grougnd is impacted on solely through economically determined
drives.Althusser built the groundwork for understanding the sulvec
signification, and alstor the importance of psychoanalysisunderstanding
ideological processes. Psychoanalysis was where some more contemporary
understandings of Brethppeared to have developed in the work of recent
artists and theorists. Fexamplethis approach is visible the work of Roland

Barthesin the 1970s and early 198@dpngside cinema criticism in the journal

38 fildeology hails or interpellates individuals as subjects. Adddgds eternal, |

must now suppress the temporal form in which | have presented the functioning of
ideology, and say: ideology has alwaglseady interpellated individuals as subjects.
Which amounts to making it clear that individuals are alvalysad interpellated by
ideology as subjects, which necessarily leads us to one last propasdigituals are
alwaysalready subjectsdence individuals are "abstract" with respect to the subjects
which they alwaysalreadyaré6 ( Al t husser, 1970 p.700)
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ScreenBoth ofthesededicate time to psychoanalytic readings of cinema in

theiraccounts of spectatorship.

In thetheaiesof spectatorshipf the 1970s reproduced 8treenthe
construction of the subjeis often produced through relations of desire. This
contrasts significantly with the writings of Audre Lor@sthese conceptions of
subjectivityembracehe possibility of multiplentersectingorms of oppression
within a single cinema audience. A readofaqiotions of desire, such as those
espoused by Laura Mulvey in her foundational concept diMtede Gazé in
the essayiVisual Pleasure and Narrative Cinen{®ulvey,1975 p.62)implied
thatin Hollywood Melodramana simple form of audience viewed film through
relations ofdesireBy si mpl e rel ations of desire,
conception of audiender melodramabnly encompasses the male/female
relations of desire within a cinema audience. However, more recent
understanding of intersectionality gegt that audiences are differently and
multiply oppressed, not solely on the basis of gerfé@rexamplelLorde's
discussionsuggest that films were viewed by a multiplicitous collection of
people who were differently oppressed multiple forms of subjugation. This
notion of a multiplicitously oppressed audience presented a further problem to
realising a Brechtian critiquaa the methods | had developedGaslighting.
Although | had accounted for a subjectivity which encompaBsiérian ideas
of the construction of gender, | had not recognised the extent to which an
audience could be multiply oppressed in terms of race, dadsexualityas
well as genderThe discursive account of subjectivity as espoused in the film
Gaslightingseemed, in the context of paxilonialist understandings of
subjectivity, overly passive in the context of ideas surrouniditegsectionality

and, more specifically, pesblonialist readings of film.

This problem emerged because the subjecteofilim was produced
mainly through psychoanalytic notions of desiilvey's notion of the Male
Gaze had been significant to the project. The use of mirrors v@stighting

sought to reveal the construction of the look through revelatory practice, and
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also the revealing of the subjugation of

l ooko (Mulvey, 1975 p. 62)-colotiatistveitigueer , i n t he
this construction was overly passwéhin my film, asit implies that the

subject is solelproduced through binary psychoanalytic processes of

masculine/feminine desire. Therefore, the film does not take into account the

potential multiple oppressions of any audience or even a performer.

As a result of this discoveryetters Homg2016), soughto address
postcolonialist views concerning subjectivity. The understanding of
subjectivity inLetters Homg2016), shifted from the position of Althusser, who
regarded subjectivity as being entirely formed through the action of ideology,
towards an unerstanding of subjectivity in terms of power and knowledge
more consistent with the theories of Michel Fouc&tltbjectivity, in the work
of Foucault, is historically contingent and produced through a multiplicity of
positionings All of theseemergen discursive practices through the action of
power and knowledgeversion of subjectivitypresented in hitheory of
"assujettissement.” This &sparticular focugn DisciplineandPunish
(1975)andTheHistory of SexualityVolumel (1978) in whichFoucault
describes the subjeas oppressed through the action of power/knowledge upon
them and simultaneously oppressad forms of classification produced by
systems of governance. This oppression results in the bodily or internalised
subjugation of dferences in the group or individual. This idea contrasts with
those of Althusser, who makes a more direct link through his notion of
Ideological State ApparataghanBrecht did witha focus orthe economy and a

single causal chain of opmsion3®

39 fiwhat are the ideological State apparatuses (ISAsJhey must not be confused with

the (repressive) State apparatus. Remember that in Marxist theory, the State Apparatus

(SA) contains: The Government, the Administration, the Army, the Police, tR®urts, the

Prisons, etc., which constitute what | shall in future call the Repressive State Apparatus.
2ADOAOGOEOA OOCCAOOO OEAO OEA 30AO0A zateasA OAOOC
ultimately (since repression, e.g., administrative repressio, may take nonphysical

forms). | shall call Ideological State Apparatuses a certain number of realities which

present themselves to the immediate observer in the form of distinct and specialized
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Fouault's work was salient toetters Homg2016)asit recalibrated my
approach to incorporatbe consideration ointersectionalityfirst raised by my
reading of Audre Lordeandwhich had been absent@aslighting If, as Lorde
suggestsindividuals are differentially or multiply oppressed, down to their
most significant desires, actigrad thoughts, and this oppression constructed
by the action of totalising power on th€as suggested above by Fouchutiltis
raises the question of hawe subject itself can be the source of any significant
resistanceCritical resistance, in such a context, would depend lewvelof

agency that has not been constituted by the action of power itself.

There is rason to think that subjectivity cannot be the sole source of
resistane if entirely occupied or constructed by the action of power. The films |
made followingGaslightingall experimentedthrough different meansvith
the expression of subjectivity in agion to the Brechtian-effekt. These films
includeLetters Hom&2016) which took a postolonialist approach to Brecht
and subjectivity through the use of letters within film maki@gmewheren
Macedonia2017) which approached Brecht from the perstive of unreliable
narration and in the context of queer the@gvon Gothiq2018) which
looked at allegory as a Brechtian approach to tb&ekt andEcho Piano
Lesson(2019), which explored Brechtianeffekts in the context of affect and
délire, askinghow we might depolarise Brechtian thought through the

introduction of a poetic method

institutions. 6(Althusser Ideologyand Ideological State gparatuses (Notes Towards an
Investigation 1970, p.79
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Chapter 3
Film 1: Gaslighting (2015)
Brecht, Subjectivity and Feminism

Production Diary: Gaslighting(2015)

Figure 15: Still from Gaslighting (201}h Alice Evans.

Thefirst film | madefor this projectwasGaslighting(2015).Theideabehindit camewhenl
wason holidaywith my friend Daniel.| hadmethim atabusstopin Sohoa coupleof weeks
before:l wasslightly drunkaftera privateview but did notwantto go home,sohadgone
into town for morebooze At thattime, | wasfeeling prettylaissezfaire aboutmy life, and
wantedto makenewfriends.l wasfeelingdisconnectedrom humanlife andwilled
somethinggoodto happerthatnightthatwould help with this. Danielwasstandingn abus
shelter holdinga small paperbag.l thoughtl waspossiblypsychicatthetime, sol
immediatelyaskedhim if hewasawriter, ashelookedlike one.He wasanoperastudeniat

the Guildhall Schoolof Music & Dramain North London- andawriter.
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Daniellateroperatedhe camerdor Gaslighting Thisfilm incorporatesheoriginal
storyanddialogueof thefilm Gaslight a psychologicathriller. In thisfilm, thefemalelead,
Bella (Playedby DianaWynyard),is portrayedashavinghersanityquestionecandgradually
undernined by herabusivehusbandPaul(Anton Walbrook).Thetitle comesfrom the
charactelPaul'smanipulativestrategyof loweringthe gaslightingof thehouse Paulusesthis
to persuaddella thatsheis losinghergrip onreality. Thework thususedlayersof film
within films, away of exploringwhatafilm meansvhenplacedin anewcontext.Thelast
line of thefilm is i mustescapéhish o u .sTkeecharactein thefilm Gaslightingis
exploitedby herhusbandandsentmad.Thisis, in someways,very differentfrom the

madness$ hadexperiencedbut| relatedto the experience

| discoveredn makingGaslightingthatl neededo expandmy approactto covera
broademrangeof Brechtiantechniquesf | wereto comprehendthroughmy practice how
Brechtiancritical strategiexouldbe usedmosteffectivelyin contemporanart. Gaslighting
(2015)hadpresenteanewith newproblemsjncludingthe needto considethow Brechts
techniquesnay provokedifferenteffectswhenusedin isolation.Gaslightingwasan
explorationinto how Brecht'sdistancingdeviceor v-effekt couldapply to acontemporary

context.

| hadbeenstayingin ahousein Franceshortly after startingthis project,onewhich |
consideredhrchitecturallyinterestinglt did nothavea TV andfelt very alienfrom thehouses
| hadlived in up until thatpoint. It wasaustereandoppressivemakingmereansider
Bourdieu'sconceptiorof habitus which suggestshatingrainedor absorbedeactionsdrom
socialworlds canemergethroughunconsciousbsorptiorof socialclassstructuresl
attemptedo work outwhy | foundthe housentimidating, observingthe houseandbeginning
to think of it asaliving being.Thehouseseemedlmostpsychologicallypossessedy the
peoplewho ownedit, andwho haddesignedts layoutanddecoration! did notbelongthere:

it wasadeadbuilding.

At thesametime, | wasalso consideringhow Clio Barnard'silm TheArbor had
dislocatedts charactersroicesby usingactorsto 'play'the people'dives while disguising
their faces.| wastrying to understandherelationshipbetweerBrecht'sv-effekt andverbatim
film or theatre aswell astherelationshipBarnardhadcreatedetweerreality and
representation. askedf Barnard'sechniquegprovideda morecontemporaryay to

problematise r tel@atonshipto authentidruth. | queriedwhetherthetechniqgueschieved
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this by performinga disjuncturebetweertraditional Aristotelianforms of theatre(which
Brechthadthoughtof asabsorptive)andthe newkind of realismthathetermedepictheatre.

Thethird strandof interestemergedrom usingtheoriginal film Gaslight (1940). The
storyfocusse®n a manattemptingto convincehis wife thatsheis insanel usedthis asa
soundtrackrom which to mime,in consideration®f my researchnto femalesubjectivity.In
makingthefilm, | performedasthecharactein thefilm; | borrowedherwords.Speakingor

miming another'svordsbecameessentiafor this film - andalso,eventually for laterworks.

Figure 16: Still from Gaslighting (2015 Alice Evans.

Gaslightingalsousesscreensvithin screensBy doingthis, | wasthinking of Brecht's
descriptionof his distancingtechniques'the essentiapartof Epic Theatres perhapghatit
appealdessto thefeelingsthanto the spectator'seasonlnsteadof sharingexperiencesthe
spectatomustcometo gripswith things" (Brecht,Brechton Theatre p.23).Using multiple
screensvasanattemptto createa disjuncturewithin thefilm to confuseor alienatethe
viewerfrom naturalabsorptionn theaction.This procesexploredways| could makethe

audienceengagewith theirreasoningvertheir feelings.Thefilm helpedmediscoverthata
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simpledislocationbetweendiegeticsoundandmovemenwithin afilm cannothelpus
understandhow Brechtcouldbe usedtoday.l wasremindedthroughpractice thathis
techniguesverenotusedin isolation,butformedpartof a broadrangeof strategieshat
contributedto Epic Theatrelt did, however leadmeto considerthata newrouteto
understandin@@rechtcould bethroughandysis of how heusestechnique®f narrativein his
work, techniqueghatoftencontrastwith moretraditionalstructuref drama.l neededo

expandmy initial investigationto encompassoreof Brecht'stechniques.

Jeff Wall and Brecht

Whenl first startedon this project,beforel madefilms, muchof my photographyeliedon
aninterpretatiorof Brechtwhich | now considedimited. This practiceappliedBr ec ht 0 s
technique®f revealingthe formal aspect®of theatricalstructureto filmmaking. This was

filtered throughmy earlierunderstandingndadmirationfor thework of Jeff Wall, aswell as
beinginfluencedby JeanLuc Godard.l noticedthatthe photographywall producedbften
revealechow it wasmadewithin theframeitself. | initially regardedhis asa Brechtian
technigueHowever,whenproducingGaslightingl understoodhatthe formal useof

B r e ctbchn@ysesouldnotentirelyalign the practiceto its socialfunction:to encourage
anaudiencdo changeheirresponsao thework andbecomeawareof inequalitieswithin
boththeir own lives andlargersociety.This awarenessvasdesignedo changeattitudesto

societalinequalityandto revolutioniseaudiences.

SusarSontag'saanalysisof theimagein Regardingthe Pain of Others(2003)made
cleartheimportanceof debatesurroundinghe statusof documentaryandmadethe needto
revolutioniseaudienceattitudesseemall the morepertinent.It wasalsosignificantto my
understandingpow theresponseo imageshadchangedinceB r e cdnatTbeslebate
indicatedhow film andphotographycontinuedo retainaradicalpotentialin theimage.For
exampleB r e cWar Ryimer (1945)challengedhe mediadepictionof war. Yearslater,in
textssuchasTheGulf War Did Not TakePlace(1991)JeanBaudrillardsuggestedhatthe
world, atits fundamentalevel, is solelymadeof imageshearguedthatimagesareall that
exist,andthatthereis nothingbeyondtheimage.This view wasstronglyopposedy Sontag,

who claimedthatii t iewss associatedh particularwith thewritings of thelate Guy
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Debord,who thoughthewasdescribinganillusion, a hoax,andof JeanBaudrillard,who
claimsto believethatimages simulatedrealities,areall thatexistnow; it seemdo be
somethingpf aFrenchs p e ¢ i(Somtag ¥003,p 55). Sontagemphasisethe humanreality
behindthedepictionof war, arguingthatto denythisis to denyhumansuffering:

To speakof reality, becominga spectacléds a breathtakingprovincialism.It universalize the
viewing habitsof a small,educategopulationliving in therich partof theworld, wherenews
hasbeenconvertednto entertainmerd thatmaturestyle of viewing whichis a prime
acquisitionof "the modern,"anda prerequisitgor dis-mandingtradiional formsof party
basedpolitics thatoffer realdisagreemerdanddebatelt assumeshateveryonds a spectator.
It suggestsperverselyun-seriously thatthereis no realsufferingin theworld. But it is
absurdo identify the world with thosezoresin the well-off countriesvherepeoplehavethe
dubiousprivilege of beingspectatorsor of decliningto be spectatorspf otherpeople'gain,
justasit is absurdio generaliseaboutthe ability to respondo the sufferingsof othersonthe
basisof the mind-setof thoseconsumer®f newswho know nothingatfirst-handaboutwar

andmassivenjusticeandterror.(Sontag2003,p56)

Readingtheseaccountf the contestatiorof images) beganto comprehendhowBr ec ht 6 s
missionto createpolitical/sogal awarenesthroughartisticwork might continueto produce
radicalartefactsandeffects.Theneedto do sois particularlyprescienin the contemporary
moment,especiallywithin the mediumsof film andphotographyThis attemptto change
attitudesto the statusof photographystartedn my earlyanalysisof the practiceof Jeff Wall
and,beforethis, throughmy experienceasa newspapephotographerMy interestin Wall
startedbeforemy filmmaking explicitly developedrom its photographiorigins.The
understandin@f Brechtiantechniqueshenbecamesignificantto this, andl startedexploring
thepolitics of imagesvia thesetechniquesOneof the foremostadvocate®f this style of

practiceseemedo be Jeff Wall.

For this reasonthefollowing section describesny developingunderstandingf Jeff
Wall asa Brechtianartist. It alsoexplainshow, in thefilms thatfollowed Gaslighting(2015),
| movedawayfrom formal interpretatiorof Brechtianmethodsandbeganto considerhow |
might producemorecontemporaryesponsesppropriatdo currentpolitical concernsThe
discoverythatformal methodsusedin stagedesignwerenot sufficientto producea Brechtian

audiencevasinformedby thefollowing analysisof thework of Jeff Wall. Following Perry
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and Wood, | startecthis journeyby seeingWWa | Wwaiksasbeinginfluencedby B r e cdtaged s
designtechniquesThesemethodsf stagedesigncouldbeseenn severabf Wa | Wwabks
suchas, TheDestroyedRoom(1978),A Donkeyin Blackpool(1993),Picturefor Women
(1979)or A SudderGustof Wind (After Hokusai)(2003)andApproach(2014) However the
furtherinsightprovidedby SteveE d w a amdlgsBaddedo this understandingf Wall.
EdwardseflectedonWa | Wwasksasallegorical,and thusnot solelyalignedto theformal
revelatoryaspect®f Brechtiantechnique despiteBrechthimselfrarelydiscussingallegory.
This suggestedhatoneway throughandfrom B r e cdmiginal methodmightbeto consider
how allegoryitself could be usedasa contemporanBrechtiantechnique As aresultof this, |

wasableto developa laterfilm, DevonGothic(2018)asanallegoricalwork.

As discussedbriefly in theintroductionto this thesis,PerryandWoodregardwall as
aBrechtianartistbecawseof reflexive strategiepresenin his lightbox constructionsin
contrastSteveEdwardsseesWVa | prdacticeasallegoricalthroughhisanalysisofWa | | 6 s
imageDonkeyin Blackpool(2003).Both setsof critics wererelevantto the developmenof

my own Brechtianresponse.

PerryandWooddescribethe Brechtiannatureof Wall's work asfollows:

Wall's picturesarerelatedto Brecht'scritical realism;socialtruthsarerevealedhrough
somethingbuilt up, somethingartificial, posed.This is oneimportantway in which these
picturesconformto thetenetsof modernisn, sincetheir evidentconstruction their rigidity-
makesus consciousve arelooking atanimageratherthananunmediatedncident (Perry&
Wood,2014,p.165)

Wa | Wwask$haswhatPerryandWooddescribeasa "foregroundingof] thedevice"(Perry&
Woo0d,2014,p.166).As discussegbreviously,in Picturefor Women1979),Wall usesa
mirror to revealphotographigrocesseandstructuresAccordingto PerryandWood, this
foregroundingof the constructiormethodsoccursin otherexamplesof Wall's work. For
example A SudderGustof Wind (After Hokusai) Jeff Wall, (2003),is presentedby Perry
andWoodastypically Brechtian.In thisimage,Wall hascaptureda'stagedversionof a
‘decisivemoment,reminiscenf modernistphotographeHenri CartierBresson'selebrated

work.
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InWa | A SudderGustof Wind a passeiby is caughtoff-guard.His belongings
float by, apparentlysweptup by thewind. The pieceappeargo referbackto documentary
photographyand,specifically,thetraditionin photojournalismoriginatingin Cartier

B r e s svork lBosvever,the spontaneitys shownto beanillusion, partof a stagedableau.

Figure 17: A Sudden Gust of Wind (After HokusgR003), Jeff Wall

Whenviewing the original lightbox,onecanalmostimaginestringsholdingtheloosepapers

in place.Theinterventionof the photographeis apparentiueto the seemingmpossibility of
thecompositionWa | intérgentioncreatesareflexivity in the photographiémagethrough

thes ¢ e neehdddogicallymysteriousature seemingo createafoil to CartieFrBr e s s on 6 s
decisivemoment.

Manyof B r e s snagegarecollectedin TheDecisiveMomentwhich accordingto
his publisher,CentrePompidouwasfi i n i publishkdasymagesalaS a u v €Ceritre 0
Pompidou,1991,np). Thistitle is translatedasiipicturesmadein a hurriedor secretfashioro
(CentrePompidou,1991,np). Theideaof thedecisivemomentmorphedinto the modernist
ideathatobjectived t r eptldbécapturedhroughphotographianechanismsn contrast,
Wa | iméageservedo shedbroaderdoubton modernistprivileging of norrinterventionin
photographyBrechtappearedo havedevelopedis War Primer (1945)correspondingly.
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War Primer wasaresponseo journalisticphotographyandwhatBrechtsawasits
propagandisticiseduringthe SecondNorld War. | askedf Wa | Waskcanbeviewedasa
kind of contemporaryversionof Brecht'sintervention,assuggestetby PerryandWood.|
askedf Wa | s$tagedgpohotographidightboxesencourageriewersto reflectcritically on

CartierBresson'slocumentanstyle photographyandalso,uponphotography'sole asa
faithful reproducenf events.

HH‘

Figure 18:Derri re la gare Saintazare, Paris, Franc&932, Bibliothque nationale de France, Paris © Henri Cartier
Bresson / Magnum Photos, courtesy Fondation Henri CaBresson
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However laterdiscoveriesoncerninghe natureof photographysuggesthatthisideaof
objectivephotographys highly contestableThe modernistassumptiorthatphotographic
representatiocannotbealteredis not supportedy lived experience however faith in an
objectiverepresentativeeality continuego hold swayin certainperspectivespnesthatcan
seemantiquatedFor example CartierB r e s glerisivieraomentmay seemaromantic
notionin the currentageof photographiananipulationandinstanteditability. However,as
War Primer suggeststhereneverwasatruth to the photographianedium,andtherewas
alwaysa critical context.War Primer challengedhe messagef the photographienediumby
re-contextualisingmagesto changethe meaningof their original use.However,it is
significantto theanalysisof Wall, asit showshowB r e cWarr RyisierrelatessoWall 0 s
own interventionsovertheideaof anobjectivephotographianethod DespiteWa | | 6 s
revelatorytechniquesa Brechtianmethodfor the 215 centuryneedsmorethanaformal
concernwith revealingphotographienethod.TheassumptiorthatWall's large scde
lightboxescouldawakenthe kind of consciougolitical interventionthatBrechthadintended

solelythroughthesetechniquess problematic.

SteveEdwardsindicatesthattherearenewachievementsn Wa | Wwadksalongside
theformalreflexivity preseneédby Perry& Wood. For Edwards Wall's lightboxesarean
allegoricalintervention,andthatthe lightboxeswork beyonda straightforwardormal
Brechtianmethodasaresult. Edwardsdemonstratethis useof allegoryin his essayfocused
onJeffWa | Dadkeyin Blackpool(1999):

Wa | imégeseemso constitutewhatBakhtincalled,oneof those6 p a r doublesand
laughingr e f | e which, berlgirfied,accompanie@veryhigh genre Putanothemway, the
donkeyappeardike a charactefrom the pagesof Bertolt Brecht,or perhapslaroslavHa ¢ e k .
Thesecharacteraredumb,stubbornandrecalcitransurvivors.Theyareordinaryfigures

who pit low, plebeiarknowledgeagainsthe proprietiesandnormatived ¢ o mme naf e 6
theruling class.Invariably,theycombinesly laughterwith wisdom.We could saythat, If
Whistlejackets anaristocratichorse Wa | tloakeyis aworkingclassoé a slrsthisperiodat
least,Wall appearloseto the Brechtianvaluesof 6 ¢ r ord é d thinking. (Edwards,
2007,p.46)
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Figure 19: Jeff Wall,A Donkey in Blackpoql(1999) Transparency on Lighthokate.

In thisimage EdwardsdescribesVa | tribigaeof GeorgeS t u lwbrk amdpolitical
receptionvia his BrechtianDonkeyin Blackpool(2003).However,Edwardsalsoindicates
thatWa | tedhrsiquesrefar moresophisticatedhanthe simplerevelatorypractice
describedby PerryandWood. They employwhat Edwardstermsa Brechtianslyness,
allegory, andhumorbeyondB r e cfarmadgsialities.Wall thusenactsa critique notjust of
contentbut alsoof context throughhis deploymenbf allegory. Thedonkeyin thisimage
becomesnallegoricintervention.Insteadof revealingformal method it functionsasaform
of play ontheuseof theequinefigure in historicalpainting andthe inequalitiespresenin
societyitself. Thedonkeys functionasii r e ¢ a Is awir tv i (Rdwards 2007,p.46),
beconing anallegoryfor thedeterminedsurvival of working-classcultureitself. The useof
thelightbox to displaythe donkeyalsoreferencestreetadvertisingmethodsAs discusseadn
theintroductionto this thesis,advertisinghaslong co-optedBrechtianstrategiegor
pedestriandy hijackingattentionandencouragingonsumersHowever,Wa | uséo$

allegoryalsoservedo critique the messagesf this type of advertising.
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Figure 20:Jeff WallApproach(2014) Photograph, Marian Goodman Gallery, London.

A morerecentexampleof JeffWa | Wwadkss his blackandwhite imageApproach(2014).
Thisimageabandonsis familiar lightbox-typedisplayin favourof the photographigrint.
Thework featuesa homelessvomanhuddledup andwalking towardsboxes.Theseboxes
containasecondshelteredsleepingndividual. Unlike A SudderGustof Wind (After
Hokusai)(1993),we arenot sureimmediatelywhetherthis work is stagedor the camereor
streetstyle photographyAs aresultof this dichotomy,thework hasadifferenttemporaland
critical receptionfor anaudiencehanthatof straightdocumentangtyle. The compositionof
theimagefollows a strict rule of thirdswhich borrowsfrom classicabainting techniques.
Thelight sourcefrom the photographs separatérom the cameraandalthoughthis maybea
subtleintervention the shadowfrom the studiophotographyprocesslissociatest from
documentarynethod.In documentanstyle,aflashwould conventionally be mountedupon
thecameratself. The socialcontextof the photograptbelongsto the traditionalsubjectsof
streetphotographyHowever like MarthaR o s | Bowedyportraits(discussedn chapter2)
which dispensevith directdepictionof thehumansubjectWa | 6 ésat a gof enemtéand
characterslistancest from thethief like captureof paparazzphotographylt alsoremoves
theimagefromthed o t h gnodessgidh Roslerassociates theaccompanyingssay
with conventionaformsof photojournalismRoslersuggestshatstreetphotographycarries

old informationfrom the socially powerlesdo the powerful. For Rosler,the
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aesthetic/politicainequalitybetweerphotographeandsubjectin traditionaldocumentary
style photographys socially divisive ratherthanpolitically constructivg(Rosler,1981).The
clashingcontextsandcontentof Wa | Waikgdocumentarys the aestheticonditionsof
classicabpainting)demandanaudiencee-considerthe contextandpolitics of both. Therely,
the presenc®f eachmediumusedwithin the samephotographidrameilluminatesand
contrastawith the political significanceandprocessesf the other.l considerthisto belike
the Brechtiandevicewithin theatrewherejuxtaposingelementsareusedto rub againsione
anotherto createanactiveanalyticthoughtin anaudienceThe pieceis allegoricalin botha
traditionalandalsoin acomplexway. The almostbiblical poseof thewomanwith herhead
bowedreferencegiguresin religiouspaintingssuch asFraA n g e | GuoaDd Retro
(142023).

Figure 21: Fra AngelicoGuido Di Pietro(142023), Metropolitan MuseuniNew York

However,ratherthanbeingpurely symbolic,it is a moremultifactorial processof allegory
thanthatakin to religiousiconographyTheprocessesontainedvithin thework could
perhapdeconsideredilongthelinesof WalterB e n j a migely éomsplexrealingsof the
allegorical,which amongotherthingsareconsideredy HowardCaygilltobeiunder st oo d

bothasa conditionof modernexperienceandanaesthetianeandor its artistice X pr e s si on 0
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(Caygill, 2010,p1)*. In Approach Wall combinedn asingleimagewhatseemto includethe
religious,aesthetichistoricalandphilosophicako producethereflexive4! This createsa
multi-layeredradicalresponséo boththe socialissuesof homelessnegsself, aswell asthe
mattersarisingwithin the political aesthetic®f photographythroughwhich homelessness

sooftencommunicatecindunderstood.

OndiscoveringWa | $ophssticatediseof allegory,| beganto questionmy own
attemptat Brechtianisml understoodhatthe useof Brechtformally (in a Godardiarstyle,
for examplé nolongerhadthe powerandpolitical bite to challenganequalitiesi or evento
raisethemassomethingo be examined Theformal aspecof B r e crhethadisadbeen
subsumd by theemergencef reflexivity in abroadrangeof media.The discoveryof
allegoryin Wa | Wwavkdecamea potentialavenuefor explorationasa contemporary
Brechtianmethodfor the 215t centuryfilm maker.l hadmadean effort to reform/oréexitd
Brechtthroughreflexive strategy andyet | wasfinding evidencehatstrategie®of reflexivity,
asusedin my films, werenot sufficientto achieveBrechtianambitionfor filmmakingin the
215 Century.

Following my researchnto Wa | Wwabkd consideredhatto betruly Brechtian
paradoxicallyrequireda closeexaminatiorof thesereflexive strategiesn thelight of what
Brechtactuallywantedto achievel thusexaminedf theystill workedasisolatedtechniques,
or if theyneedto be adaptedor the curenttime. In orderto explorethisissue it became
essentiato considemot just thetechniqueshemselvesbut how anaudiencanightrespond
to thesemethodsThis understandinglemandednalysisof how anaudiencas constructed
the subjectivityof the 215 CenturyaudienceTo asserBrecht'sinfluence,merelythroughits
formal qualities,would leaveout an essentiabspecbf his practice his approachowards

subjectivity.Wa | uséo$allegoryhadshownthata Brechtianmethodcouldbeupdated

OB e nj aumdenstarsdingf allegoryis discussedurtherin chapters with regardto thefilm Devon
Gothic(2018)

“Jeff Wallhimselfr ef er s to the influence o fRaddaPhjlosopiynos al |l egol
interview with Ratsern nOebewsitred; i BdeOrignmiGera noti on o
Tragic Drama It made me think about falsity or artifice, about plaéential of arrestedness and of the process

of masking, all  Rada RhilosophyohgAsigust 2008eriirfe: URIa | |
https//www.radicalphilosophy.com/interview/jeffiall-art-afte -photographyafterconceptuahrt (accessed

20/07/2020)
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throughthe useof allegory, andthis becamesignificantto my enquiryinto how we might

achievea contemporey Brechtianartworkfor the 215t Century.

| hadnotinitially understoodhe extentto which Wall's allegoryextendedhecritique
setup by his revealinghow eachphotographs made.| beganto understandVa | | 6 s
relationshipto Brechtin greaterdepth exploiing how bothWall andBrechttreatedthe
audiencan termsof their subjectivity.My explorationinto Wall showedhatBrecht's
techniquesvere not merelyformal buthada clearambitionto awakenpolitical changen an
audienceln orderto achievethis, Brechtconsideredhe subjectivityof his audiencevery
closely.His ambitionto awakenpolitical changds evidencedy theway herepeatedi states
thathewishesto challengean audiencdo becomecompelledo revolutionisetheir socialand
political lives on departurdrom thetheatre For examplejn theessayfiThe Indirectimpact
of the Epic Stage- (TheMother),0 In Brechton Theatre(2008) hesays:

Justasit refrainsfrom handingoverits herooverto theworld asif it werehisinescapable
fate,soit would notdreamof handingthe spectatooverto aninspiringtheatricalexperience.
Anxiousto teachthe spectatoa quite definite practicalattitude directedtowardchangingthe
world, it mustbeginby makinghim adoptin the theatrea quite differentattitudefrom what
heis usedto. (Brecht,[1964] 2008,p.86).

Eric BentleyalsoquotesBrechtassaying,with referencéo B r e cléatniagplays,thathe
wantkedto createtheatrewith revolutionaryambition,"directedtowardchangingthe world"
(Brecht,[1964] 2008,p.255).Thereis no doubtthereforethatBrechtwasnota mere
formalistbut wantedto useeverytechniqueat his disposako changethe audienceeactionto
theatricalexperienceandin doingsoprovokepolitical changeThe political effectsof
Brechtiantechniguecamot simply be producedoy formal method of reflexivity in the 215
Century. Instead thereis aneedto extendthesetechnique$eyondthear formalincarnations

andto usemethodsappropriatdo a contemporanaudience.

This view is supportedy Jeff Wall himself In his monographleffWall (2007),Walll
himselfseemsvary of how someartistswereusingBrechtiantechniquegormally without

political purposeHe describeghis asa modernistrevealingof the constructiorof the
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photograplor film, which he considers'internalizedradicalism"(Wall, 2007, p.11)

An almostinvisibilisedintensityasfar asanydisruptionof the classicalcodess concerned.
Whathappenedvasthatthe 'outside.’As youcall it, did getinside,butin doingso, it refused
to appeadirectly asanoutside disruptiveelemaent. It dissembledlt appearedo be
conventionalappearedo bethe sameas(or almost)the conventionalizeaignsfor thereal

thatmakeup ordinarycinema.(Wall, 2007,p.11)

Here,Wall describes "Godardianook" (Wall, 2007,p.11),which hesayshad "becomeso
formulaicandinstitutionalizedthatit hadcompletedts revolution"(Wall, 2007,p.11),thus
explainingthatmanymoderniststrategiehavebeenabsorbednto the broaderculture.Wall's
imagesaresimilar to advertisingyet he usesallegoiic formsto contradictandgo beyond
advertisingratherthanusinga solely Brechtianreflexive method Wall speaksof his critique
in differentterms;his critiquesarerelatedto his useof allegory.He demonstratethisin the

way hebuildseachimage.

However therewereothercurrentsto identify within Wall's practice allegorical
strategieshatgo beyondtherevelatoryvisuallanguagegresenin Picturefor Women1979).
Jeff Wall's useof allegoryasa critique of advertisings evident.My earlywork tried to
revealthe photograph'sonstructionasBrechtdid with his stageset.This experiment
indicatedthat Brecht'stechniquesvould bedifficult to reproduceoutsidethelive realmof art
since'culinary'forms of advertisingalsoemployedsuchrevelatorymethods! questionedf

Brecht'sradicalpracticecantakeplacesolelyvia the mediumof still photography.

JacquefRancereis anothercritic who, like Wall, questionghe formal useof
Brechtiantechniquesdoubtingthatthey canhavea critical effectin the contemporarera
Whenwriting aboutthe'revelatorypotentialof photographyandfilm in TheEmancipated
Spectator(2011),Rancerehasa differentopinionto Perry& Wood.He believesthatmost
audiencenembersarealready'enlightenedto their political predicamenanddoesnot
consideranaudienceasunawareor visually illiterate. Rancere explorespreviousstrategies
of political resistancdy analyzingthe historyandapplicationof ideassurroundingart's
spectatorshipHe arguesthatearlierconsiderationsoncerninghe spectator®f artworksas

either'active'or 'passivein theirengagemerdreworth re-examining.ln the currentclimate,
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theseconceptualizationmay contributeto areactionarypolitical responseo thework rather

thana critical function:

Marxismthenseizedonit to renderpalpable throughtheincongruousncounteof
heterogeneouslementsthe violenceof the classdominationconcealedeneattthe
appearanceaf quotidianordinarinesanddemocratiqpeace This wasthe principle of

Brecht'salienationeffect(Rancére, 2011,p.26).

Rancere challengeghe assumptiorthatto revealhow anartworkor political systemworks
will resultin political action.He thusquestionsart thataimsto exposepolitical mechanisms
andattemptdo educatea viewerinto aninsightaboutthe 'truth' behindthe political fagade.
To thecritic, this patronizesan alreadythinking audienceby assuminga differencein

intellectualcapacitybetweerclassesandbetweerartistsandnonartists

In effect,the procedure®f socialcritique haveastheir goaltreatirg the incapablethosewho
do notknow how to see who do not understandhe meaningof whattheysee who do not

know how to transformacquiredknowledgeinto activistactivity (Rancére, 2011,p.47).

Rancereis alsocritical of Brechtiancritique,ashe believesthatthereis noway to calculate

audienceeaction

Thereis no shortroadfrom looking at a spectacldo thefact of understandinghe stateof the
world, nodirectroadfrom intellectualawarenesto political action.Whatoccursinsteads a
shift. Fromagivensensibleworld to anothersensibleworld thatdefinesdifferentcapacities
andincapacitiesdifferentforms of toleranceandintolerance Whatoccursareprocessesf
dissociationa breakin arelationshippetweersenseand sense betweerwhatl haveseen
andwhatl thought,whatl thoughtandwhatl felt. Suchbreakscanhapperin dissociation

processedyuttheycannotbe calculated(Rancére, 2011,p.75)
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TherehavebeenotherBrechtianstrategiedo provokepolitical consciousnesthatgo beyond
themodernisth | a Yareofghedevice. 't is necessaryo considemwhatthesewereandwhat
this political consciousnessiightlook like; we cannotassumeudienceso bevisually
'illiterate’. Addedto thisis thefact that 'laying bareof the device’hasbeenwidely
incorporatednto increasinglyknowing'and'ironic' advertisingsincetheworld encountered
postmodernistheoryandpracticein thelastquarterof thetwentiethcentury.It is even
pertinentto considerif Brecht'smethodgetaintheir critical functionin thelight of the
understandingrovidedby RancéreandWall. Brecht'sideasof provokinga political
consciousnesareevidentlymorefundamentathanmerelyaskinganaudiencego become

visually literate. He wasseekingnothinglessthanradicalchange.

Theformal useof Brecht'sv-effektscanform falseideas aboutBrechtianstrategiesn
contemporaryvork andcriticism. Contemporaryritics suchasPerryandWoodtendto see
Brechtianstrategiesn practicethatmight, on examinationhaveonly deployeda formal
appearancef Brecht'stechniquedo overcométhe culinary: they mayfit into specific
aesthetidefinitionsor methodghatBrechthimselfoutlinedor usedin the mid-Twentieth
Century, butstill notbegenuinelyBrechtianin their effect. It is essentiato understandhat
Brecht'sstrategiesverenot formal aesthetichoicestheyaimedto havea specificimpacton
thevieweror audienceHis concernwasnotwith makerscreatingpiecesusinghis formula,
buthow methodamight createworks thatwould affecta vieweror audiencen avery

particularway.

Somecritics mistakethe Brechtianstrategie®f anearliereraasformal requirements
for makinga piece.However,asevidencedn abroaderook at his writings, this wasnever
Brecht'sintention.Brechtaimedto experimento find waysto breakthroughwhatheviewed
asakind of mind-numbing,consensusreating falselyapoliticalform of work. His intention
in thev-effekt wasto helphimselfandothersdeveloppracticeghatwould createa newkind
of interlocutorwith the pieces betheycommerciafilms, fine art, or theatre He termedthe
work hewasagainstThe Culinary Spectaclebecauseeoplefed uponit, withoutbeing
nourishedoy recreatingheir responsesr learningsomethinghew aboutthemselvesndthe

world theylived in (broadly,we couldtermthis 'politics’).

Culinarytheatreprovidesanexperiencer a satisfactionlike ameal.lt canbe

considerd form of mentalfood thatmakesno differenceto thereality of anaudience'sife or
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socialcircumstanceBrechtthinksanaudienceshouldbe encouragedo think ratherthan

simply feel emotionallysatisfiedby a culinary type experience:

And | musteven admitthatl regardsuspicioushall sortsof peoplewho | know do notkeep
abreasbf sciencewho, in otherwords,singasthebirdssing,or astheyimaginethe birds
sing. This doesnot meanthat| would rejecta nice poemaboutthe tasteof a flounder or the
pleasureof a boatingparty just becausehe authorhadnot studiedgastronomyor navigation.
But | think thatunlesseveryresourcdas employedowardsunderstandinghe great,
complicatedeventsin theworld of man,theycannotbe seenadequatly for whattheyare.
(Brecht BrechtSourcebook2000,p.25)

Brechts antagonisnio the culinaryis basedon theneedfor anaudiencdo understandheir
predicamenin acritical (and,in the abovecase scientifi manner to seethingsastheyare,
ratherthanasmereculinary experiencesThroughthis gapin understandingaspresentedn
theanalysisof PerryandWood,the needbecomespparentor consideationof Brecht's
strategiesn the contemporaryera.Couldgoing beyondhis work'sformal aspectand
consideringvhathethoughtpolitical consciousnes® look like bethe pieceneededo fill
this gapin understanding®urthermoreijt bearsaskinghow might this ‘exiting from Brecht'

beachieved how political congiousnesganbeprovokedin ourera

Thefilm Gaslighting(2015)exploresthis knowledgegapandaskswhetherthereis a
way to provokepolitical consciousnesappropriateo our era,which doesnot rely on formal
revelatorypracticesIn the procesof makingGaslighting(2015),I beganexploringideasof
intersectionalityandvariedsubjectivities| examinednorerecentunderstandingef
subjectivityfor cluesandstrategiesBrechthadreferredto the audienceasa groupbutdid
notacknowldgehow this groupwasconstructef differing subjectivities.This became

significantto my filmmaking practice.

By researchingVa | uséo$ allegoryandhis questioningof reflexivity asasingular
method,aswell asR a n c¢ i rgjactoripfsthe formal useof Brecht,| startedto rethinkmy
initial explorationof Brecht:| startedexiting from formal useof Brecht.In orderto achieve

this, thefilm Gaslightingbecameanexplorationof how subjectivityandfeminismmight



form updatedv-effects,sothatthey continueto haverelevanceor provokesocialchangan a
contemporarynoment.Gaslightingenableda practicalre-examinatiorof the v-effekt

throughparticular,morerecent,ideasof subjectivity ThroughJudithB u t | perforinativity
strateges, this filmic ‘exit’ takesusto anewfilmmaking space Simultaneouslyl considered
how examininghow the specificmethodsusedmight provefruitful in openingup adialogue,

potentiallyengenddng a contemporaryBrechtianstyle critical approach.

As mentionecearlier,filmic methodscannotsolelyrely onaformal or mechanistic
stancegowardsthev-effekt. Theseapproachearefaithful to the'look’ or recordechistorical
methodof his productionsHowever they havelesspotentialfor provokinga non-culinary
critical engagemenh theaudienceor viewer asthe broaderculturehasabsorbednany
methodsIn contrastmy approachrelatesto the specificpolitical contextof our era.lt is
possibleto argue,asl havein earlierchaptersthatBrechtviewedhis audienceasa singular
groupratherthanamultiplicitousone.B u t | theeory@mergedasanappropriatevay to
addresanaudienceof multiple subjectivitiesratherthana singularor amorphougroup.l
envisagedhata performativeapproacho filmmaking mightenablework which was
dynamictowardsanaudiencebothin termsof their subjectivepositioningandtheir critical

awareness.

| will describeshortlythestrategies devisedbasedon Butler'swritings, to create
Gaslighting andexplore how theywereattemptdo either'exit' from Brechtor useBrechtin
anewway. | outlinethecreativedecisionanadein thelight of thesereadings| identify
techniqguegakenfrom Brecht'sv-effektin the caseof Gaslighting Thesemethodsnclude
souwnd, editing,charactersactors andsets.l identify eachof thesen thetext, discussinghow
| haveusedeachtechniquel usethesev-effektsin away thatis not asa staticreproduction
of the Brechtianmethodbut encountergontemporarydeasof subjectivity. Theseare
producedo 'exit' or moveboththroughandfrom Brecht.l beganto ak whattheimplications
for thefilm arein thelight of insightsinto performativity, makingthis investigationthe

startingpointfor my film/experimentGaslighting(2015).
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Developing Gaslighting(2015)Through Contemporary ideas ofSubjectivity and

Feminism

Gaslighting(2015),is basedntheearlierfilm Gaslight(1940).The narrativeof Gaslight
(1940)wasinspiring for medueto my subjectiveexperiencef beingawomanandthe
intersectionaéxperiencef alsobeingunderminediueto my mentalhealthcondition.| refer
to my mentalhealthasthe experiencef neurodivergencyThedecisionto use theterm
neurodivergenis political in itself, asit is amoreinclusivetermthanthe negativelabelling
of schizophreniawhich canbelimiting both personallyandpolitically. A greatdealof
prejudiceremainsconcerningnentalhealthdiagnosisandoftenthe experiencef being
givenadiagnosidike thisis life-limiting. Peoplecanbe perceivedasentirely definedby the
limitations of a conditionratherthantheadvantagesl' hetermneurodivergencgncompasses
celebratiorof differentsortsof mind; it exploresthe positiveaspect®of thinking in a different
way from whatis considerednormal6This experiencef differencemight helpus
understandvhatwe valueasa societyandembracingdifferencecansometime$ea positive
political action.Thereis not a greatdealof academianriting discussingheurodivergencybut
it is explainedwell on somedisability websites For example onesuchwebsite Disabled

World, describest asfollows:

Neurodiversityis anapproactto learninganddisability thatargueghatdiverseneurological
conditionsresultfrom normalvariationsin the humangenome This portmanteawf
neurologicabnddiversity originatedin the late 1990sasa challengeto prevailingviews of
neurologicaldiversity asinherentlypattological,insteadassertinghatneurological
differencesshouldberecognise@ndrespecte@sa socialcategoryon a parwith gender,
ethnicity, sexualorientation,or disability status (https://www.disabled

world.com/disability/awareness/neurodiversity/)

Thefactthatacademiaebatehasnotyet developeda goodunderstandingf mentalhealth
discussiornn this areaindicatesthatthereis still prejudicein thisdomain.My experiencef

schizophreniaften meanghatmentalhealthprofessionalandfamily membershallenge
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my own narrative,dueto my havingexperiencegsychosisn the past.This experience
becomeshallengingto autonomy Intersectionaprejudiceoccursbeinga womanamid
patriarchakocietalstructuresandalsothroughthe experiencef beingdiagnosedvith a
mentalhealthcondition.For this reasonijt wasinterestingto considemeurodivergencgsan
intersectionaposition. The experiencef the Bellacharactein Gaslighting(2015)becomes

ametaphoffor this experience.

ThetermdGaslightingthassincebeenadoptedn broadercultureto describethe type
of psychologicabbuseseenin the 1940film, thatundermineandsheddoubton the sanityof
theabusedl usedafilm relatedto arealpsychologicaphenomenomsthebasisfor critique
in orderto universalisea personakxperiencePointingto Gaslightindgs familiarity asawell-
knownform of abuse) soughtto engendesomedegreeof recognitionin anaudience.The
productionof an affectiveresponséo eventson screerwasonethatBrechtdid notalways
valuein histheatre However,it struckmethatcertainaspect®f his methodseededo
changéd thereforethis universalsing of personakexperiencalid not seemoppositional.

Instead|t allied to currenttheoriesaboutthe constructedatureof the performativeself.

In Gaslight(1940), | recognisedjualitiesrelatedto my predicamenbf beingbotha
woman,in combinatiorwith my subjective/personaxperienceof beinglabelledwith a
mentalhealthcondition. This labelling hasled to incidentswherel havebeendiscriminated
againstbothin termsof my genderandmy mentalhealthdiagnosislt wasthuspersonally
appropriatgo useGaslight(1940)asa startingpoint for my investigation Thefilm reflected
thedoublebind situationof beingawomanandbeingvulnerableto doubtfrom others dueto

thestigmaattachedo a mentalhealthdiagnosis.

Theintersectionatioublebind of my positionresultedn the decisionto usemyselfas
the performerof thefemaleleadin Gaslighting(2015).PerformingBella‘'scharacterrather
thanusinganactor,movesthework into a differentdynamicof performanceo thatof
Brechtianacting.l put myselfin the character'positionandusedmy bodily positioning
within film asthelocusfor a critique, emphasisg thebodyitself asa political space This
type of performancaliffers from Brechtiannotionsof whatis critical. AlthoughBrecht
performedwithin his works, hedemonstrated charactepointedlythroughhis technique
Gestusratherthanembodyingthe personakelf. In contrasto Gestus] acknowledgeny
own subjectivepositionthrough'performing'in thefilm. This positioningwasaway to move

from genericrepresentatiotowardsa subjectivitycloseto thatof theoriginal film's
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characterThisre-playingof the charactemovesthefilm to a positionwherewhatis

personabecomegolitical.

Brechtwaskeento ejectthe personificatioror embodimentf a charactefrom his
practice He consideredt playedinto ideasof empathywithin the broaderrealisttheatreof
thetime. However,changingviews on subjectivitysinceBrecht'serameanthatthe
empatketic or affectiveawakeningof anaudiencenasbeenre-assesseih flmmaking. This
reappraisahasbeenparticularlyprominentin thefield of feministpolitics. Within thecanon
of feministfilmmaking, womenartistsoften usethe self asa modelor perfamerwithin film,
signallinga moveawayor exit from Brecht.EvaHesseMarinaAbramovic andCindy
Shermarareall examplesf artistswho alsousethemselvessperformerswithin their
works. Thereforejn both my work andthatof others thebodybeconesasitefor re-
examiningsubjectivity. This view of the subjectiveis differentfrom the Brechtianideas
encapsulateth GestusFor example Cindy Shermaigs untitledfilm stills couldbe saidto

encompassa form of BrechtianGestus
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Figure 22: Cindy Shermatntitled Film Still No. 54(1977), MOMA New York.

Thesestagedmagesserveto createa disjuncturebetweerfamiliar filmic tropes
portrayingtheingenuefemaleactorandthe positionof theartistherself,placingS h er man 6 s
own bodyin thatrole. By re-performingcharactersthe artistis challengingstereotypedy
emphasisinghemin a Gesticmanner This re-performanceindermineslichesandasksan

audienceo reflecton thefemalearchetypepositionin othermedia.

Along with subjectivebodily positionin Gaslighting | wasalsointerestedn other
aspectof its performativepotential.In re-stagingGaslight(1940),1 broughtinto beinga
form of ironic differencefrom it. Thisirony functionsasa knowingform of quotation a
Brechtianv-effektthatis alsosympathetido Butlerianstrategylt becameaway to usea
Brechtianv-effekt thathadthe potentialto be updatedn termsof contemporarydeasof the
subjectivelronic differenceis evidencedn my re-stagingthe dialoguebetweemmaleand
femalecharactersisinga comicor manneredone.| usethisironic toneto awakenan
audienceo thecasuakexisn within it. Theline "I'm sorryLady Winterbourneputsheis
havinganattack”(Gaslight 1940)is usedtwice within theloop of Gaslighting This
repetitionplacesa campor comedicemphasisiponthe utteranceThis drawsattentionto the
original character (Paul)s casuakexismwhosespeechin Gaslight(1940)servedo

underminethe femalelead,Bella.

Knowing performancestrategiesremademanifestin Brecht'sdiscussiorof Gestus,
relatingspecificallyto his advicefor actorsto preventtheemergnceof empathyfor his
charactersHe enableghis by directingactorsin waysthatprioritise emphasisn their social
circumstanceverthe expressiorof the character'snneremotionalstate prevening
emotionalor catharticengagemenwith the charater portrayed Elin Diamonds essg
@rechtianTheory/FeminisTheory: Towarda GesticFeministCriticismois helpfulin this

regard Diamondqualifiesherdiscussiorwith somecriticism of Brecht:

| realisethatfeministsin dramastudiesmight greetthis couplingwith somebemusement.

Brechtexhibitsa typical Marxianblindnesgowardgenderelations,andexceptfor some
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interestingexcursionsnto maleeroticviolence,hecreatedconventionallygenderedlaysand

too manysaintlymothergoneis too many).(Diamond,1988p.83)

Shethenadvancesierargumenby suggestinghat BrechtianGestuss still of useasameans
of feministcriticism, becausef its effectof exposingtheideologyinherentin fixed and

inescapablgendering.

A-effectsarenot easyto produce butthe payoffscanbe stunning Whengenderis "alienated"”
or foregroundedthe spectatocanseea signsystemasasignsysemtheappearanceyords,
gesturesideas attitudesetc.,thatcomprisethe gendellexiconbecomeso manyillusionistic
trappingsto be puton or shedatwill. Understandingienderasideologyasa systemof
beliefsandbehavioumappedacrosghe bodiesof femalesandmales whichreinforcesa
socialstatusquc-is to appreciatehe continuedimelinessof Verfremdungseffektthe purpose
of whichis to denaturalisenddefamiliarisewhatideologymakesseemnormal,acceptable,
inescapable(Diamond,1988,p.83)

Brechtenvisagd thatanaudiencecanremainclearheadedndanalytictowardsthe
character'socialandpolitical positionwhenpresenteavith this form of pointedor mannered
acting.For Diamond,this encompassee potentialfor feministtheoly andpraxis Thisis
why Gestushecame significantelemenin my work. Brechtconsiderghatanaudience
would relatethis experiencef eventsto circumstances theirown lives. Thetheatrical
spaceherebyextendsbeyondthe boundarie®f theatre to arealmof lived experienceHe

talks of this asthe social'Gest.'

Brechtdescribessestudn notingthatii T Hirst conditionof the a-effectis thatthe
actormustinvestwhathe hasto showwith adefinite estéofs h o w (Bneght[1964]
2013,p.136).In instancesvhereBrechtengagesvith Gestus,JudithButler engagesvith
conceptof linguistic 're-stagingVia hertheoryof performativity.In the caseof Gaslighting
(2015) performativityprovidesa strategicextensiorof thev-effekt. Thisis evidencedn the
relationshipwith anaudienceo subjectivity.In writings suchasExcitableSpeec{2003),

Butlerintroducegheideaof Ge-performing&hedself. 6
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Re-contextualisinghe law-prohibition,in this caseoccasions reversalin whichthe
sexualityprohibitedbecomeghe sexualityproducedThediscursiveoccasiorfor a
prohibition-renunciationjnter- diction, confessiorbecomepreciselythe newincitementto
sexuality,anincitementto discourseaswell. Thatdiscoursetself proliferatesastherepeated
enunciatiorof the prohibitive law suggestshatits productivepowerdependsiponits break
with anoriginatingcontextandintention,andthatits recirculationis notwithin the control of

anygivensubject,(Butler,2003,p. 95)

By re-performinghatespeechandrecontextualisingt throughthatperformancethe
utteranceébecomesesistanto its original contextandusage The performancealsodraws
attentionto its original usein a Gesticmannersothereis the potentialfor commonality
betweerButler andBrechtin this context.Brechtdraws attentionto the socialandpolitical
arenawithin his useof GestusvhereaButler usesthe performancef languagego draw
attentionto its socialcontextandrepurposet asaresisantform. Theselfandgender
thereforebecometheir ironic counterparttherebyemphasisinghe extentto which genderis

performedyatherthanbeingan essentialistoncept.

Throughthe characteof Bella, theliteral re-performancef my own experiencesvas
away to emphasis¢he extentto which gendelis performed| usedclichéd or mannered
gesturesvithin thefilm Gaslighting(2015)to underlinethe contingentconstructiorof
gender.This methodincludesusingso-calleddemininedgesturessuchashair-brushingand
preeningwhich createanironic differencebetweenwhatis traditionallythoughtof as
feminineandthe notionof a multiplicitous constructiorof gender.The goreeningd
movements performwithin thefilm (suchasbrushingmy hair in the mirror) form anironic
visuallanguageanallegoryof the 'feminine! Theemphasisandrepetitionof thesegestures
aredonein Butler'sspirit of anironic critical stanceon languagewith Butler repurposing

linguistic devicesto give themanironic or critical distance.

My ironic performances designedo makethe languagesndstructureof thatwhich
is perceivedo beselfevident,resuling in theformationof a moreradicalsubjectivitythat
reflectsButler'sanalysisof therepurposingf hatespeechThisidearegardingthe

constructiorof gendelis notsomethingBrechtencountersn his work. As such my ironic
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distancingis amoveawayfrom BrechtianstrategyandtowardsButler'sideasof
performativity.Brechtarguedthatactorscandemonstratéhear innerworld by showingthe
socialforcesactinguponthem. This dynamicindicatesthe essentialishatureof his thought.
His attitudeto the constructiorof subjectivityis problematicn the contextof recent
discoveriesn thefield, insofarashe assumes binarydivision betweera character'snner

subjectiveworld anda separatexternalworld.

In this way, binary thoughtdoesnot fit with morerecentconception®f subjectivity,
suchas thoseespousedby Butler. In contrasto Brecht,JudithButler addsa nonressentialist
dimensionto theideaof performingthe subjective Sheintroduceshe conceptiorthatwe
‘perform’ourselvesandthatthewholeideaof the selfis contingentatherthanfixed.
ThroughButler'sideasof subjectivity,| extenad Brechtiantechniquesn my approactto
Gaslighting(2015).Thedecisionto usemyselfasa performermwithin thefilm wasusedto
emphasiseny interventionasanartist. Thisis botha familiar strategywithin recentstaged
photographyanda Brechtianmethod.For example the stagedohotographycreatedoy Jeff
Wall in imagessuchasPicturefor Women1979)usesthis techniqueln Picture for Women
(1979)Wall demonstratebimselfasthe'creata’ of the scenereflecing a postmodern

demandor theinterventionby theartistin thescene.

Wall's interventionreflectsuponthe concepof the 'malegaze’andthe subjectivity of
women,suchasthatdiscussedy LauraMulvey in VisualPleasureand Narrative Cinema
(1975).In this text, Mulvey describesvomenasf thelookdof the masculinegaze(or form

of objectificatior) within Hollywood melodrama:

In aworld orderedby sexualimbalancepleasurén looking hasbeensplit between
active/maleandpassive/femalel he determiningmalegazeprojectsits phantasyntothe
femalefigure whichis styledaccordingly.In their traditionalexhibitionistrole womenare
simultaneouslyookedat anddisplayedwith theirappearanceodedfor strongvisualand
eroticimpactsothattheycanbe saidto connoteto-be-lookedatn e s s éplebeac®f
womanis anindispensablelementof spectaclen normalnarrativefiim, yethervisual
presencéendsto work againsthe developmenof a storyline,to freezethe flow of actionin

momentf eroticcontemplation(Mulvey, 1975,p.62)
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| consideredMu | v dgmonstrationsf this theoryand,therebyaskedhow ironically
emphasisin@r disruptingthis dynamiccouldaddto, or moveawayfrom, Brechtianforms of
critical method.As Jeff Wall did in Picturefor Women(1979),I usemyselfasan'actor'in
Gaslighting(2015)to reflecton the statusof documentarystyle photographyasa supposed
bearerof truth. My performancdecomes methodto underminethe statusof documentary
style photographyasa strategyof norrintervention morerecentconception®f critical
photographydentify therole of theartists influenceoverthe sceneheyaredepicting.This
interventionis madeevidentin orderto pointto the constructedatureof all forms of
photographyPaul Strandspeakof the 'objectivity’ of modernisformsof photographyas
fibeingits greatesstrengthbutalso,its| i mi t (8ttand@998)p.9).

Figure 23: Still from Gaslighting 2015), Alice Evans

Like Jeff Wallés Picturefor Women(1979)andMulvey andWo | | #m Riddlesof the
Sphinx(1977) | alsoemploya mirror within Gaslighting(2015)to createa screerwithin a
screenThis techniquerespondgo Lacanianideasconcerninghe constructiorof
subjectivity, anacknowledgementf the creationandenforcemenof particularnotionsof
'selfhood.By usinga mirror within thefilm in thisway, | acknowledgeéhe constructed

natureof the self, demonstratingheideologicalandsocietalpressuren theindividual to
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conformto particularnotionsof selfhood.Thesesubjectpositionsincludefixed ideasof

genderandsexuality or eventherestrictionsmposedoy societywhenpresentingheselfas
neurodivergent.

Figure 24: Still fromRiddles of the Sphinx (197 Rjullen and Wollen, BFI.

As acritical device,theemploymenbf a mirror pointsout how ideasconcerningsubjectivity
might be changedo incorporatenew possibilitiesandlessrestrictivedimensiondo the
constructiorof subjectivitythanthe procesf binary'othering'allows. Theuseof the mirror
within thefilm draws attentionto the mediumof film.
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Figure 25:Still fromRiddles of the Sphinx (197 ®ullen and Wollen, BFI.

An interestingcomparisorcanbe madebetweenGaslightingandMu | v &@ly Riddlesof
the Sphinxwhich shemadewith PeterWollenin 1977.Riddlesof the Sphinxcontainsa
numberof Brechtiantechniquesasdemonstrateeh thestill from thefilm above Mulvey
usesmirrorsto revealthe constructiorof the setitself.
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Figure 26: Still from Le Mepris(1963), Jean La Godard, Canal +

Thisrevealingof setandcameravasusedin JeanLuc Go d a LedMépsis to similar effect.
However,theopeningscenen Le Mépris (1963)deconstructshefilmic processLe Mépris
(1963)appeargo drawattentionto the mediumof film butdoesnotachievethe degreeof
reflectionon subjectivitythatMulvey instills. Riddlesof the Sphinx(1977)demonstratethe
procesdy which fil m is brokendownto fine detail. For example the scene®f olderfootage,
foundfootageof the Sphinxitself (seeabove)areaccompaniedyy cracklingsoundtrack
drawingattentionto the very materialityof thefilm stockitself. This introducegheindexical
natureof film asa mediumandthis, in turn could be consideredo reflecton the artificially
constructedhatureof femininity. This wassomethind admiredgreatlyaboutthe piece,and

which alsostruckme asfundamentallyBrechtian.

GriseldaPolloc k ma@nograplScreeninghe Seventiessexualityandrepresentation
in feministpractice(2003)wasalsoof greatinterestto my researchnto the Brechtian

influenceon feministfilmmaking practicesin this text, Pollockdescribe® r e cihflietce
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ove feministpractitionersincludingMary Kelly, Lucy Lippard, Mitra Tabrizan,Yves
Lomax andMarie Yates Mary K e | Iwgrldfesaturescentrallyin P o | | disclsgiosof
feministBrechtianPractice Although oftenplacedin relationto psychoanalyti¢cheay,

Ke | lwgrlisseenby Pollockasbeingjustascloselyalignedto thecritique presenin the

conditionsof its productioni andis therebyBrechtian

[PostPartumDocumentneedgo beplacedwithinitsownh i s t Thisigin rélationto
Ke |l 119701972work, the nightcleanersvhich demonstratedia thearchivalmedium
fi F avomen,work waswhathappenedroundthe deadtime of paidemplomentijt hadno

limits andtherewasno realdivision betweerlabourandleisure.(Pollock,2003,p.230)

For Pollock, PostPartumDocumenthen,like Night Cleanersof 19701972,wasalso
informedby Brecht despiteoftenbeinganalysedn a Lacanianmannerby othercritics
(Pollock,2003):

Therepresentationaltrategiesvereinformedby the Brechtianusesof montageext, objects
in asequencef sectionsvhichactivelyinventthe spectatoassomeonavhowill engage,
rememberreflectandreconstitutehe tracesof the motherandchild whichis the documents
ma t e (Pollack,2003,p.231)

B r e citedisbeavilyinfluencedmanyfeministartistsof the 1970sand1980s.This enabled
themto make visible the structuresandpolitics of representatioandthe subjugatiorof
womenthatdominategatriarchakocietiesThroughP o | | essaywesanthereforesee
thecontemporaryelevanceof Brechtfor thefeministartistsof the 1970sand1980sthat

continuegoday.

Distancedrom the passiveconsumptiorof ideologicalcategoryof the naturalmotheror the

voyeuristicexploitationof anautobiographicahccountof onew o ma expesienceasa
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motherthe spectatois offereda quite newunderstanding@f the intersectiorbetweernhe
socialorganisatiorof domestidabouron the onehand,andon the other,the consolidatiorof

femininity asprescribedvithin a patriarchakystem(Pollock,2003p.233)

Pollockfollowed this by emphasisindd r e c dorttirduisgrelevanceo whatwas,atthetime,
currentpracticein claimingthatii f that sectionof British feministart practiceswhich |
havediscusseda Brechtianinput hasprovedvital andp r o d u ¢Rolloak,2003267).
Pollockis alsointerestedn artistslike Sylvia Harvey,whomshesaysre-statesi &rechtfor
the8 0 arsadimely fashion.(Pollock,2003,p267).For Pollock,Brechtianfeministpractices

remainurgent:

Postmodernismpostfeminism,all, we aretold, is retro,passéno longerrelevant
But thechangedor whichthew 0 m e madvemenstruggleshavenotcome

a b out éiWBrethdanmodernisnof the 1970sis beingtransformedactically
asit mustby the conditionsanddebate®f the 1980s,its theoreticalandpractical
contributionsfor a political art practiceremaina valid andnecessargomponentor

thecontemporaryy o0 m e artimevement(Pollock,2003pp.267-268)

For Pollock Brechtcontinuego berelevantasarouteto critical practice andit is for this
reasorthatmy attemptgo updateBrechtagainfor the 215 Centuryseenrelevantto feminist
practice Theuseof mirrorswithin my ownwork functionsasa Brechtiantechniqueone
discusseavithin his writings on stagedesigntheories.The mirror allowsthe 'backstagedf
thefilmic procesdo beshown sothateventsoff-cameraarereveaédwithinit. In
incorporatingthis asa Brechtianv-effekt, | makethefilm's narrativeandsoundseem
discontinuour disjointed.This procesformedaresistancéo traditional Aristotelian
narrativestrategyand,at the sametime, undermine theideathatnarrativeshouldbefixed

andformulaic.

Theuseof the mirror allowsfor ruptureor disruptionto thefilm's actionwhenthe
actorwho s providing the malecharacter'soice piercesthefilm's continuity by appearing,

seeminglyunintentiorally, within the sceneThis voiceinterruptsthe diegeticflow of the
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soundtrackmakingthefilm disjointedor discontinuousFor Brecht,a narrativethatflows
continuouslyfrom beginningto middleandendpreventsanaudiencdrom beingcritical;
theybecomepartof whathetermsthe culinary.In termsof subjectivity,Brecht'sapproacho
filmic structureenablesusto doubtre-assuringharrativeghatreinforceexistingsocial
relationsor subjectivepositions,in termsof binary notionsof the self. Instead he expo®s
how narrativesareconstructedoftenthroughsocialbias Narrativestructureandbiasare
underminedvithin Gaslighting(2015)andproducesa moreempoweringeritical corstruction

of subjectivity.

To summariseusingmyselfasa performerwithin Gaslighting(2015)is anon
Brechtianstrategy Usingtheselfin thefilm is adifferentprocesdo thev-effekt of Gestusas
expressedh Brecht'sfoundationaideas.Thetechniqueacknowledgeboththe mediumasa
constructedorm (like Brecht) andpointsto my interventionoverit. Thesemethods
acknowledgehe constructedatureof feminineidentity andmaketheseevidentto the
viewer.In the processof performingthe self within afilm, intersectionalityis demonstrated.
Theintersectioml is a newapproacho thev-effekt, which couldbe appliedaspartof a

toolkit for otherartiststo use

Brechtiandualismimpliesthatonecanunderstandheinnerworld by demonstrating
Gestusandby implication,suggestinghattheinnerworld canberepresentethroughthe
externalworld actinguponit. This dualistnotionis overtakerby the conceptsassociatedvith
performativity.As such theseincorporationf Butleriannotionsof a contestedite of
performedgendemwithin my film indicatethatnewvariationson the v-effekt canemerge.
Theseexperimentglemonstrat¢éhat Brechtianv-effektssuchasGest,setdesign,and
narrativedisruptioncanbecomere-invigoratedfor a newerawithin film, particularlyin the

contextof Butlerianideasof subjectivity.

Thediscoverieproducedn Gaslighting(2015),suggestedhatoneway to exit
throughandfrom theformal useof Brechtiantechniquesvasvia Butlerianideasof
subjectivity.l wasalsoremindedthroughpracticethatB r e ctedinigseswverenotusedin
isolationbutformedpartof abroadrangeof strategieshatcontributedto the epictheatre.
This discoveryled to a newroutetowardsunderstandin@®recht. This, in turn, indicatedthe
possibility of incorporatingananalysisof how Brechtusesnarrativetechniquesn his work,
which contrastto moretraditionalstructuresof drama.l thusneededo expandmy initial

investigationby makinganotheffilm.
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In thedisjointedapproactto narrativein Gaslightingandits divergencean approactto
subjectivityfrom thatof Brecht,| haddiscoveredhatanothempossibleform of ‘exit' from the
formal useof Brecht'stheoriesmight emergehroughareflectionon narrativestrategyitself.

| movedontochapter4 (Exit 2), to developmy nex film, LettersHome(2016). Here,l would
examinethe useof alternativenarrativestrategiegprovidedby the epistolaryform (i.e., letter

writing), asanothercritical éexitothroughandfrom Brecht.
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Chapter 4
Film 2: Letters Home(2016)
Brecht and the Epistolary Form

Production Diary : Letters Home

Letters Homg2016) was made shortly aft&aslighting(2015). | went to Wales to make it,
as | needed to concentrate on my work. This demanded time away from London. By this
point | had (somewhat serendipitously) also met actor Julian Firth at a cafe ira8diveas
keen to work with him on something related to this project. He was interested in experimental
filmmaking and wanted to do unusual projects outside of his existing in theatre, film
and radio. We discussed Derek Jarman while drinking tea and coffee.

Gaslightinghad demanded that | spend time looking again at ways in which | could
use Brechtian techniques in a contemporary context. Making the film at thisspeait
helped me understand that there were several ways of considering Brecht: there was no such
thing as a singular Brechtian traditi@nd histechniques had evolved throughout his career
as he experimented with different ways of engendering pdldéaasciousness in an
audience. Reading Br echt 06 sanaysiagexs,suctsadlei ng hi s
Messingkauf Dialogueslso helped convince me of the variety of approaches that Brecht had
taken.The Messingkauf Dialogugsovided me with iesight into how Brecht had changed his
strategies over time. His work was not some fixed model, likeaad | ed o6f ai t hf ul 6
of a Shakespeare play. Instead, each debate which takes place in the play starts a new
discussion, so that the piece pragpes towards a greater understanding for Brecht and his
audiencé an understanding of how they might be provoked through practice to change their
individual lives and, in turn, society at large. This realisation raised the question as to how a
contemporay Brechtian artwork might be created. | began to ponder whether this progressive
method could also be a way to understand film making practice, with each film in turn
providing a new approach towards other filmmaking strategies.

Taking inspiration fromBreht 6 s use of props and banner s
on stage, | began to look for an equivalence that I could realise in my work. Working with

Julian, I had become increasingly interested in a collection of old letters | had found at my
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Gr e at s hausenin Wales. Reading them gave me an insight into, and curiosity about, the
lives led by my own family and others a hundred years before. | was particularly excited to
find letters from my uncle Selwyn, who | had met in the 1980s when | was a cHiMirs

like myself, was diagnosed of Schizophrenia (albeit in his old age). However, the letters | had
found were compelling and exciting. He talked about going to the cinema and the life he had
led in Wales before his iliness. | wondered if | could usseétfamily letters within a film in

pl ace of Brechtds props or banner s. I unders
different effects, so | began planning a film that incorporated this archive to see if the
epistolary form could add anything nesvry understanding of Brecht in an artistic context.
Rather than using banners and placards within filmmaking, as Brecht did within theatre, |
pondered whether the physical appearance of letters had a similar disruptive effect: if the use
of letters couldchelp me comprehend the relationship between Brechtiafiekt and

Epistolary Form. Could letters be used as a way to explore new ways of provoking political

consciousness, in a similar way to how Brecht had used props and banners?

| foundarecordingof my grandatherdescribingnightexercise®n a nearby
mountainduring World War 2 in anotherfamily archive.lt wasvery cracklyandpoorly
recordedwhich alreadygaveit a distancingguality. Julianandl re-recordeda clearversion
in which Julianborrowedmy grandatheits words.| could not decidewhich versionwas
moreinteresting sol askedJulianto mimeto theoriginal tape.We tried bothmethodsand
discoverechway of filming whereJ u | iparfortn@ncdrecordedoy filming outsidethe
housebackthroughthewindows couldbeusedwith any combinationof words.This way of
filming hid thefactthathewasmiming.| alsoenquiredf the physicaldistancerom his
performanceouldbeusefulin applyingany combinationof words This techniquewasan
excitingphenomenonNo longermiming (dueto the distancegrom the camerg, the
performancéecamenon-specific. This methodbecamenextensiorof thedisjuncturethatl|

hadfoundsocompellingin my earlierfilm Gaslighting

Whenl gotbackto London,l wanderedhroughthe NationalGalleryfor a coupleof
days.My trip aroundthe gallerywasa somewhatvelcomedistraction but alsoled to some
newthoughtson waysthatletterscould be usedto critical effect.| took picturesof all the
paintingswith lettersfeaturedn them building up a substantiatollectionof images| was
surprisedoy the numberof paintingsthatusedlettersin them.| thoughtaboutNorman

B r y s lbook&daokingat the Overlooked1991).1 consideredrysorts analysisof still life,
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andhow hebelievedthatthe demotionof still-life to a so-calledlessercategoryof painting
functionedto dismisswomenandwomenartists.Eachof the picturesl hadviewedin the
galleryfeaturedatiny, detaileddepidion of aletter. The peopledepictedwereall important
men andthe paintingsscarcelyfeaturedwomen.

ThinkingofJ u | iperformancegain,| wonderedvhatwould happenif | asked
him, at anothempoint, to readmy original words It seemedmportantto considerthe
significanceof a manreadingawomarés words in thelight of concernsaroundfeminist
subjectivity.Washe speakingmy words,or was| writing themfor him to perform?In
preparatiorfor makingLettersHome | spentsometime aheadf the production
experimentingvith Julianashereadothertexts| hadwritten. Throughthis processl
discoveredhattherewassomethingn the original form of letterwriting thathada direct
link to its author letterwriting is oftenreferredto asindexcal, dependingupaon a physical
handon a page that,in turn, connectswvith the persornreceivinga letter. The epistolaryform
thusseened appealingo thosewho wish to write fiction with theimpressiorof realism asit

doesnot requirethe presencef anomniscientarrator.

An equivalencedo letterwriting would belight makingmarks on photographigaper.
Thisled meto considerB a r t rbflectodisontheindexicalandthe punctum.Theseideas
helpedmealsounderstandhow somecontemporaryvorksareindebtedto B a r t rhadisgd
of Brechtini Di d BrecbtandE i s e n @374 In thig text, herefersto distanciation
overtheVerfremdungseffekt. consideeda contradictionin theway in which letters
appearedn film andothermedia.l sawthattherealismaffordedto theletterwithin thefilm
couldpresenthereverseof therealismeffect of the epistolarynovel.l askedwhetherthe
presencef writing films in theform of thelettercreate a stepof removalfrom filmic
realismandqueriedif thiswassomething couldincorporateasa critical method Could this
enablea newapproacho Brechtwithin art?To presentletterwithin afilm, thewriter must
maketheletteritself visibly evidentwithin the contextof thefilm: theymustrely on other
strategiessuchasvoiceover.Therewasthusuncertaintyoverwhetherbothfilmic
approachesandthe subsequentealismaffordedthe medium could be automatically
epistolaryin somecase i or if, dternatvely, thedepictionof the physicallettersin thefilm
couldprovidearemovalfrom identificationwith emotiveor catharticeventsin asimilar way

toB r e cambitiosfor epic theatre
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| becamanterestedn novelsandshortstorieswrittenin the epistolaryform. These
includedHelenHamp® 84, CharingCrossRd JoseplC o n r drilér WesterrEyes and
Austerlitzby W.G. Sebald Alongsidethesel considerediterary theoriesof theletter,
includingLindaF.K a u f f Secadslivery: EpistolaryModesin ModernFiction and
PaulC o b | mondgsapNarrative | alsoreadSimonG a r f iTethetdleterandHamid
Na f i AnAdcentedCinema

Throughmy analysisof theletterwithin afilm, | felt that,ratherthanusingtheletter
asaway to getcloserto theviewer,| coulduseit asaway to distanceghem.| borrowed
dialoguel hadrecordedf my uncleanda seriesof letterssenthomeduring the First World
War. LettersHomewasthusbasedon lettersi but alongsideits epistolaryform, | envisaged
producingthefilm asaway to explorehow narrativemight moveawayfrom Aristotelian
narrativemethod. In writing my initial plans,l soughtto try to understandiow anunreliable
narratorcould beusedto createBrechtianeffects.This Brechtianinfluenceled to my
designinga narrativethatresistedhe structuresof a traditionalstory arc. To achievethis, |
studiedAristotled Boetics which, showedmehow dramais moretraditionally designedo
unfold throughconflicts at differentstagesleadingto aninevitablecatharsisandresolution.
This contrastedrividly with B r e cebit tideatre.

In thefilm structured wasdeveloping| sawparallelswith playssuchasArthur
Mi | | Deathdfs Salesmaywhich challengd formsof theatrethatpromotethe American
Dream.Observingalink betweentraditionalstructuresf storytellingandthe promotionof
capitalistmodesof production,| beganto askhow Brechtdid thisdifferently. Br e c ht 0 s
methodsoughtto breakthe progressiorof a narrativeby usingdisruptivetechniques,
includingthe historicizationof story,anopenratherthanclosedresolution,songs,and
bannerghatinterruptdthe action. Thesecombinedo preventwhatBrechthadconsidered
thequick absorptiorpresentin the narrative andinsteadweredesignedo generateeflexive

capacityin anaudience



Dogville and the Epistolary Form

In this section | will return to the filogville from a different perspectivély previous

film Gaslighting(2015) had reflected on aspects of contemporary subjectivity developed
since Brechs eraln Brechts relationship to audmee subjectivity, as produced by
revelatory elements of theeffekt, it was evident that a significant aspect of his critical
technigque was created through what he describes a&ngintelianmethods This was the
aspect of the-effekt which dealt witmarrative strategiesyhich disrupted the conventional

flow of events on stage

A beginning is that which does not itself follow anything by causal necessity, but after which
something naturally is or comes to be. An end, on the contrary, is thativgeicmaturally
follows some other thing, either by necessity, or as a rule, but has nothing following it. A
middle is that which follows something as some other thing follows it. Therefore,-a well
constructed plot must neither begin nor end haphazautlydnform to these principles.
(Aristotle [c.335] (2013Poetics(Ed.) Anthony Kenny, p.12).

First, it is necessary to have a working definition of what is meant by Aristotelian narrative.
Aristotle above enlarges upon the ideachfracter as destirwithin a narrativethis has

become a fundamental of European storytelling technique, oppgsled myth, legend or

fairy tale, where the character is not the prime influencer in the dramatic action. Ar i st ot | €
definition, a stricture gives an arc based on the protagémistlividual character traits

(Gragicdor ccomid). This structure stresses the idea of the universalifijlohan natur@and

illuminates theconcept of a society constructing subjectivities and opportunifieseover,

this charactebased form, in European/Western literature (and later, film), use&tbiso

tell a structured story of beginning, middle, and,efidded in various actsand told through

a protagonist with a unitary sense of identity.

A6 & gi c isfdeseribbed in Aristotlis poetics is translated from the Greek
OHamar ti a. 0 eXdisineachArisgotgliacharcteso define their destinyAs
described by Aristotlghis is a process in all forms of tragic drama. Tragic fleeasure in
S o0 p h oQ@eHipus Rex [c.329hNnd alsdis character Creon iAntigone [c.441] This form
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of character building is also present in the drama of Béechtn era, plays which Brecht
regarded character development as culinary. Bieeigw d how charactes should be built
differed fromAristoteliantheatre practice$Vhen Brecht talks about the idea of character as
destiny, he talks about it primariiy terms of itseffect on an audiencbow an audience is
misledand subsumed by the impaxdtthis narrative structure. This is exemplified in the way

he refers to the difference between epic and dramatic theatrbichhes t at es t hat Op

withinAr i st otelian style dramatic theatre Al mpl
(Brecht, [1964] (2013)p.37) n cont r eEpitTheBt eehusd8es Onarratiyv
tothsas it fAturns the spectator into an obseryv

[1964] (2013) p.37). With this differentiation, Breassers the need for theatre to prevent
the characteasdestiny mode of narratiygo that an audience retains their ability to
understand and rationally criticise how the charaasstestinymodelfunctions to keep them
subdued and unaware of social ineqyalitan audience is absorbed in a sttirgt

implicates them and carries them along witharrative Brechtbelievesthat they lose their

capacity for rational and cletweaded critique.

Aristotelian methodsalso relate to the protagor@sicharacter assingular and causal
influence within a narrativand the effect this has on an audience. Breehéved that this
led to audiences becoming lostdine Culinangrather than becoming aware, challenged, or
awakened. Indeedyuchcontemporaryollywood scriptwriting createempathy from the
audience twvardsthe protagonistreating a sense dbstosef in the viewer, a process of
dissolving into the protagosit . Burgngfha r6 st he fAseparation of t*h
[1964] (2013) p.37). of théee challengeghis effect by dividing elements of opera into their
constituent parts, it is easier for the work to perform a function which is resistant to the status
quo.Similar to the reception of some conventional Hollywood filne, Wagnerian
Gestarkunstwerk(an example he usgsntegrates all elements of its form aheéreby makes

it almost impossible for an audience to take a critical stancarttsthe narrative created:

The integration is a muddle, so long as the arts are supposedtblbes e dd t oget her ,
various elements will be equally degraded, and each will act as a mere feed to the rest. The
process of fusion is extended to the spectator too, who gets thrown into the melting pot too

and becomes a passive, (suffering) part ofdked tvork of art. (Brecht, [1964] (2013) p.37)
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For Brecht, this type of causal drive allows an audience to be drawn into theustargre

of their circumstances and the social and political causes of ineqtiadittheatre calls for a

different audience dynamic from traditional forms of realism at the tiatleer thartheatre

in whichthe audience becomes the protagonist and expesehe action as that protagonist

(the Culinary). Brecht rejects this strategy entirely c | a i mhe esgenttaliparttof Epit

Theatre is perhaps that it appeals less to the feelings than to the sfgectaswn. Instead of

sharing an experience, tepectator must come to grips with thingBrecht, [1964] 2013,

p.23).Br e c ht 0 s isdialecticalimetiod is summarised by WilletBrecht on

Theatre(Willett, [1964] (2013))fi Because empathy depends on il |l
epic methodsfathe 1920s as something more than new narrative aids; they become means of
breaking the magic spell, of jerking the spectator out of his torpor and making him use his
critical senseo (Willett, [1964] 2013, p.17)

As discussed previously in thetroduction to this thesisLars Von Trier is a
confessed BrechtiaMany of theBrechtian formal techniqueseenthroughout his film
Doguville (2003)wereused by Brechthimselfwithin his plays and performances. The overall
visual effect oDogvilleis distinctly eminiscent of Breclkis WorkbooksOne of these
Workbooksor Model books wsproduced to accompany his Production3 loé Caucasian
Chalk Circle

Brechtds Workbooks or Model books were a
designed to serve asodels for his practice for other theatre practitiongesised by Brecht
to accompanis productions. They contained images from the produc®well as
detailed discussiorns his methods. Ténbelowimages from The Caucasian Chalk Circlgre
similar in style to elements ddogville. This is particularly evident in the way the sebuslt
so that it reveals its own method of construction Trier uses a@rawnmapof the town

settingrather than using a conventionally realist method of set design.
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Figure 27:Bertolt Brecht:Modelbook for The Caucasian Chalk Circle
A Model Book for The Caucasian Chalk Circle / Der kaukasische Kreidekreis.
[N.p.], [N.d].
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Figure28Von Trier, Dir. Stills fromDogville (2003) showing the set which reveals its own
construction in a similar fashion to Brechtds

The lighting and costume presented within Von Tadilm are sepidinted, as ifthey are

aged or faded photographs. Ttage$the productioras well It is unclear whether this
contributes to a historicised narrative, as Brecht experimented with in the 1950s with plays
such ad.ife of Galileo(1950) or if it merely adds a nostalgie romanticised dimension to

the production. Brechised the character of Galileo to talk about contemporary themes of
McCarthyism in the guise of historical or period drahiding its direct contemporary
reference as this would have been politicallyrdgerous for him at the tim&he historical
reference tahe DepressioreraUnited Statesn Dogville could be considereas aparallel to
Brechts historicised playalileo, discussingontemporary America through the guise of the
depression erddowever,given a context where so many other films feel free to made

directcommentary on contemporary US politics, thasild be considered doubtful.
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The set oDogville has beeifrequentlydiscussed by critics and film reviewers as
being distinctly Brechtia. Willett describes this effect iB r e cwotk assiacting as a
continual reminder to the audience that the scene designer has built a setting; what he sees is
presented differently from the world outside the thegidillett, [1964] 2013, p.232)t is
clear from the revelatory strategies witlidogville that laying bare the device of the set and
the actors is a strategy borrowed from Brégltheatre. Willett describdkis as an element of
epic theatrén emphasising the importancefiifagmentary mps, sets, and costunaes
(Willett, [1964, 2013 p.173). Stills fronDogville are almost indistinguishable frofhe
Caucasian Chalk Circl®/orkbook

The narrative strategy also bears reference to Brecht. Each short scene within
Dogville (2003), is sekcontained as a vignette and could stand alone rather than be a
traditional form ofprogressive narrative. Scenes are divided into sections with deliberate and
obvious chapter breaks. These breakscpi@any continuous narrative strategyillett in The
Theatre of Bertolt Brech{t986)d e s cr i bes t hese 0 lsomethingsbére i n epi
than narrative aids, they become ways of breaking the magic spell, of jerking the spectator
out of his torpor and njWileit [19659]1086), pulg2e hi s cr i
However,Dogville, while breaking the narrative, does not break with the method
characterisation typical of realist theabrefilm. The lead charactefom Edison Jr.is
portrayed with the character flaws of arrogaanda lack of selfawareness, which inflects
his decision making andads to the downfall of the whole village. It appears that this tragic

flaw in characte(rather than social circumstandeads to the disasters which occur.

Dogville divides chaptershtough voiceover narrative by actor John Hurt. Burt
voice is intertextually familiar from multipleoiceoverroles, public information broadcasts,

live theatreand film. This adds a form of distancing eeffekt akin to Brechs deployment

of the actoiCharles Laughtonl ohn Wi | | ett reports Charl es Lali
asked why he acted, he said fiBecause people
show them. o000 (Willett, [1964] (2013) pl64d4) T

ambitions for theatreas well In his description of epic theati@recht talks of the need to
6demonstr avheeedt be Bbmawn being is the object o
(2013) p37) This isopposed to dramatic theatie which, he suggesisit he human bei n
taken for grantedod (Brecht, [ 1964] (2013) p3
[1964] (2013) p37). Laughton seems to have appealed to Brecht due to his specific qualities
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of acting. Brecht also discussasw the rehearsal ajest was sometimes more important than

the translation of words themselvesthie following examplethe lack of understandirig

translation between German and Enghbgltween playwright and performg&nows that
Laughtondés per f or nwemranestdreirmpertast thah the contentroe s t s

words themselves.

The awkward circumstance that one translator knew no German and the other scarcely any
English compelled us, as can be seen, from the outset to use acting as our means of
translation. We wre forced to do what better equipped translators should do: to translate
gests. For language is theatrical in so far as it primarily expresses the mutual attitude of the
speakers. (Brecht, [1964] (2013) pp.1B55).

Charles Laughton wasgnificant in his collaboration for Brecht his style of acting, his
demonstration and his use of Gest. Laughton \&sassignificant collaboratom Galileo.
Even nowon recordings of the productipwe can se¢hatelements of his theatrical style

differ from bothcontemporary antistoricalnaturalistic Hollywood performance stgle

In his textMessingkauf Dialogues: An Editorial N@drecht remarks on his wishes
to fiaddress the audience directynd al so t o"Wallelmio | (i 6dje@idnte, 4[ 1
p.172). This discontinuous address is a similar process to that provided by \1biceover
in Dogville. Laughton, in his larger than life or Gestic styfgperformancebears similarities
toHur t 6 s ,emginecieg@ way to create sewareness in an audiericeemindng
them they are watching a performance and deminlishe 4" Wall separating the audience
from theaction on screen and in their lives outside. Brecht wanted the audience of his plays
tofeelandat as i f they coul dBrecht §1864]€2018)yp.3fH.be chang

Al ongsi de t he p rocdéocer, allsourd effectst apadtdront 6 s
occasional noliegetic intervals, are created on stage aadminglylive. Doors are
knocked, and fotsteps appear to be performed iiaedfoley artist who isoff camerabut
remains on set. Besides these obvious Brechtian references, there arecd&pmpisle
which borrow more directly from traditional Hollywood film and theaker example,tte

treatment of the female lead character played by Nicole Kidman could be considered anti

152



feminist. As with other Von Trier filmsuch a®Dancer in the DarK2000) orAntichrist
(2009) the female lead is humiliated within the narrativethis instanceshe isforced into

being a prostitute for the village and made to wear a cowbell round her neck.

Von Trierés strategy of extreme subjugation of the female lead within his films could
be considered both offensive andlighé His female characters drequently portrayed as
stereotyped victims, saints, or sinners. Shocking violence is inflicted upon theBogvite
IS no exception to this. There is reason to question why Vond depiction of women, is
much different in this respect to apglicedrama, where the dead bodythe centre of the
investigationis almost always a silenced wom&eing both anywhere and nowhgttee
generalisation oDogvilled setting universalises the theme of the fiamiechnique not
evident in the Brechtiastrategy. Brecht set his plays in various times and places, so that the
experiences could not be considered univetsadlhistorically contingenSeveral interviews

and articles discuss the Brechtian charact®&agjville. For exampleEmpireclaimsthat

Stylistically, the shadow of playwright Bertolt Brecht looms large over Dogville, and not just
because the story is inspired by his song lyric, Pirate Jenny. Von Trier approaches his latest
film like a Brecht play, adhering to the Gerndatheories imeartextbook fashion by always
emphasising the artifice and theatricality of the action.

(https://www.empireonline.com/movies/reviews/dogvilteview/ Accessed 12 02 21)

Similarly, Von Trierstates in a 200&uardianinterview with Stig Bjorkmart h @obgvilfe

is inspired by Brecht. One of the starting points was actually Pirate@esonyg in The
ThreepennyBj®yernsa.ndo and Von Trier I nterview
w o r Fhe Guardian 2" Jan 2004 (online) Date Accessed'March 2019
(https://www.theguardian.com/film/2004/jan/12/A Turkish review ofDogvilleis even
titled AfMmereca ~ | a BwWieRobvillé[yvon Trierleescapesthg t ha't
Hollywood clichésother directors depend on and paints a critical picture of America using a

Br echt i (®mmerek2Q04, ®.85)These reviews all point to the general understanding

of Von Trierds work being read as Brechtian.
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St Joan of the Stockyar{s9291931) is also set in tH2epression erand the
structure of the play takes the audience dowaraativepath n which a chance occurrence
takes thenin a certain directiojrather than suggesting universality. The contrasting
universality of Von Tr i ertiutardbgiofiDogvilie 008, s o evi
becomes a real dag the conclusion of thelffn, thereby bringing théunreal imaginar§of
the theatre into the domain of tereabworld of film for the audience. Thimay runcounter
to Brecht,@s tambiotadems the message for an auc
own lives In contrastBrechtian technique would necessitateating a conflict or the need
for disagreement among thadience. This iakin to a football match or a boxing ringhere

an audience disagrees and debates in the couusgadflingevents.

Moreover, the sepiaotour grade of Von Triés film evidences aapproactthat
historifies a contemporary issue (poverty and inequality in a capitalist society), and yet also
adds an element of romanticism or nostalgia to the film. This nostalgia acts as whimsy,
distancing tle audience from the real horror of the inequalities otepression era his
strategy is similar to the description of Wes Andeésarse of sepia tone rhe Grand
Budapest Hotg|2017)which isdescribedn Film Enquiryas afwashedout, milky aesthetic,
which ultimately gives a vintage, nostalgic feeling as if audiences are walking through a

fading memorg (Sampson, 2018, n.p.).

Although disjointed by the division into scenes or episatiesnarrative irbogville
is more Aristoteliarthroughits functioningas a mysteryarrative Although tension is
somewhat dispersed through its episodic structure, the narrative drive ramansy
towards a solutioto the mysteryln terms of the above descriptiontbe Poeticsof
Aristotle, Dogville is more traditionaln its approach teause and effet¢han it first appears.
The seemingly meaningless violenc®atvilleds conclusion results in a morality familiar
from Brechtplays such aSt Joan of the Stockyar@92331). However, in Brecla plays,
no characteemergess a hero or villaininsteadthey areportrayed as victims of larger
capitalist structures. The machinations of an extensive capitalist system are less prominent in
Doguville (2003). Even though the village is depicted as poorf, thel modakty is less
dependent on the failures cdpitalismmorethanit is onthe human or individual frailty of
characters themselves. The finger is pointed less at the system, and more at the individual.
This approach is allied tthe Aristoteliamotion of acharacterdriven protagonist (oa

Ghared protagon@twhen the role is shared out to various characters).
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With this in mind,l thereforeargue thatrather than taking the audience outibe
Culinarydinto an awakened realisation of the social context and historical background, Von
TrierGs strategies might do the opposite. Teeye tareinforce the myth of the individual as
thepredominantausal subject. This prevemisunderstanding that individisaare affected
by conditions occurring withialargersystem This approactputs aside the problematics of
gender and subjectivity that are also present in Von&@r@zuvre. Secondlyargue thathe
use of the sét although shocking/aiawakenin@in Brechés own timei can now be seen in
many contemporargculinaryddelights such as music videos, adverts, or the ironic breaking

of the fourth wall in comedy.

Von Trier&s narrative is also more Aristotelian than the disjointed nature of the scenes
may suggestt first glance. For examplehen we have tragic flaws in individuals in a
Gaturally occurrin@world of unexamined capitalism, we haeg root an Aristotelian
tragedy where th&aultdis thedragic flawdandnot the system the individualtisapped in
and contextualised byt is surprising that thase of so many Brechtian-&ffekt methodsan
produce a piece of work with profoundly ambiguous restliesrelationshipbetween
audience and narrative could be said to demonstrate that sisafiegn Brecht are not
dnherentlypable to produce the effect Brecht was striving(forawaken his audience for
social change Brechts aimwasnot formal aesthetics, but to fundamentally alter how an
audience would relate to a piece of work, and thgeghey would enter after seeing it. It
seems as though this continues to be a gap in knowledge in film making critique and theory.
Brechtian strategies have sometimes become ossified into formal techniques, against what

Brecht himself was seeking to ate with his writing and method.

The potential pitfalls of traightforwaréduse of Brechtian techniques are evidenced
in Von TrieGs film. It is fruitful to question the results of these strategies in terms of their
contemporary critical effect, andein context withinDogville. This leads to the question of
whether there is significant problem with using Brechtian techniques so directly in a
contemporary erat the very leastit requires us to ask if they have the same effect as they
may have done in Bredstown time, or whether newer techniques are needed tahave
equivalent impact today. Is Brecht, like aaled faithful rendition of a Shakespeare play,
seeminglyset n stone but wholly removed from the original social contextt does his

technique need adapting and changing for each subsequent era?



The Messingkauf Dialogu€$930s40s) wascreated aso advise anguide other
theatremakersaboutthe details oEpic Theatre at a timewhen Brecht was in exile and
trying to secure his legacy. They provide an insight into how Brecht had changed his
strategies over time artemonstratéhatEpic Theatravas not a fixed model or a mefrom
whichto pick planghat wouldlead toinstantd@e-culinarisatior Instead, each dfhe
Messingkauf Dialoguestarts a new discussion. The piece progresses towards a greater
understanding for Brecht and his audientbow they might be provoked to change their
individual lives and, inurn, society through artistic practicd he Messingkauf Dialogues
showBrecht advocating a more responsive use and development of strategies to counter the
Culinary, rather than commandments quickly followed and never chaBgetd methods
would no longer providehope of social awakeniniven the problems of using theaffekt
without adaptation for modern discoveries or subjectivities Cbegpterl), and the use ithe
culinary sphere having denatured théhe Messingkauf Dialogu¢$930s40s) andts
posited progressive methathy represera way to understand film making practite this
understanding, each film would provide a new approach towards other filmmaking strategies

to countertheculinary.

Robert Stam argues that a problem emergesfaithal aspects of critical methods if
they arereapplied in a contemporary context (Stam, 1992). Many of Beefirimal
techniques of reflexivity are not strictly or exclusively Brechtian and, can be used for various
reasons without the same critiedfect Stam comprehends just how widespread reflexive
techniques are in many ndrechtian literary and artistic wks, across a vasamgeof art
forms. This indicates that, as well as misinterpreting teffekt as suggested by Squiers
(2010), artists and writers may also be interpreting Brechtian techniques as solely reflexive
rather than the more complex and dymapolitical method Brecht intendedo use reflexive
technigues is not solely Brechtian. As evidence for this, Stam identifies many appearances of
reflexivity or @istanciatiomjthat emerged prior to Brecht, includifigredrich Schiller,
Cervantes, Rabais and Balzax(Stam, 1992, p.1). This shows that the techniques employed
by artists such as Von Triemay sometimede claimedasBrechtian butannotactually
producea reflexivity with the ambition or intention of Brechimself Reflexivity is
employa for many reasons and is not always Brechtian. Artists who areirgpBrecht as
an influence may even be using reflexivity in its earlier form, separate from Brechtian

politics. Stam describes the presence of reflexivity in film and literature as $ollow
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Reflexive strategies, while equally available in literature and film, have distinct materials to
work with in the two media. Literature is a purely verbal medium, while the unattainable text
of cinema is a multirack sensorial composite. Without logisight of the specificity of each
medium, our text will attempt to place literature and film, and literary criticism and film
criticism as discourse, ecriture; both are textual and intertextual; both can foreground their
constructed nature; and both catigt the active collaboration of their reader/spectator
(Stam, 1992, p.14)

Stanés work allows us to view literature and film as being of merit for the questions being
explored in this project. It has also been of great value in understanding tRivitgfie
cinema, which he explains as followd:hroughout this text, | have very broadly defined
reflexivity as the process by which texts, both literary and filmic, foreground their
production, their authorship, their textual influences, their recepiotmeir enunciatiom
(Stam, 1992, preface, p. xiifWhen considering Stais criteria of reflexivity, it appears that
casual acknowledgments of Bre@hinfluence over Von Trier may not necessarily be
specific enough to be Brechtian in action, evehéfytseem familiar to the formal techniques
put forward by Brecht in his writings. They could be seen as aestheiites, rather than

holding content obeing astrategy to break the audiegselream state.

One method that | sought to overcome this prolildmfill the gap in our knowledge
T was to look at what the use @pistolarypform could provide in terms of a néristotelian
arc.| pondered whethehe use of letters, with their ambiguous positiorntiee screermould
create a version of a Brechtian rAristotelian narrative strategy for the contemporary artist
As such the second attempt to exit from Brechtian formal strategies, thé délters Home
(2016), explores the epistolary form (letteiitimg), as a route to a contemporditgnmaking

method.

The epistolanstyleis a popular literary devicendhasbesnused for many and
varied purposes. The form became popul ar
novelPamelawhich was shortly followed in 1747 wiits tragic counterparClarissa In
some wayshe epistolary stylbas become archaic for contemguy writersandmay be
difficult to createin realist fictionasthe method often requires physical distance between
characters. This iglsochallenged by newatigital technologiespeople write letters less
frequently andthus the use détters couldalso seem slightly sentimental. Attempts have
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been used to engage with new technologiglsin this styleto variedlevels ofsuccess.

Texts which draw attenti on -illusionarylinea wr i t er 6s s
conventional novelnd yet can based within the epistolary form trealist effect. | was

particularly interested in the ways feminist flmmakers had employed the use of btters

well asthe act of reading and writing being used on sgrieegreat effect within their works.

| lookedat various artists who had used these techniques and analysed why the technique was

so prevalentMany experimental feminist filmmakers have explored the epistolary film.
IncludngAgnes WYared &0 ngs t helDT heramod eGumlpEr eder i c
Down the Streanil981) Bothbecamssignificant to thigroject

One Sings t h@970Dusésthe exihangesohlditérs and postcards
betweentwo central characters in a mudcal manner. This sense of multiple voices
engenders a sensetbhé multiple impacts on women of the feminist movemastwell aghe
multiplicity of women within it. Varda includes her own voice as narragding an
empathetic dimension to her mediatmfithe relationships between the two characters. The
film confronts politics of the time surrounding abortion &gand its contemporary relevance
is still evident such a style of working can be seen clearly in later feminist worlesfilfirh
e mp | ohome nmdéd a ma t whichr adds to yhé personal politiokthe piece.
Vardaods songs and the singing within the wor
themselvesuni ver sal i sing the speci fyetaisdinterrupfingt he c |
narrative flow so that the work is not received withinaiughtful reflection.

Figure29: StillfromOne Si ngs t hé&gn&tvVarday(19D/rp e s n ot
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Figure 30:Still from Gently Down the Strearfi981) Su FredrichVimeo

Su Fr ed e rGemthhObwn tie Strea$981) featursvery unconventionalepictions

of reading and writing. A section @ently down the Strea(@981)seeminglydescribes a

sexual encounter between two women using handwritten graphics on scresmpdly the
materiality of the film stock itself. The effect is jarrirand yetcomes across as mdrathful

than the sexualised imagery of women in conventional narrative films. The text is separated
on screen by each filmic plate. Poetic languageotliss into a visceral physical encounter

and the words become more separattuagent at one poirit seemingly describing the

experiencef orgasm.
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Figure 31: Still from Gently Down the Strearf1981) Su FredrichVimeo

In this way, he physicality ofove and sex is not removed or mediated for the audience. |

reflected again ohauraMu | v &iguél ®leasure and Narrative Cinenl975)and saw

that what Frederich had achieved was to break dowune fplsicloip®@o r(Mdulveyt i on s hi
1975, p204}hrough the use of written text to portray the physical and emotional encounter

of love and sex between women. Tphiscest hal | enges what Mul vey te
Sear-n e s(Mudvey, 1975, p203pf conventional representations of women on screen

melodramas, in turnhallengng the dynamics ofvhat Mulvey terms in her ess#tye Male

Gaze(Mulvey, 1975) The film breaks up the process of flmmaking, arepan encounter

for the viewer thais unfamiliarfrom conventional melodranand challenges the ready

absorption of narrative and image through the use of text within the frame.

My own attempto overcomete i ssues concerning convent.
problens with fill ing inthegap in our knowledge was to look at what the us@pistolary
form could provide in terms of a néristotelianarcAs wi t h Varda alnd Fred
explored thause of letters, Wich have ammbiguous position on the screémdoing this, |
sought tacreate a version of a Brechtian rAristotelian narrative stratedyr film practice.
This led to thesecond attempt to exit from Brechtian formal strategibe film Letters
Home(2016) explores the epistolary form (letter wrif) as a route to a contemporary
Brechtianmethod. Knowing that letters in films have been used to create many effects,

including the&ulinary 9l began planning a film that incorporated an archive of lethdys
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intention wago see if the epistolary for could, use the physical appearance of letters to
have a disruptive effeatather than using Von Triés direct borrowing of Brecht within
filmmaking. The intention was to discover if this coydcbvoke political consciousness in the
way Brecht had donasing props and banneBrechthadusedcommunication devices in the
form of thetelephonda very modern device at the tijran stage to achieve a similar effect.
This is described btheatre reviewer David Finkle (20023 follows:

The Jewish Wifeone of Bertolt Breclis most affecting works, is also one of his most
atypical. I16s not hardedged or fantastical or meant to be performed in the stylized
manner thaks come to be thouglof as Brechtian. It is, instead a piece of realistic

writing in which a Jewish woman named Judith Keith prepares to leave her husband and
homeland, having read the signs written on the wind and on the splintered windows.
During the opening scene, she bregga series of phone calls to friends and associates,
making light of her impending journey. Eventually, her Gentile husband arrives, and she
tests his reaction, knowing full well that, no matter what he says, he is sure to be
relieved that she is leavingFinkle, D, 2002, NP)

This potentiakexitdprovided by lettersvas alsaexplored through a reading of Linda F
Kauffmarts Special Delivery1992) and Hamid Nafidg An Accented Cinem@001), both

of whom discuss the use of the epistolary form astiearstrategy within film makingwWhat
remained unclear, however, was how tieisited to Brechés practice. Brecht had used many
methods to interrupt events on stage within the theiattkidingthe use of props and

banners. While | did not use propddranners, | began to investigate if including the written
word, incorporated onscreen, would function as a contemporeffgkt. This touched upon

both the rhetorical and temporal effects of letters within a film. In some cases, these effects
would havebeen methods which Brecht might have considered culinary in his own time. For
example, a love letter or a letter home from wartibwh of which areised within the film,

seem at odds with formal Brechtian method. This is because of the romantic or sdmewh
archaic association with lettersartontemporary momermtependent upodigital culture.

This anachronistic positioning of the letter in contemporary culture suggested that it might

function asa critical action.
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The use of the written word was alséormed by the consideration that coherent
identity can be considered a disabling fictibetters Homattempts to destabilise the idea of
the self in orderto show that what appeaisaturabis socially constructed. The letter used
was a genuine letter from an earlier generatfoman stationed in Macedonia in the First

World Wai) whichwas read out at the end of the film in a female voice.
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The effect of the female voice added extra displacement from traditional realist
narrative form, and yet, at the same timmphasised the age of the young soldias this
made it appeaas ifhis voice had not broken. The readprgcess thupresented itself as
displaced in terms of temporality and gender. This destabilisation was parta@ddeuse of
the lettersvhich aimed tademove the focus on a unitary protagarastd thus interruphe
narrative expectations of the view&he letter describes the landscape with awe, from a
person who has not seen this landscape before. The use of aGwewiaa emphasises the
displacement and alienation of the leldemuthor by destabilising thhegender identity.
Kauffman suggests i8pecial Deliveryways in whichletters in film can provide insights into
contemporary subjectivitiett. is worth considering whethéne displacement of the man
within an unfamiliar environmertanbe compared witthe experience of feminine identity,

reframed, and rereated by the performance of gender

Kauffmarts chapter on Barthes Special Deliverydiscusses similar ideaShe

describes the action of letter writing as follows:

Each attempt to go beyond the narratable, beyond logic, beyond totalising theories, beyond

the boundaries of gender and genre. Each stresses the performative aspects of language, using
amorous discourse to stage his speculations about love, literatute,iidery , di fference
Sometimes they nostalgically-nescribe the feminine stereotypes they mean to mock, but at

other points, they show what can be gained by destabilising the assumed relationships

between gender and identity (Kauffman, 1992, p.xv).

This dscussion clearly related tay earlier investigation into subjectivity within the film
Gaslighting but alsoappearedo represenan extension to il. asked if etter writing within

film mayproduce a critical method beyond that achieve@aslighting These strategies

may thusbheable to beapplied within film making to provide a contemporary Brechtian
approachAn investigation into the epistolary as a contested form of dialogue demanded an
analysis of the use of letters in other films and noviéiss influencedtherhetorical and
temporal effects of letters withlretters HomeExamples of some of the texts consulted
include Francois Truffad film Stolen Kisse§1968) andlhe Moonstonél868) by Wilkie
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Collins. Stolen Kissesdescribedather disnssively by theautelwrs At easi ng and p
(Truffaut on Cinema[1968], 2017, p.156), wdsdmed shortly after May 196&ndwas

interesting to me because it indied how the epistolary form could work to separate

elements of drama by geographical distainead yet also become reflective of the medium

itself. (Truffaut on Cinema2017, p.156)

The Moonstones one of the first detectiveovels in the English langga, first
published inthemagazin&All the Year Roundedited byCharles Dickenslt is said to have
been partly influenced in its literary style by Collins consuming opium to treat rheumatic
pain as Robert McCrum describé&€ ol | i ns 60 s 0 pits wasinth thebnartativéd, o u n d
and certainly contributed to the frisson tha
British Library Website, NR)it is this which particularly inspired me to read ivondered if
the influence of the various charactersdias narrators of the epistolary forparticularly
Miss Clack, the solicitor Matthew Bruff, and the opium addict Ezra Jenni@g#)ns plays
with ideas of unreliable narrators as a trope in itself, and different characters are portrayed in
different ketterwritersdwriting styles. | asked if thisras something which could inspire my
own work in contemporary circumstandageedmy final work,Echo Piano Lessof2019)
employed a variety of different forms of addrésathough it was less reliant oneth

epistolary form.

As demonstrated withi@aslightingand the literary works above, coherent identity
can be considered a disabling ficti@aslightingattempted to destabilise the idea of the self
to show that what appeafsaturabis instead sociallyanstructedThe role of the letter
within filmmaking could alsgprovide something more urgent in this reg&@é course, letters
inside a film can be used for both culinary and-nahnary purposes. The written word
itself, as featured in my filmgould both distance a viewer (in the classic Brechtian sense)
and also bring a degree of intimacy. Brecht would, at the time, have been compelled to reject
this intimacy as culinary. Trole of letter writing irLetters Homalso relates to more
recent uderstandings concerning the constructed nature of geantehow it is performed.
In this context thevomarts voice allowdor reflection on thisense otonstruction. Ithus

enables the personal quality of letter writing to become a political act.

Thestrategies attached to the epistolalgo highlight the importance of the medium
used When using writing on windows in one scene, | draw attention to the medium of film

itself in the use of the screen (in this case, a window). It can be argued thattises an
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intervention akin to a Brechtianaffekt in its original contextMy drawing on the window is
an acknowledgment of the presence of the cafbe@ning ameans oemphasisg the
constructed nature of the film making process. In this caségybeng of the written word
indexically across the screen provides an intervention akin to Bsacde of banners,

interrupting the action on stage and preventing narrative resolution, development, or closure.

More confessional moments, where convéosathappen between the actors in the
film, would perhapsnitially have beeronsidered as culinalyy Brecht On the other hand,
the showing of the backstage of the film can be viewed as a Brechtian stefteging the
machinery of the production andkenowledgng my own intervention over the film. At the
same time, these moments are not solely Brecldagthey show the performance and
narrative of those involved in the flmmaking in a more confessional way. In the light of
more recent understandingssubjectivity, where personal life is considered a stsmgce
for political action this use of letters is not necessarily as reactionary as they might have

appeared to Brecht.

Alongside Kauffman s w evasknformed by Hamid Nafidg text An Accerted
Cinema whichanalyseghe process of letter writing asveeans oexpressig the challenges
associated with posiolonial diasporic flmmaking. For critic Terry Rowden, an accented

cinema is achieved because

it does not conform to thelassical Hollywood style the national cinema of any particular
country, the style of any particular film movement of any film author, the accented style is
influenced by them all, and it signifies upon them and criticises them. By its artisanal and
colledive mode of production, its subversions of the conventions of storytelling and spectator
positioning, its critical juxtgpositioning of different worlds, languages and cultures and its
aesthetics of imperfection and smallness, it critiques the domimeaemhai It is also highly

political because politics infuses it from inception to reception. For these reasons, accented
cinema is, not only a minority cinema, but also, a minor cinéR@awden, T Situating

Accented Cinem&006, p121)

Reading Naficy and &vden led me toiew the letter itselasa reflexive devicevhich could
comment upon British colonialist policy at the time of the First World,\Mad the waste of

ordinary livesassociated with itNaficy speaks of the letter as a way to communicate the
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subjectivities presented by the pastonial within film (Naficy, 200). Naficy emphasises

how letters can be used to create a disparity between what an audience knows and what the
character on screen might understand. He describes thigmscanted inemaj one that
lookstowardletters to create different wap$ addresmg the audience. This variation in

address can reveal the construatatiire ofethnic, gendered, or national identiiy termsof
theselfandthe otherHe thus exploresleas ofdisplacement and the concept of what home
means in the case of exile, as relationships have long been enabled between places and
people by lettersahdnow throughemails or other digital media). The displacement of the
writer within my film from his homeén Wales is presented by reading a letter home from the

front lines.

A sense of exile enhancing tlgense otlisplacement ipresented ih.etters Homdoy
having maleauthored letters read by a womaho isperformingaman, and alsby how the
letter describes an alien landscapee film also offers us with displacementsatherways:
the contingency presented by the use of the letter, the delay introduced by reading archival
materials, temporal confusion produced by the juxtaposiiand and new forms of writing,
and finally, the displacement of the historical object in a contemporargaadavice versa
Strategies to destabilise narratives @tters Homealso included plans to indicate the socially
constructed nature of film making. As outlined at the beginning of this chapter, this stemmed
from a wish to fulfil a Brechtian ambition to destabilise dbalinarydbuse of Aristotelian
narrative with its conforting fiction of individual causation and unitary identdy

subjectivity.

Letters Homdeatures a diaristic method of storytelling and differing moments of
ecriture.These include wting on windows, the physical appearance of letters within the
film, invisible ink, burning paper, ancient grafféindwriting etchedn the bark of treeé as
well as adoad moviéstoryline, where a character wonders about the countrysiiex
voiceover reading out letters from the First World War. The pace oilttésfslow, which
mayadd to a sense of general ennui for the viewer. Could this, | wondered, be a method of
critical distancing in itself? By subverting the audigiBaexpectations of the types of
narrative they were going to watdtoped to force thaudienceo think critically about

what the film was doing

Letters Homealso borrows aspects of documentatyle filmic method, interrupted as

dictionsbby the physical appearance of the written word. The letters are used as points of

16€



contingency, delgytemporal confusion, and displacement. This is produced by the semi
documentary style of the narrati&milarly, the actogs performance is dramatic, but this is
undermined byise oflong takes antheincongruent details provided by the physical
appeaance of letters and written text throughout. The actor appears as himself at certain
moments within the film. We catch glimpses of his own life when he breaks into a personal
narrative about his family historyhough pignant moments are interrupted dt le

incomplete. Theural Welsh settingywhich features waterfalls and landscapes reminiscent of
landscapgainting of the 19 century adds an appardptromantic aspect to the film

However, botageshotin a car, where both driver and passenger arefllfrom behind,

undermines this concept.

Figure 33:Still from Letters Homg2016) Alice Evans

This explains whywhen the main charact@slayed by Julian Firfhstands posing in a

landscape which references the Caspar David FredrichWarlderer Above the Sea of Fog

(1818), the logic behind the reference, is left unexplainedhout contextthis deliberately

remowesthe narrative metaphor that would usually bi mp |l i ed. Thoéefthépat het i

landscapéehusecheesthe emotional state of the protagonist.
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Figure 34:Still from Letters Home (2016Alice Evans

The letter is conventionally a device that supports plot and narkgtigenstructing

disparities in knowledge between characters and audience, lbetténs Homehis process is
deflated.Letters are produced aschivalobjects foregrounding hovtime has passegince
theywere written. This provides a reverse procesdisfovery. The letters reveal something
of the past and doot always function as a narrative development strategy, but instead
undermine conventional plot or narrative. For example, in the car scenes the letters are
discussed in a secondary fothat doesiotenlighten an audience astheir content instead,

it speaks about the current lives of the protagonists. However, these are developing those
protagonisis narrativearcs and frustrating the narrative structure that most audiences are

expecting.

Another example of thidrustration of the narrativis the delay produced by the
main protagonist, who blocks the introduction of letters by engaging in other writing
processesuch ascratching initials on the bark of trethgereby markinghelandscapeavhilst
wandering in the countrysid@ll of these interactions with landscape and environment delay
thedeveabof the letters themselves. This is a way of using the letters as aametaentary
or background to a confusing splot that haseen foregroundegrodudng a temporal
confusion between past and prdsdiisis not resolved until the conclusion of the fjlm
whena letterthathas been discussed throughout the film is read to the audience in the form
of a voiceover. This voiceoveould have been introduced at the start of the, filot in a

reverse edit, is added at the endftect a form of confusion or displacement for the viewer.
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Letters are also used as an insert within the film. The physical placement of the letters
as writen text is used similarly to int¢itlesin a silent film. Shots of the letters themselves
are used within the narrative, which both converge with and diverge from processes of silent
cinema.As such the letters are used diegetically and-daygeticaly, breaking thefourth
wallband disturbing the narrative.

Figure 35:Still from Letters Homg2016) Alice Evans

Words, perhaps from the letter, are scratched onto a window to create a physical screen
within-screenThe ator, Firth, is captured in the act of writing as if caught unawaresich
like a graffiti artist. This writing on the screen is a familiar trogarf many films

representing notions afeatives, seeim depictions of Picasso, Jackson PollcakgdJohn
Nash.In this instancethey let the audience see the indexical mafkbe authorFirthés
scribblings on the window are illegible and impermanentiermining this trope in a

moment of parodic resistance to its use in mass cinema mythmaking.
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Figure 36: Still from Letters Hom&2016) Alice Evans

As a devicelettersalso allow a mediation afisparateelements of film forn{framing,

image, and sound) ambmplicateghe relationship between image, voice, and text. For
example, we see a letter written in invisible ink that is framed as if it is to be revealed to the
audience yetatches on fire from a candle before its cohtan be shown. This dissipates

the revelatory momenandthusundermines or deflates regular uwdeghe trope When read

out, the letters produce a direct relationship between text and sdundhis is a cursory

nod to their frequent use creatingnarrative disruption rather than a satisfactory connection

between the viewer and the content of the letter itself.

The film explores théculinarydlanguage of staging the epistolary by locating the
action in heavily loaded environments, such as a chWwelather too, features as a character
within the work, with the sound being provided diegetically through rain, waterfalls, and fog
However this also seems an empty metaplasrit isnotdirectly relatedto a narrative arc
the usas random, yet still full ofbaggagéof past symbolism. A more standard narrative
arch would use these letters as a plot pointLbtters Homdas no significant plot and,
without this link, separates the inherent narrative potential of letters fr@imetavily laden
visuals of church, landscape, and tralrela similar mannei, etters Homeeferences
narrative strategies in film adaptations of epistolary literature in the use of different forms of
ecriture on screerthe burning paper, writing on wilows,etchingon trees, and carving into

stone. Again, each of these processes could be used to further plot or narrative, but within
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Letters Homg2016), they remain as separate or unsatisfactory elements without stabilising

context.

Figure 37: Still from Letters Hom&2016) Alice Evans

In a semiBrechtianmanner this use of letterseveals the constructed dichéduseof them

in other forms of cinema. They become apparent or presumed metaphors, but without
purpose or productivealuewithin the film; this removes their metaphorical Use

narrative This destabilisation proposes ways to deflate, remap, reimagiresycte the

cultural, social, and structural elements of the filmic tradition by using letters out of ¢ontext
outside oftheir common uses as a filmmaking tool. Indeed, every letter used conventionally
is undermined by its use as a narrative deflecttinerahan a constructor. The overall effect

is, therefore, very disorientating.

In the making otettersHome,l sought to apply the epistolary form to filmmaking,
as a potential neAristotelian method. This was one that had not been used by Brecht in hi
own era but provided a possiliExitdfrom him within contemporary film. A discovery was
made at this point: that the letter was a useful form in exploring modern Brechtian
subjectivities By contemporary Brechtian subjectivities | am referring to dea ithat
Brechtds ambi t i o niamee methodsiatackrinwledgerthe Wwaysire d
which Brechtos or i gi na lornmadechimaryputresseadorg v e

began to explore ways in whi clorp@Batcenoret 6 s
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recent understandings of what subjectivity means in a contemporary era. For my practice, this
was one way i n whi ch reBlised thiouglhesy meansbin this casee, coul d
letter allowed a specific mediation on elements of fibomm (framing, image, and sound). It

also produced a new relationship between the vocal, the visual, and the text. However, it was
difficult to find methods that didot reiteratewhat was already seen in classical film

narrative and was, therefore, culipan both the original sense and in the sense of a

contemporary culinary. It proved a somewhat unwieldy method for my own filmmaking

practice asit was neither consistently Brechtian in its presentation nor consistently culinary

| felt thatit did not reveal enough about contemporary Brechtian subjectivaies that

Brechtds method could not be achieved solely

The film experiment was vital as it indicated how | might employ the epistolary as a
critical form within a arger project. However, a singular focus on the epistolary presented its
own problems. It was unable to cater for a broad perspective on new Brechtian subjectivities
if it was the only method useds such, lhis attempt to exit Brecht was less successfaht
first hoped. Usingepeated epistolary motfppeared promising theoretical termsbutin
the context of the filmic mediunt appearedo fall flat. This was something to be addressed
when approaching my next potentiekitofrom Brecht in Chaptet. Letters Homelso
resulted in a preliminary glimpse into the potential productive use of allegory as a critical

method that | explore iGhapter6.

After documenting the process of creating the methodologies, the writing of, and the
making ofLetters Hone as well asnalysingsubsequent reaction from myself and others
duringa period of reflection, | was compelledtake the experiment imew directions. Once
again, it seemethat active spectatorship througle ffrocess of filmic investigatiowas an
impossible ambitionf one wassolely using Breclis original formal techniquesrealised
that the active spectator Brecht demafaisl as isliscussed in the introduction to this thsis
cannot be provoked through his traditional meth&ldr e ctéchndyses of distancing did not
consider the varying degrees to which an audience were already enlightened to their
predicaments. It did not consider the other side of the situaitioar,where an audience
were not included in the process daalifferent capabilities and subjectivities Br ec ht 6 s |
of consideration for these subjectivities lad to explore the tropar strategy ofunreliable

narrationdwhich informs Chapters.
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Chapter 5
Film 3: Somewhere in Macedonia (2017)
Unreliable Narration as an Exit Through and From Brecht

Production Diary: Somewhere in Macedonia

In the courseof developingthe scripttreatmemfor Somewheren Macedonial beganto
considerthelife of my greatuncleSelwyn,who, by way of his Schizophreniawasnot
consideredhreliablesourceof information As afoil to Selwyn,| introducedSergeanGrant
afictional charactemwho, throughhis associatiorwith journalism,hadmorestorytelling
auhority thanSelwyn.Thefilm wasdesignedo askwho hasthe powerto tell astory- who
is privilegedtotell 6 o f f nmawative,dn@how theseconflict with moreauto-ethnographic

methodsof historicalinvestigation.

Figure 38:Huw Evang1916) Family Archive
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Somewhere in Macedoneas perhaps the most conventional of the filmsade as part of
this project | used it as a method to further unravel the Aristotelian elemefitgractice.
It had a traditional scripbut,with subsequent work unravelled working processes so that
they became less structured in the style of script | (B@thewhere in Maedoniarelied on
thecraft of traditional scriptwriting. Each work afterigHilm worked toundo what | had

learned after this film, | worked predominantly with nenarrativefiims.

Figure 39: On-setimage ofSomewhere in Maedonia2017) photograph credit: Emily Badescu.

Letters became a starting point for the film. A family archive had turned up in a drawer in
Wales and the story was devised frame-telling of this family history. Each letter was
titted6 Some wh er e | amd shlledecaleddorusedhd for the title of my film. The

plot of the film explores the family tale of how my uncle Huw Evans had lost his boyfriend
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and as a resulof his subsequent grieiyalkedinto noma nléand.
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Figure4A Huw Evans6 Letter (1917) Titled

6Somewher e

Theset was designed to be a close reproduction of a First Worldrévaehbutwas stilla

visibly constructedet at certain points in the productidar examplematte painting in the

background of one long shot is particularly obvious. This added aixefldxnension to the

film. The trench helpedudiences taentify and locatehe charactes and storybut also

reminded the thatthey were viewing a consiction of reality and not reality itself. Rather

than building several sets for the production,used different elements of the sarating

setwhichwasreconstruct ed

for

each scene.

Thi

appearancd did not want to eliminate or disguise the fact that the piece was adiimer

thana direct documeaty-style reproduction of reality. | had even aimed thaffitined scene
of thefilm should show théull set as well aghe kitchen basnent area where it had been
built. This strategy would have echdglda r t h a pghotaglaphic Sersedouse Beautiful

Bringing the War Back Hom@&osler 196772), a piece which juxtaposed scenes of the

Vietnam conflict with contemporary American home life. However, the pressures of filming
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and time limits overcame this ambiticand sadly; it wasnot achievedAlongside visibleset
construction, the sound was not smooth in its rendiiadthe muffled feeling added to the
nonillusionary quality of the work. The shape of the room itself could be detected within the
filmsd sound agandlaiewedahs@is@n advgantagfdr theepcotduction

overall.

| had been working as a videograpfarthe London Gay Symphony Orchesfior
someyearand they gave permission to use their r
sequence. | also recorded a scordawamposer Stefan Melzaandone of theLondon Gay
Symphony QerormersZzani ald $he repation of the same leitmotif within the
soundtrack was aimed at encouragamgdentification with character and stofgs with
conventional filmscores), yet its frequent repetition within the pieftanctionedas a
distancing deviceaimed at awakening the audience and making them reflexively aware that
they were watching a filmin addition, my housemate wrote a poem which weaged in the
script. Ths was a reproduction of a Welsh poefithe typecalled an Englynion, popular at
the time of the First World War. It was translated into WelsiAby Jonesa translatoand
friend of mine who | had wolved indiscussios about developing the treatmeiihe poem
mentioned places closelHu wb s h o me and emphdagdedthe phydicah distanoef
the character in the film frofmoth hishome and Welsh culture. The Welsh language also
added its own form of distance for an Englsggieaking audienc®epraluctions of the
personakffects of my great uncle were used as prapdudingscanned reproductions of his
diary and lettersTh e 6 newness6 of these items seemed t

onscreendespite the fact that they had been reprodugedtty from archival materials.
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Figure 41: Somewhere in Macedonia: Actors Gethin Alderman and Julian Firth Rehearse Between Scéhes (201

A sort of mystical feeling surrounded the shoot. The actors had trampled the garden whilst
waiting on breaks between the filming. As a result, this disturbed the grg@idw Welsh
poppies sprang up in the garden on the day the shoot fin&loedysidethese experiences, |
had also discovered a letter within the archive that my Uncle had been statid9dé at

the RAMCDbefore travelling to Macedonidhis was thevery building in Millbank where
Chelsea College of Art wastuated andwherel was curently studying
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Figure42: H u wlbetter,1916, addressed from the London Royal Army Medical Chgsdon.ThecurrentMillbank
address of Chelsea College of Art (UAEamily Archive).

| felt slightly haunted by this even aftemaking the film.On the last day of filming the actors,
who were all Welsh speakingpwdily sangWelsh songén the pub after we finished the
shoot.
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Figure 43: Still from Somewhere in Macedonighowing reproductions of letters (201&lce Evans

Brecht & Hans Haacke

A recent monographHans Haack€2017) describes the German artist Haacke as an early

pioneer of both conceptual art and institutional critiqaetics havealso linked him with

Brecht's ideas and theories. Haacke indicated that Brecht was an influence over the

development of his practiasearly as the 1970s, specifically throughk readingBrecht's

essayfiFive Difficulties in Writing the Trutb ([1935] 2003) This acknowledgement of

Brechtian influence tells us that there may be more pertinent contemporary Brechtian practice

at work tharthemere 'didacticism' suggested by critid Lharlesworth in 2015. John

Tysobs wor k accords wi t h"sihchensounteeng Bepta@tBrechtge e, n o
Writing the Truth: Five Difficultie§1935) as a student, Hans Haacke has acted odedhe i

that art could be a vehicle for telling the truthspecially overlooked truths about the

political and economic systems that govern our lives" (Tyson, 2017, p.2).

H a a c Interéssin Brecht is pertinent this project B r e ¢ hcondiders¢he s a 'y
way in which art can be a strategy for revealing political and social propéeithe
important aspect of this for Haacke seems to be that art itself has a quality which can be used

to reveal these problenand thereby produce politicaltaan or re-action.B r e ciixived s
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Difficultieso essayitself describes five methods in which art can work to challenge the status

guo.Brechtopens his essdyy claiming that:

nowadays, anyone who wishes to combat lies and ignorance and to writehithustit

overcome at least five difficulties. He must havedberageto write the truth when truth is
everywhere opposed; tlkeennest recognize it, although it is everywhere concealed; the
skill to manipulate it as a weapon; jngmento select thos in whose hands it will be

effective; and theunningto spread the truth among such persons. These are formidable
problems for writers living under Fascism, but they exist also for those writers who have fled
or been exiled; they exist even for writererking in countries where civil liberty prevails.
(Brecht,Five Difficulties in Writing the Truth(1935) NP).

ForHaackeal | t hese 6t r uattistisstrategyr Tdis wilnbp discugsedlin a s
terms of his worlGift Horse(2015) and his examinah of the piec&hapolsky et al.
Manhattan Real Estate Holdings, A R@aine Social System, as of May 1, 191A71). In
both these examplgaacke uses a revelatory strategy to uncover the political and social

reality within cultural systems and relationships.

Hans Haack€2015) acknowledges Brechtian influence through the inclusion of
extracts from the Brecht essay within the monograph darist's Choice’ said bythe
biographers to "reflect Haacke's approach to his work" (Bird, 2015.Builjling on these
ideas, this thesis proposes tBa¢chtian influencés bestshown by specifically focusing on
Haacke's 4th Plinth Worift Horse a recent (2015) addition to his practiemwever, a
association with institutional critique has been evident since his early career. Haacke's work,
Shapolsky et al. Manhattan Real Estate Holdings, A-Reaé Social System, as of May 1,
1971(1971) wasrejected for exhibition by the Guggenhemwith the museum's director
claimingthat the institution's policies "exclude active engagement towards social and
political ends" The Art Story2020, np.)Shapolsky et abxposes the links between the
landlordShapolsky and his ownership of properties through fake corporations and
companiesmany of which wersupposedlywned by family members. All the information
was available on public record, but it was exhibited way that emphasised the ownership
mechaisms at workas well ashe machinations behind the ‘front’ of the Shapolsky real
estate companyDnereviewer clained that
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Haacke invites and provokes a changing relationship between the reader and what is being
read. The viewers move close, step bactake it all in, and crane to read individual lines of
text. Haacke used this engagement politically, aiming at an increase in political awareness
and attempting to provoke social chan@éeArt Story 2020, np.).

Haacke's intention seems akin to &8res statemerthat"the essential part of Epic Theatre is
perhaps that it appeals less to the feelings than to the spectator's reason. Instead of sharing
experiences, the spectator must come to grips with things" (Brecht, 1968, p.23). This echoes
Marx's sentiments iffheses ofreuerbach, Xthat"The philosophers have only interpreted

the world in various ways; the point is to change it" (Marx, [1845] 2002, pALi).this in

mind, it is worth asking dw these Brechtian aims relate to Haackefs Horse
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Figure 44: (Above) Hans Haack&ift Horse(2015)

Figure 45: (Below) George Stublnatomy of the Horsél776)Plates: etching; 18 1/4 x 23 in. (46.4 x 58.4 cm). The
Metropolitan Museum of Art, New York, Gift of Lincolmstéin, 1953 (53.599.1bis)

Many prominent and influential critics review€dft Horse though noneonsideredhe
work to be BrechtianWriting for Art-Netin 2015, 1J. Charlesworth derid&the workas
"sheer, crass, patronising, didacticis@rguing that'if we agree with the "message” then

everything is fine, and if we don't, then the sculpture is there to gerdlyusate us in the
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"right" way of thinking about a particular issue as if we were too dumb to have our own
opinions about such gstions” (Charleswort#rt-Net 2015, np.)In terms of contemporary
BrechtianismCharlesworth implies th&ift Horse(2015)would not be an appropriate
subject,asit is too didactic. Charlesworth believes the wiais toask the audience to have
a lroad, connectedritique of the social and political realitie§ heroismfor the statethe
sphere of meanindprough which such statuary is conventionally understood. However,
Haacke himself was enigmatic about the intentioGifif Horse emphasising #extent to
which the audience was to formulate interpretations itself in arguingTthatmeaning of the
work is projected onto it by the viewer. There is no ultimate authority controlling it forever.
If you see it as a critique, then that's your intetation. You're perfectly entitled to

understand it that way" (Haacketerviewed by Tiernan Morgan, July 2015, p.1.).

Unlike Lars Von Trier's filmDogville, there are no formal revelatory Brechtian
strategies at work this artwork The creature is spgped to the boné as suchthe work
does not reveal the formal means of its struflinis is a common strategy Brechtian
theatre degini as well as arguably being visibileH a a ¢ &adiér sonceptual works
which are more obviously of a formald@htian style. Despite this lack of apparent Brechtian
reference, there are layers of referemcie work, althouglthey maynotbeas immediately
apparent athosesuggested by Charlesworifhese referencesiggesa contemporary form
of BrechtianismAdditionally, if Gift Horseis examined in its context, it could arguably be
considered as more Brechtian in a modernamdthussignificantly more critical and

provocative thamow it ispresenteds being byCharlesworth.

Stubbs'Anatomy of thélorse(1766)formed a key reference poifur the sculpture
linking the work with the nearby National Gallery.i$mtertextual referencean be
associated witl critique ofarts sponsorship in the contemporary asaywell asvealth(and
the sources ahat wealth in past ‘connoisseurship'. George Stubbs' personal history, with his
transition from equestrian artist to society painter, addkeintertextual referenctnat links
sculptureto arts sponsorship. Charlesworth and others interpret thie sxasbange ticker
bow on the horse's legg a further aspect of this critiquedeed, Haackbimselfargued that
‘o have a ticker on a skeletoné (Pauses) i
celebration of the London Stock Exchange" (HaackeMargan, 2015, p.1). In this way,
Haacke takes a Brechtian stand eveanimterviewabout the work byefusing toanswer but

asking that the interviewer or the reader works it out. This response is reminiscent of Brecht's
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own sarcastic or ironic respaswhen interrogated by the Ho@emmittee orn-

American Activities in the McCarthy efd

Some reviewerhavesuggestdthat the decision to use a hoeseametaphor links to
Trojan horses aarmed cavalryTheaphorismto 'never look a gift horse ithe mouth' could
be a direct reference to sponsorship of the arts, a cynical nod to the conception of arts
sponsorship itself as another form of advertising odeductible Pierre Bourdieu and Hans
Haackehavediscusgdprivate patronage as a 'seemingilymane way to disguise the

ideological aims of sponsors:

I think it is important to distinguish between the traditional notion of patronage and the public
relations manoeuvres parading as patronage t
altruism. The American term 'sponsoring' more accurately reflects that what we have here is

really an exchange of capital: financial capital on the part of the sponsors and symbolic

capital on the part of the sponsored (Bourdieu & Haacke, 1995, p.15).

Thesemore playful readings of the 'layec§'meaningas they interacndcontradid
providesamore comprehensive picture of the realities of these isgivesg abroader
interpretation of the workhatfits more closely with contemporary Brechtianism. This
approaclseeks to escape didactic and simpliahalyses in favousf a more interconnected
andcomplex set of readingthatcan have substantiatitical intent. These potential readings
also hope to create an ‘awakened momdmtvever, they are alsaghly playful in how they
spark a recognition of their connections and political implications. It is this excitement of
discovery that Brecht was ultimately hoping fdhat he passionately believaauld change

the world.

As mentioned above, Haacke swaery norcommittal in interviews about the
meaning of the worleavingit to the interpretation of the audience. Brecht himself suggests
this as a strategy in hisive Difficulties'essay in 193%Further aalysis of Haacke's work

supports thi§ for example, one article claims that

42 Thiscan be viewed atttps://www.youtube.com/watch?v=GkigGxD4CZ8
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https://www.youtube.com/watch?v=GkiqGxD4CZ8

[Haacke] continued to answer Brecht's call to "manipulate the weapon" using techniques that
might be termed parasitic or redeploying corporate graphic design and texts to critique their
adapted Brecht's strategies of-fumctioning” (Umfunktionierung) estrangement
(Verfremdungseffekt) for visual arfUnnamediournalistArt in Print, 2020, p.28).

In some ways, the sculpture reads as a natural continuation of this aspect of Haacke's work.
The Brechtiamotion of the domiant narrative does not only pertain to the audience's view,
butto how influential critics can surround a work with against the dominant narrative that
Brecht sought tattack H a a ¢ ktau@ presents as making a sophisticated use of these
media narravteswhen considered from a contemporary Brechtian perspeEivesxample,

Boris Johnsoythe London Mayor in 2015, even found it necessary to go on record to try to
diffuse the more obvious message of the work by denying its reference to Audtegity

British political response to the financial crisis that had caused documented drops in
stendards of living, vast need for food banks, and a dramatic rise in homelessness. Johnson
saidin2018 hat "there wil/ be those who say that
symbol of the excessive pursuit of austerity and the [chancellor] George rOshlcat

approach to life. But | say not." (Johnsadine Independen015, online.).

Haacke's refusal to place a fixed meaning on the \larté, concurrently, its context
within this mediaattention)contributes to a broader critical infiltration of thenk than the
actual bones the sculpturpresentsThis critique is made evident for theny people that
readnewsgapers but never walk Trafalgar Squardpr whom such commentaxyould be
their first exposure to the piece. This extension to the gdtig essentialt acknowledges
that Haacke is not just manipulating by direct didactic referenaedieritybutis extending
this toinvolve the drivers of the policyincluding Boris Johnsomimself. In this way, the
work has a much more meaningfiélbeyondhe apparergymbolism in its immediate
manifestation as a sculptural wotk.encouraging an open interpretation, as Haacke does,
the sculpture has axtendedexistence thaborrows from a more contemporary aspect to
Brecht- that of narrativestrategy itself. Brecht's narrative approach, as discussed in the
previous chapter, was very much aftistotelian rejectingeasy metaphors and traditional

narrative drives.

Haacke's critiquéunctions as sophisticated extension of Brecht's stratedies.

non-committal response wescribingthe ‘ultimat@meaning of the work gives a new



dimension to its narrative methaghising the question of whetheeis deliberately

‘unreliable’ in his narration to provoke the audieneeatds active critical eragement.
Haacke's refusal to be the reliable source of meaning for his amakhe resultant

controvery, discussion, and thougtitat this ensured, highlights another possible use of the
notion of unreliable narration that could 'exit' Brecht. This myv@rsy uphold8rechtian
intentiors. Moreover, thistrategy otunreliable narratin as a performative practice could
give insightinto methods forcreaing this effect- a 'new \feffekt' approach in film as well.
This notion of unreliable narration wdsetcontext and thinking behind the fiBomewhere

in Macedonia2016).

Unreliable narration originatlfrom Gothic fiction often alongsidese of letters or
the epistolary formThe Turn of the Screloy Henry Jameis a primeearlyexample ofts
usageused to create a disparity between a psychological problem in an anthtire story
they are tellingif thisinstance, a ghost storyllhe use of letters or the epistolary focan
also beseenfrequenly within such textsThe use of the usfiable narrator often reveals a
gap between appearance and readityhe unreliable narrator often thsts reality and
sometimes avoids the trutlh.may even manifesiot asa deliberate concealment of realjty
but a subconscious one. For exampledviami r N &dlelrke¢l962) becomes
extremely comic at the expense of its narrator Kinbel® is clearly insane&inbote
believeshimself to be King of a neexisent country, and he interprets everything in a
bizarre mannei Shade [ smshgnggamyg Raseelthadyniyngs do n
disappear eh Chartegd(Nabokov, Pale Firel962, p265). This bizarre storyis mirrored by
the nonlinear structure of the piecehich works to great comic effect.

With these investigations in minbapplied my interest in unreliable narration to my
work as an artistiimmaker. | also extended my interest in the unreliable narrator as a
potential critical formidentifyingfilms which employ unreliable narrationtden initiated a
study into ways invhich this techniquenight be deployed as a Brechtian critical technique.
Unreliable narration was a method not used wideB in e cdnatbdt sne which could be
appropriate to theontemporary momen#y status as amdividual diagnosed with a severe
mental health problerfwhere others can doubt my own 'rea)itpformed this decisiorand
lent insight into how unreliable narration might be a critical tool in a broader filmic context.
Many filmic representations retyn depictingthe mentally ill as mobvioudy unreliable

sourceof narration this is howunreliable narration is deployed in the filnBeautiful Mind
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(2001).1 began to explore whether ibgld it be implemented as a critical method within my

own practce

A Beautiful Mindemploys an unreliable narrator to portray mathematician John
Nash's experienagf schizophreniawith a series of vivid flashbacks represegthis
auditory and visuallelusions. Nash ihusthe unreliable narrator of his own stpwith his
unreliability explained as being due to his experience of schizophrenia. Being diagnosed with
the same condition, it seemed both politically and personally relevant to my practice to look
at this representation in detdilaimed to evaluate wheththis couldbe an extension of
Brechtappropriatdor the 21st centuryas indicated by the analysis of what | considered
Haacke's critical use of the same narrative stratelgging toGift Horse Could unreliable
narration provide a new and novel critical system appropriate to Brechtian contemporary

practiee, and lbw mightthis be achieved?

Contrary to conventional narrative strategy, the audiehgéeBeautiful Minds often
left uncertain whether the delusions of John Nash are real or a figment of the character's
mind. There is some logic to the idea that a talented metigian could be workingh a
covertrole for agovernment sppgencysuch as the CIA. This results in a form of
guestioning engagement for the audience within the naryatiggesng thata novel
narrative strategy could be at plapne which can ar@bly be read asBrechtian non
Aristotelian method of critiquéBrecht's narrative methods are ones where the story structure
is made noflinear or uncustomary in its strategy. Brecht was fond of unconventional
narrative in what he termed the "ndlisory” aspect oEpic Theatre Brecht on Theatre
p.172). He employed wsualnarrative methodsummed up by Willetin Brecht on Theatre

which quotesBrechtasclaimingthat

Once the content becomes, technically speaking, an independent componenth tiexthic
music and setting O6adopt attitudes, 6 once
spectator, instead of being enabled to have an experience, is forced as it were to cast his vote;
then a change has been launched which goes far thégiomal matters and begins for the

first time to affect the theatreods soci al

Reflecting on this idea, | wondered if unreliable narration (where an audience is encouraged
to question the narrative) suggested tha same technique, in a differing context, could be

explored as a critical or reflexive device to "fothe spectator to cast his vat@his would
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mean thatin audience would lsesked to use their critical sense within my films (Willett,
[1968] 2013p.39).

When Nash is committed to an asylum, it is clear to the audience that they can now
assume that the character is mentally ill. This lack of doubt is productive for the more
conventional narrative twist in the work, adding a sensationalised natatrego the work
and serving to 'other’' Nash through his mental illness. However, Nash himself describes the
experience asfollowst To s ome extent, sanity is a form c
selling the idea that people who have mental illnessaffering. But it's not so simple. |
think ment al i1l ness or madnRBSBocumantarybe an es
Transcript: A Beautiful MadnegsThis suggests the film falls into the conventional
Hollywood Aristotelian narrative drive (theeulinary) and forces the film back intbe
framework of araditional 'hero's journey' narrative, whichloager questinsthe form itself
or the politics behind the expression of this Aristotelian narrative method. Nevertheless, the
analysis of Nash's unreliable moments seemed, at those moments when they were 'confusing’
for an audience, to have something critically useliaia themas well asome promise in
suggesting how unreliable nartican be a critical tool.pondered whethehis couldbe

akin to Haacke's provocatiamdperformative media critique

| had discovered much from the narratofedA Beautiful Mindconcerning the design
and realisation of John Nash's status as an unreliable narrator. | had also gained from my
analysis of Hans Haacke's version of performéatinegliamanipulating Brechtian critical
method. | set about designing a treatment for a filmehgiloyed these techniques, for what
| aspired to be different critical effects. The treatmenSmmewheren Macedonia2017)
keeps this understanding in mind. Just as the character of John Nash is unreliable because the
audience seesvents fromrhis pant of view, | began to develop a narrative which also
depended upon a mentally ill unreliable narrator to prothd@udiencé perspective or

point of view.

| invented a character within the treatment for the film \&ppearwery reliable due
to his awrrrent status as a national broadcaster. As a foil to this, | designed a typical unreliable
narrator in Selwyn, who experiences schizophrenia. Playing one off against the other in the
course of the narrative, | intendft theaudiencdo question the ernt to which they could
rely on the character with authority over and above the alternative story told by the person

experiencing schizophrenia. | wished to investigate how this might manifest in terms of an
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audience's ability to form a critical, n@ulinary, awareness dhe actual truth of the story.
The balance of power shifted from the authorial truth of the authority figure to the
traditionally unreliable narratdthe schizophrenic character Selyymhis potential reversal
of power indicated that weliable narration could be a route to a contemporary form of

Brechtian critical method.

The film treatment foSomewhere in Macedonmovides an exploration into the
process of unreliable narration. This film treatment aimed to try to comprehendécan
monitor the authority status of different narrators when histefiperatelypresentsa chosen
subjective perspective. This view of subjectivity is an issue deeply embedded in the politics
of neurodivergencyfor this reason, it was of interest to geby representing a
neurodivergent subjectivity within a film, | could show the bias of established authorial
processes. Usually, the neurodivergent are considered typical unreliable narratotbuswas
intended to discover whethplacing a neurodivgent individual at the centre of plot and
storycould encourage an audience to take a critical stance on established narrative authority

and thereby form an original Brechtian critique

The representation of neurodivergemsyunreliable narration wasmsething very
successfully achi ev eGalivantflo98)nTderfilenvieatites Kdttingh g 6 s f |
travelling clockwise round the coastline of Britasitcompanied by his young daughter Eden
who has a rare geneti c s yamndherccraedmatterdiGladyd. Jou b e
This is a highly emate film to watch due to thea u d i eundersténding that Eden and
Gladys may not have long to liv&€here is also a great dealesfcentricityin the structure of
the narrativeGladys tells stories that dmtalways make sensandstrangeanecdotes that
may or may not be true. The relationships build between the characters as the story
progressesbuilding a form of narrative reminiscentafoad movievhere we are led
through thebizarre and strange wortif coastal life At one point, a man competes for an
award for the best public toilet and an attempt is made at cold water swimming by Kotting.
Alongside the main characters, people of seatid/ns are portrayed through their own
celebrated strangenesise piece becomg a celebration of differenda body, mind, and
spirit. Much of thef i | useo$ sound is also significant to the portrayal of neurodivergency
since it disorienatestheview by being reflective of .the <c¢ch
Therich colour grade of the film addsséightly surreae f f ec t | and the opini
Gr a n ny Olingediratte ynemoryong after its conclusionThe use of different forms of
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footage- time-lapse, Super,&nd digital- all lend the film great pgnance. The personal

feelingbecomestengthened hr ough the use of such archive

playful deployment of unreliable narration inspiring for my own exploratiomoéliable
narration as a Brechtian method witldomewhere in Macedonighe gentle warmth ah

humour of the worlalsodemonstrated something very Brechtiratidiosyncratic

narratves , whi ch dondét rely entirelcgmpellmg Ari stot e

Joseph Conrad's novdhder Western Eyg4911) andA Beautiful Mind(2016) also
provided a moddfor this approachBothtextstell the story from the perspective of someone
whom the reader/audienc®nsideras havingoias. This narrative method forces an audience
to question his account of the politics and colonialism represented Withirtexts My film
(and the treatment for)iimed to explore the positive benefit titical method of using an
unreliable narrator to develop a narrative. Once again, it seemed that | may have found an

exit from Brecht to effect an active audience.

Under Western Eyas considered original in terms of unreliable narration because
A t hadfocuseof the novel is not on the past events as such but on the narrator's surmises
about what has happened, on("Butwhywillgonsay anc e
that | am mad?" On the Theory, History, and Signals of Unreliable Narration tisBri
Fiction, N¢nning, A (1997) p.92)Thenotion that a film, asvith a novel, could destabilise a
reader by asking them to question the reliability of a narrators account was imponth to
realising the treatment f@omewhere in Macedoni@ihe treatment for the film was essential
to working out specific problems. It led to an understanding of unreliable narration as a
potential 'exit' from Brecht. However, the treatment for the film and the actual short film
Somewhexin Macedonigbecame distinctlyglifferent achieverants.After spending much
time planning to make the film, | realised that, to apply unreliable narration in the production
(with more people involved and a shorter s¢gnpbduld prove very challenging. The
experience of making the film became a steep learning candthe collaborative aspect of
film making changed the resatttfilm. However, the research which had produced the
treatment was as important as the filmlftseunderstanding unreliable narration as a

potential 'exit' from Brecht, eventifis wasnot fully realised in the final film work.

an

Brechtds | ear ni ng togHispredicanerretnesedroductigns,i f i c an

Brecht set out his ideas and eddbrated fully with others in order to realise and develop his

ideas. Hidehrstickeor o6 Learning Plays6é were a,bummed t
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instead to open the possibility learningthrough the process of performance itself. The
plays weredeveloped to explore roles, attitudes, gastito adopt strategies to communicate

bilaterally between audience and performers:

With the learning play, then, the stage begins to be didactic (a word of which | as a man of
many years of experience in theatre, am not afraid) The theatre becomes a place for
philosophers, and for such philosophers as not only wish to explain the world but wish to
change itdo (Brecht [1964] 2013 p.80).

The strategy was designed to be dialectical@articipatory the emphsis was orthe
adaptability of each play rather than a fixed scdpspite the fact that the original scripts for
these works were written down. The plays did not mimadity butwere aimed at having a
critical relationship to social and political realitieenethat wasdeveloped through the
process of performangeather than imitatig a fixed reality. This dynamic process would
evolve during performanc8rechthanded questioraires to audience and changed scripts
accordingly after each performanee thathe playwriting processecame responsive rather
than solelyfunctioning asentertainment. The whole process was aiateghgaging the
audience and encouraging disagreenaedtdebate, rather than the performance styles
preferred in established bourgeois theatre. In creatingeing PlaysBrecht put these
ideas into practice, collaborating with others in order to realise and develop his ideas. Marc

Silberman describefése plays as follows:

In the late twenties and in particular with the experimental learning plays of the early thirties
Brecht sought to formulate explicitly an alternative to the subjectivist, antibourgeois stance of
the early twenties. It takes tfierm of a collectivity which derives from the consciousness of
individual subjects transformed into a class identity through the dynamics of mass struggle.
The earlier social chaos and individual rootlessness give way to a consensus model of
obedience tohe collective (Einverstindnis) and new individual who is defined not in

opposition to but through the masses (Silberman, 1998, p.16)
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Brechtds ideas of coll ecti vi t:ytbebameimpodgantyv er y

that we became a collective our working methogdrather than individuatic. | was now
working with my newly formed production comparyny Circus Birds andthe experience

of working with a team changed the dynamic of my working method in a way that | had not
envisagedThere were also considerable limitations in terms of budget, which had
necessitated shortenitige film. Both budgedry constraintand teamwork changed the

results | had spent nearly a year on developing the treatme&darewheren Macedonia,
centing it upon the notion of unreliable narration. However, the extent to which I could
achieve this in short film form was limited. | discovered that unreliable narration depended
onthe audience having great deal of background information about the chaseted thus
needed a comprehensive “ggt within the narrative to work. This proved a limitation to
unreliability as a Brechtian trope in the short film fodespite what | had achievedthe

treatment for the film.

The teamwork of film making was egtmnely invigorating for me. | had spent so
much time working alone on story developmexploring ideas of unreliable narration. It
wassheer joy to work alongside others in filming the short fiension ofSomewheren
Macedonial learned gyreat deabbout the dynamics of a production and, as a result, |
understood something of the practical dimension of Brecht's m#thmaghthis process.
Brecht had nearly always worked collaboratively in realising his projects at the Berliner
EnsembleFor Somewherén Macedoniapur team all had skills and abilities which
contributed to the filming process. It was invigorating working alongside,tivéien | had
spent so much time alone in the planning stdgmvever, this team effort resulted in
unanticipated restd. Not wishing to dictate terms too much to the fellow artists in my team
during the filming process, the shape of the film inevitably changed. This situation was
unexpected for me, having so clearly decided on the trope of unreliable narration asta subje

for the film treatment that | had written.

The film remained a gay love sto@s intended, but when filmed it+@nger centred
upon unreliable narration. This was disappointing tolmaéit ultimately proved excitings
well. | asked if unreliable meation was actually possible in this length of filam unexpected
and welcome discovery concerning the way in which unreliable narration might be employed
as a Brechtian tool in other contexts. | believe that this datasndermine unreliable

narrationas a Brechtian topbut, ratherplaces other demands on its successful realisation in
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future film works. Either the narrative must be much more tightly constructed in future work
thatl or others may make with this theme, @lternatively, the film mudbe longer in form

and pace to allow space to set up the conceit of unreliable narration.

In makingSomewherén Macedonial was aware that film making is ultimately
collaborative and thdtneeded to respect this. | speculated on this as a Brechtianafrdp
own by asking myselif Brecht was not just a single persdut a social group of people with
a common goal. Of course, Bertolt Bredit exist as an individual. Howevehere are
lingering questions over whethlee also exigdasa synecdoch#or the collective 'group’
thatformed his company The Berliner Ensemieechtasthe public face of a larger whole
| questioned Wwatthis couldtell me about Brechtian strategyould a production company
formation and structure be, in itself, a resistant political strategy in the way we work? What

made the way we realised the filmn-culinary in natur@

Thel o w b wattgge industrgof our working method lenisan indepedence
rarely seen in massive budget productions. We could present characters and themes that did
not appear at #ttime in bigbudget cinema. The film foregrounded actors and situations that
were often invisible in conventional cinenTde story was preséed in a way that made the
subjective experiences of people and situatthaswereusually invisible within culinary
narrativesbothvisible and even foregroundderior toSomewhereén Macedoniafew
contemporary filmdadtackledthemes of homosexuslfiin the military in a positive light
nor did manyforeground gay characteiSuch charactemsere normally sidelined or
condemned as 0ot her dyAwstotelfan narrativadnwen pcoductions.nt i o n a
In more recent yearbjg-budget productins have emerged which address this situation.
However the independence and size of our production alldeethis storytelling without

restrictions beforeits culinary appearance in Hollywood cinema.

| alsocame tarealise that the film presented itself as allegorical. In this use of
allegory, the characters and their representation became symbolic of a larger situation and, as
a resultwastransformative Through the foregrounding of gay charactens, film expressed
the cruelty that mangay merhad experiencedothduringthe First World War anth
subsequent conflicts. At this point, I consultéd ai g Owe n 6 BheAllegarical s t e x t
Impulsewhich exploredhe links betweeallegory and Postmodernism. Inglessay, Owens

reclains allegory for contemporary usarguing that it is far more significant to postmodern
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artistic practice thahadpreviouslybeenconsidered:

Allegory becomes the model of all commentary, all critique, insofar as these are irolved
rewriting a primary text in terms of its figural meaning. | am interested, however, in what
occurs when this relationship takes place within works of art, when it describes their

structure. Allegorical imagery is appropriated imagery; the allegorist moeinvent images

but confiscates them. He lays claim to the culturally significant, poses as its interpreter. And

in his hands the image becomes something other (allos = other + agorae = to speak). He does
not restore an original meaning that may haserblost or obscured; allegory is not

hermeneutics. Rather, he adds another meaning to the image. If he adds, however, he does so
only to replace: the allegorical meaning supplants an antecedent one; it is a supplement. This
is why allegory is condemneduytdit is also the source of its theoretical significariGavens,

The Allegorical Impulse: Toward a Theory of Postmodern®otiober Magazine, p638)

Owensexplainsthat,by emptying allegory of its original meaniraytists are able to 1e

emphasise its iportance:

The first link between allegory and contemporary art may now be made: with the
appropriation of images that occurs in the works of Troy Brauntuch, Sherrie Levine, Robert
Longo . . -artists who generate images through the reproduction of otiagiels. The

appropriated image may be a film still, a photograph, a drawing; it is often itself already a
reproduction. However, the manipulations to which these artists subject such images work to
empty them of their resonance, their significance, thelfraaitative claim to meaning

(Owens,The Allegorical Impulse: Toward a Theory of Postmoderndotober Magazine,

p68).

Allegory thusvoiced the reality of the subjective experiences of my great wnobe whee
life the narrative was based. His experience became representative of a larger group of
overlooked subjectivitiesandthe storythusbecame an allegolgxaminingthe broader
societal treatment of those who are not visible within conventional cinematic repteses
(those who are not Straight, Male, Angdaxon White and Western). This allegorical form
provided the potential for further Brechtian critiqées. a result of makinggomewheren

Macedonial realised that allegory could even become a specibic tor investigation in my
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nextprojecta Br echti an 6exi tSdmewere & Mdcedorfied meéts e | f .

an examination of the specific field of allegory as a subject, and also, as another possible

narrative 'disruptor'.
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Chapter 6
Film 4: Devon Gothic (2018)
Allegory

Production Diary: Devon Gothic

In my film Devon Gothica hybrid manbird, living heads trapped under glaasd an indoor

Arctic expeditionwork together taereate a journey where history and fantasy collide with the
writerds imagination. 1t contains sequences
of the publicati on o€Frankéasteipin tlsfienIMare jgirts forceara st er p
with hersignature creation to capture and destroy the bird creature that tauntsitded

born from the dead body tieBristolian poet Thomas Chatterton. While she may be able to

control the dark forces of her imagination, the film asks if Mary can alsddackithe

invading forces of a changing and expanding world.

The actors and filming teabecamea significant elemerit the critical effects oDevon
Gothic Julian Firth found something specific in his voice and acting techniqueddilm

that was inportant for mehe didnot hide his performance, he revealed it. This helped to
shatter illusiomandput otherelements of the filnon a different footing everything was
discombobulated by it. Being an artist meaajecting the photographic industry itséthe
impulsewas verysimple- a process of turning the camera around to look at its own
processes. Similarly, Julian went through a process of performing masculinity within the

film.
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Figure 46: On Sebn Devon Gothig2018), Credit: Michael Grant

| am reliant on specific people for my womach actohad a quality important to the piece
in a similar way to JulianFor this reason, meeting suitable people to work alon@psidame
part of the process. It became a social dynafarcing me taeflect on how Brecht himself
may have selected his own teams. Like Brecht, | intend to build uptdomgworking
relationships with cast and creim a manner reminiscent afcollectve or a social
movement! dislikedthe idea of a traditional casting proceskere actors line ugiming to
look like a specific type of person. | ddt necessarilyvant people to ldolike the character
they were playinghutto be themselvesto peform a charactewhile retairing their own
character at the same time. This demarttatl cast actorsvho did not necessarily look like

their rolemay have indicated

| met many actors whilst writing my scripts in tBeho Theatre in London. At the
time, it seemedike the best place in London to woiknd peoplédegarnto get used to me
being there. | made friendsdwas able to discusay work and exchange ideabe
atmosphere was quiet, focussed and warmer than my flatmore traditional actin
fraternity would often be networkingr having meetings with agents in the building. | wttl
dareto approach many of themotwantingto distract them from thework. | mosty
wanted to work with people who worked directly at the theatre ,itetfwho were

interested in the creative process | was proposing.

197



Although younger actors often rehearsed and had events in the building, | wanted to
work with people who were interested in the project and processes | would be working with. |
was able to discss these ideas with each actor in turn. The experiencae@achad of
being embedded within the institution itself was a useful one. They had seen so many
productions over the yeaandhad a thorough knowledge of the histories of film, theatre and
comedy from an insider position. | felt like a lichen in B&ho Theatre, feeding on the air,

drinking lots of teaand occasionallfelping thegeneral ambience.

Abigail Oaks played one of the two Mary SheltharactersShe was an extremely
talented aar whowas veryemotionallyintelligent and sensitive to the needs of the
production. Paul Carroll played the character of Edmund Hillary. He had spent time in his
youth in the touring production &iverdanceandhad a very good way of moving for the
camea. Both Abigail and Paul had a degree of theatricalityilar to what had also
benefitted from with Julian. The acting was vitaCtevon Gothicas it was a largely silent
film. Ahead of the production process for this filninad viewed mangilent films, and
Charlie Chaplin and Buster Keaton were a significant influence over my decision to abandon

dialogue.

The shoot itself took place in thMéestCountry. lusedthe location for 4 daysvhich
also meant catering for the actors oreehd a y s 6 had takeroptac&No budgebreally
did mean ndudget- so | spent every evening cooking and cleaning, theessiminga
domestic working space both in terms of the shoot and feeding the cre¥/eBt€ountry is
a popular holiday destinatipyet rather than being a comforting place, the film made it a
place of eerie mystery wheewenthe landscape itself might turn @a inhabitantsl edited
the film and then worked alongside Stefan Melzak to create a soundireciesignetb be

pastoral butlsojarring to the listener.
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Figure 47: Recording session f@evon Gothiq2018) Credit: Mark(Til) Tilton.

The titles were recorded with my balmpossible Chairswhich [formed alongside

musicians from The Membranes and Dinosaur Jr. Patrick (Murph) Murphy had been a friend
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of mine for many years and agreed to provide drwiereaslohn Robb, Wwo I had known

at various pointsince my teenselped us in the studio. The soundtrack was devised from a
song written in aingledaywhich wastitted6 Si | e n falof®ygidaaimadgeval song

call ed o0#Hey yHa t-boMidedeeshghtly unnging aspect to the filybecause
they treated the countrysids disconcertingather thants beinga romantic setting. My

violin added a sinister dronehich created a furthesenseof alienation.On completion of

the project, the firstaseeningtook place secretly at the Soho Theatéetween shows.

There were only 5 of us in the audienloet | was thrilled with the results.

From an examination of the use of unreliable narration in Exit 3, this chapter

examines the notion of allegoryasdcrical t echni que Vi@conventomal t 6 f r
definition dlegoryis discussed s fda story, poem, or picture t
hidden meaning, typically a mor al“*“Howevagrol i ti c

this dictionary definition seems a somewhat limited interpretation of the temptying that
allegory only provided one router interpretationln contrastWalter Benjamin reclaiexd
allegory in the 1920s and 30s as a multifameshultivalent way of seeing. lan Wall

describes thigpproach n Benj ami nés analysis of Bawudel ai

Baudelaire spends his days gazing upon this cityscape, and every item in it starts to become
emblematic of something or someone elsemetimes a figure from antiquity, sometimes a
virtue or a vice out of the schemata of the s
light and thinks of the tragic window Andromache. Or perhaps he thinks of Andromache, and

then invents the swan. The dialectic makes the present and the @ad¥/al, A, 2015, p.3)

Benjamin himself describes this process thus:

That which the allegorical intention has fixed upon is sundered from the customary contexts

of life: it is at once shattered and preserved. Allegory holds fast the ruins. It offers the image

43 Definition of allegory Lexicon Online URL: https://www.lexico.com/definition/allegorfaccessed
20-06-2020)
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of petrified unrest. B a u d edormérnectvitiswhdtéaltst r uct i v e

prey to it

(Benjamin (2006) pp. 14344).

In my own work Devon Gothicallegory became a way to recapture the symbolic in a way
that resists fixity of meanindt thusbeamea means of expressing the multivalent, rulti
faceted polysemous ways of seeing objects, images texts. This was not a simplicity of
reproducing historical objects and ideas as if they conform to a univocal or monadic process

buta mean®f acknowleding the ways they have a manifold polyphonic exiséenc

This chapter initially describes how contemporary artists have used Basohtll as
the problematics of this use. It identifies a gap in knowledge regarding contemporary
Brechtian strategies. initially does thidoy examining how other artists use Brecht, and then
appiesthis methodnordert o produce a Brechtian écritical
examines the strategies of allegory employed in the@iéwon Gothicas a way to exit
Brechtinawaywhic r et ains the Brechtian quest to pr.

6awakenedd art.

Broomberg and Chanarin: Failures of Formal Brechtian Strategy

This section will develop thehapteé discussion otheuseofl | egory as a Brech
by contrasting mypproach with that of Broomberg and Chanar;m h o mage Waro Br e c |
Primer. The nonironicrec r e at i on o fby Broomlety aindl €hamadndidates

where allegoryor the ironic difference created by allegpcgn be a more fruitful

contemporary critique than that produced by the mepgesentatiorfwithout irony) of

Brecht 6s wo,ldmusirdg the eéxdmple of BraosmleengdChanarinto

demonstraté@ow things can go wrong in realising a contempoBxgchtianism.

B r e cWar Primer(1945) was an example of a way in which Brecht used poetry to

critique documentary form in his own era. Its purpose, according to the publisher Verso in
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1998 i s abyi magéi magkysis of 498 n@.'Thedemocr acy
artwork utilises Br echtt‘@mombercandChgnarmanda met hod
filmmaker Monster Chetwynd employ Brechtian poetry as critique but in distinctly different

ways. n 200 2, Broomberg and Chamami nfpBoecehe @ s
Primer tittedWar Primer 11(2002). In this work, the duoqgur posed Brecht ds cr
method for the 21st century by faithfully-ceeating its format and poetic content but adding
contemporary images of warfare sincé® Thisrepr posi ng of Brechtads or
was not always received warmly by critics. Sarah JamAstiklonthly(2015), questions the

political efficacy of their technique. She suggests Wat Primerlt fié seems to do
counter any scepticismasttohe safe and fairly elitist natu
(James, 2015, p.QJamesarguesthaBr ec ht 6 s t echni gues are being
formally to promote the artists themselves, and as a part of a wider neoliberal agenda within
theat s, without any actual Brechtian ambition

account is close to my own understanding of the weml | concur with her analysis.

This criticismof Broomberg and Chanarin indicates some of the difficulties for artists
who are reproducing Brecht formally in a contemporary ¢hé form of reproduction has
been discussed in previous chapt@tse criticismhas also added to debates which deliberate
on methods which might enable Brechtian ambition to emerge through qamteynpractice
without relying on the for mal use of the pl a
and Chanarin use the same style of epigrams in the 21st century that Brecht had used in the
original War Primer(1945) Although the pictures are diffent with the former artists
showingcontemporary war reporting, it is necessary to ask why the poetry remains the same
Does this work indicate a cynicism or elitist position of the artists, as suggested by dames
are Broomberg and Chanarin missingical potential in their work by not altering the form

of poetryto accompanyhe new imagery?

“This is describedeiwnashéaApaobmpseshking uesee of the epi
photographyWa r P r imagepodmns each dialectically exemplifies a moment of conflict during the war.

Chiselled rhyming quatrains, a form borrowed from Kipling and rendered expertlgrstator and scholar

John Willet, separate an epic of World War Il into instances, some familiar. Others confound expected patterns.

The bookisaverbal i s ual montage of irony, discord, and hopeo
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Monster Chetwynd as aContemporary Brechtian

Brecht 6s pshaltnotde emigety hbartlonethis perspective imdicated by the
arguablysuccessful critique presented by Monster Chetwyntefmvork, sheborrowsfrom

Brecht 6s anraipagrddio rmannemwbichistaysn t he spirit of Br ecl
collaborative and evolving practidewished to emulate this form bdbrrowing Brechtian

work in aspects dDevon Gothigas it wassignificant to my own relationship with Brecht. |
admired Chetwyndobs appr lopattibulatl enjoyecher 6 or i gi nal
borrowing ofThe Threepenny Operand was inspired by this meith with the borrowing of
certain el ements o Devivi&othicl diima tedarl $hé rmateriabas k  f o r

fixed or sacrosancbut as a importantbasis for experimentation in the style okegint.

Monster Chetwynd utilisefi¢ Brechtiarstyle poetic method, as an element of
practice This is evidenced in her woikogsy Ma Bongexhibitedat Liverpool Biennale in
2017. The influence of Brecht on Chetwynd is discussed on the Tate Liverpool website as

follows:

Il nspired by s8idcalmosicaTheBhreepgehny Opefal 928) and Betty
aSong A Day(1936) the artist worked with 34 children and 44 teenagers from across

Liverpool to makeDogsy Ma BongeThe film uses the city of Liverpool, as a backdrop to the

action and, it ipresented within a pepp installation designed by the artist, surrounded by

handmade ani mal costumes and props. o (Tate Web

Chetwyndobés appropri at i onapprbpriaBdaspects of hisworkanar c h
but rejeceédthe icea of a faithful originalChetwyndd o wnpl ays t he extent t
work is a direct influenceor the idea that her work copied from Brecht inraabsolute

manner . She st at esThe ThedpenaywOparshe istnaling amew o wi n g 6

independent work:
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We've lifted the story ofhe Threepenny Opefar om Ber t ol t Brecht and s
make the songs and a | ot of the narrative, at

work rather than it being jus version ofThe Threepenny OperafTate Website, 2018, n.p.)

Paradoxical |y, loGseapprapyiatiah éosiloe £dnsidered more typically

Brechtian than the way in which Broomberg and Charegpropriatedr ec ht 6 s wor k i
War Primer 11(2003. Brechthimselfwas a great recycler of earlier wonkfluenced by

numerous other cultural events and stories. For example, the influence of Chinese theatre on

his theory of Gestus is widely discussed

Brecht was heavily influenced by Chinese theraanother of his weknown plays is set in
Chinai The Good Person of Szechwaind Brecht was so impressed by what he saw in
Chinese drama that he drew elements from it as he developed his theory of Epic Theatre.

(Antaeus Theatre Company Onljri2919,n.p.)

The Cambridge Companion to Breet$o discusses the critical literature concermngcht
andChinese Theatre. In the introduction to a chaptedialectics,Booker (2008discusses
the dynamism of Br ec hGetinston®butfundttionedeas cofistarstt it w

re-imagining of how theatre can work

AfThe most damaging yet most common error in
it as fixed and unchmging, and to view it therefore as either dogmatic, commumsgired

abstraction or revered holy writ. Behind these views lie different perceptions of Marxism and

the rights and wrongs of political art. Brecht began to think through the ideas withhehigh

most commonly associated in the late 1920s and early 1930s. His emphasis and terminology
changed in these years, as well as subsequently, and many see in his later remarks and essays
(especiallyA Short Organum for the Theatr£948) a belated accepice of the conventions

of realism and the realities of emotional experience suppressed by the supposed sterile

intellectualism of his earlier years. o (Book:¢é
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Brecht himself speaks of Chinese Theatrkis discussion of Gestusomparinghe method

of acting in Chinese theatre with what he seeks to achieve with his own alienatieffeit:

The following is intended to briefly refer to the use of the alienation effect in traditional

Chinese acting. The method was most recently us€aimany for plays of a nen

Aristotelian (not dependent on empathy) type as part of the attempts being made to evolve an
epic theatre. The efforts in question were directed to playing in such a way that the audience
was hindered from simply identifying @i with the characters in theégy. Acceptance or

rejection of their actions and utterances was meant to take place on a conscious plane, instead
of, as hitherto, in the audien@ssibconscious. (Brecht, 2003, [1968] p91)

Similarly, Ch exparynanthioray of opevasing coalah ke said to be much
closer to the development of Brechtoés theatr
and Chanarin. This i s iAppeadxesdoghenBhorsQrgarumédd by B
The Theatre (1948),where the playwright describes the constantly evolving process of his

practice as a part diis rejection of more traditional forms of realism:

The theatre of the scientific age is a position to make dialectics into a source of enjoyment.
The unexpectedss of logically progressive zigzag development, the instability of every
circumstance, the joke of contradiction and so forth: all these are ways of enjoying the
liveliness of men, things and processes, and they heighten both our capacity for life and our

pleasure in it. Every art contributes to the greatest art of all. The art of. [i{Breght, [1953]
2009, p.32)

In a similar vein, when asked if she edits her ideas as part of the process Chetwynd claims:

No, I'tds the same mriaoking® brinqaup dificultcsubjectselikeshet i@ o n .
guestion of cultural appropriation perhaps. Then | talk to people about it, in a crude form of
market research, and use what they €Bgte Website, 2018, n.p)



She also says:

| really enjoy making someiting grandiose from something really economical and simple.

That is the jump | like to make. Most of what | am doing is to boost morale, it is really sad

how much our culture and society wears down our morale, the performances are to do with
makingastopn ti me f or people to just l|iterally f e
strain around you just for those 20 minutes. | would prioritise various forms of mayhem, of

irresponsibility, so | guess you can guide that. (Tate Website, 2018, n.p.)

Brect 6 s feAtearyg for Learning published in English in 1961, is relevant to this

discussionlin this work,Brecht outlines the importance of enjoymenpag of thelearning

processl consideredhisdynamictobe o mpel | i ng evi dence that Che
closer to the spirit of Brecht. She pthe process firsindthe text second, whélBloomberg

and Chanarin treat the text as if it were something critical in and of Eseétfencefrom

B r e chAThearefor Learning  ( 1sBidsvd that no text was sacrosabceit that all texts

were to be adapted and changed according to the needs of practice.

If learning could not be delightful, then the theatre, by its very nature, would not be in a

position to instrat.

Theatre remains theatre, even when it is didactic theatre; and if it is good,tihedtre

entertain

(Brecht,ii ATheatre for Learning[1961], 2013p.22)

Allegory and Appropriation as Critical Met h o &x iotr 8 6f r om Br echt

Devon Gothiavas inspired by various cultural foriramong whichallegory wasone of the
mostimportant.As a starting point for the titld usedGr a nt  MWwoedcdndGothiand

the workingeneramoved away from the direct reference

206



significant to Broomberg and Chanarin. The ideas of allegory and appropriation were

significant to this move away from Brechs will be explained further in this chapter.

Analysis ofWar Primer [1(20@) had uncovered a paradox concerning Brechtian techniques

in regard to my own working processes. Attiealysingthe use of Brechtian distancing

devices within artistic practice, a realisation had emerged that these had been incorporated

into other medigfor exampleadvertising. These were medfarmsthat were oppositional

to Brechtian ambitionsuggesting thahesetechniques had become a stydéher than a

critical device in many of these incarnations. It was becoming more challengiiggvto

standad Brechtian techniques agingsufficiently Brechtianin their effectsAs such, | came

to questiorwhethemonBrechtian techniquesould be used to achieve the same effect
Monster Chetwyndods us,anddyhamz paptiche pad indietl anon, al |
additional potential O6exit 6 fAHegonywssruged ht . Thi
heavily within the work of Monster Chetwynd; it was also important as a Brechtian

technique. Could ithenbe updated for a contemporary fine art film pice? | resolved to

create my own respondeeginningoy looking at other examples.

Thest arting point for my film came from an
American GothicThis | felt, had no sense of irony and was-atlegorical it took itself
seriously and for that reasorhas often been adopted for parggicposesl| also decided to
adopt it for the title of my filmnaming itDevon Gothido bring the scope of the piece to a
smaller morerealisti and almost flippant scaldmerican Gotlt shows a stoic and
idealised picture of American pastoral lifeappearedo bea particularly romanticised
portrayal when, culturally, socially and politicgliphe late 1920s and early 1930s were a time
of great social upheaval in thenlted StatesThe country was in the midst of The Great
Depressionwhen many farmers and factory workers were left destitute. However, the

poverty and destitution of the popul ace r ema

207



Figure 48: Grant Wood American Gothiq1930)
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DEVON GOTHIC

Figure 49: Film PosterDevon Gothiq2018) Alice Evans
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Other critical literature makes clear thdb o d 6 s wasreoeived as gatiley some of

his contemporaries

A later canvas, and one now quite as well known, is called "American Gothic." Two people, a
man and a woman, stand, again thgearter length, before a background showing the

pointed roof and Gothic window of the fancyléthouses built throughout the country in the

late nineteenth century. The figures are neither idealized nor criticized, though after his
"Daughters of Revolution" Wood's audiences were inclined to see satire here again.
(Pickering, R, (1935§Grant WoodPainter in Overall§, 2F5)

Similarly, as discussed imnGr ant Wo odin ARerican Ari Jouend{1967) Matthew
BaigellsaysiWooddés painting reaches beyond mere s:
psychology of the lowa couple is rooted consideraddg in goochumoured ridicule as is
usually thought, t ha(Baigall (I9&/ypaly6eTheksiyleaftheo f cr i t i
painting is photorealist. It was painted with very small brushstrokes and thus has no evidence

of t he p a asiftheautidosof thegpairding did not exist, and the work had emerged

fully formed on the page. The pheatealistic style barely seems to acknowledge the influence

of its creator, suggesting instead that the work (and perhaps therefore the realist style)

obscurs the social reality of rural life, producing an idealised view of labour. This is

achieved by romanticising the two characters in the portrayal, thereby eliminating strife from
toil . Each detail of the paint éexprgssiometotims t o s
clean house, to the clothes depicted.

A parallel can be seen between the limitations of realist stylenierican Gothiand
Brechtds di scussi onantoBfechttinoaeghtikhatuikepny enticismmn t i ons p
levelled atAmerican Gothicthe arms plant showed nothing of the actual social
circumstances of those toiling inside. Brecht had objected to much of the contemporary
realism of 1930s Germangiscussinghis imageashe considexdit a model for realist
theatre. Benjamin quotes Brecht in his short history of photografiainé Geschichte der
Photographid Short History of PhotographyBrechtclaimingthat contemporary realism in
theatrehad an equivalence tgpliotograph he had seen of the exterior of the Krupp

munitions factoryBenjamin, 1931)In his discussion of this image, Brecht pointed out that a
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straightforward, realist image of a factory says little about the social reality of those working

inside:

the simple O6reproduction of realityd says | es
Krupp works, or AEG reveals almost nothing about these institutions. Reality as such has
slipped into the domain of the functional. The reification of humaatiosis, the factory, for

example, no longer discloses those relations. (Brecht, [1968] 2000, pp6%H4

Brecht compares the Krupp photograph to a theatre Wailshto acknowledge thartificial
andconstructed nature of contemporary realismcldans that contemporary realist theatre
of the 1930s could say nothing about the inequalities of tiwbsdivedin the societies that
these works emerged fromstead theywork to disguisenequality with silly plots and
stories that carry an audience away from the harsh realities of the everyday struggles of the
working clasgBrecht, [1968] 2000)in describing the photograph of the factory in this way,
Brecht could also be describing tbritical problems of a painting lik&merican GothicThe
two characters within this image appear star the realism of the painting seems to
romanticise andisguiseunequal social relatiorthat werepresent in th&reat Depression
era. By borrowinghe titleDevon Gothidor my own work, | was seeking to parody the
original realist workAmerican Gothi¢1930) andn doing so parodits idealised depiction

of rural life, and the politics of this idealisation.

As di scussed abov gAme@angGCothi¢1930)bat beenap ai nt i n
frequent subject of parody. | now considered how allegory domlctionin itself as an exit

through and from Brecht.
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The use of Allegory as applied t@evon Gothic

| began to wondenow allegory was a method | clsuemploy in my fiimDevon Gothicl
contemplated whethdine use of allegorgouldsurpass the problems | had come to associate
with the dilution and absorption of Brechtian formal techniques in larger cudtsikengif the
use of allegory withirbevon Gothiccouldbecome a form of contemporary Brechtian critical

method

Devon Gothiq2018)was created in order to salvage some of the politics lost in the
assimilation of Brechtian formal techniques into wider culture. My aim was to use the v
effekt to create a new language of alienatedrant.Brecht, denated art was a complexd
dynamic processand yet did not incorporate an alienation that was surreal or imaginative. |

considered that the imaginative or surealld be a useful method for-kendling these

technigues of Brechtian criticality. This had been explored in Peter®eiddar at / Sade

where a combination of Artaudian and Brechtian techniques conflict with each other in the

course of the play. As Gill Lamden notésOn one | evel, Brechtian

in conflict with a far more dangerous and irratibfoaice, one that Artaud, who had spent
many years in various asylums would have
Marat/Sade2001 p.5)In Marat/Sale, neitherBrecht nor Artaud wins out.

Artaud used alienated, surreat nonsense language within his wgorkewingthis as
a critical form in itselfHis Theatre of Crueltgimed &shockingtheaudience, going beyond
theverbal to connect on a visceramotional level. He believegesture was more important
than the wads spokepand that thidecame not just a discipline but a philosophy in itself. |
was interested in thaotential of thesurreal or imaginative to add to Breghé i | vishads .
to use nonsensical allegorical techniques wilb@von Gothido experimentith ideas of a
new form of Brechtian alienation whidouldalso reflect some Artaudian ideas. The

experimentimed to discovelf a theory of the nonsensical could be used to critical effect.

Of strategic importance wadso an awareness thie way thaBrecht used allegory

within his playsSome critics consider Brechtian practice as allegorical. This is expounded

(

or

und

upon by Francis Fergussonin his 1956 esdap r ee Al | egor i sts: .Brecht

He says:
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A number of contemporary playwrightsf, whom Brecht, Wilder, and Eliot are among the
most accomplished, are now writing some form of allegory. They reject the tradition of
modern realism, perhaps because little remains to be done with direct reflections of
contemporary life: the pathos ofethost individual or the decaying suburb has been done to
death since Chekho{Fergusson, 1956, p.544)

However, in as much as | could discover in my research, Brecht himself does not seem to

have used the word allegory to describe his own work. Allegory therefore is very rarely

referred to within his own critical literatures and is more closely associdttethis/ colleague

Wal ter Benjaminds writings. This is discusse
1928 work AThe Or i gi nlfourddthablevasmsing thdtechngqibc Dr a ma
allegorymore frequently withirbevon Gothiand that thisrequency seemed to signal a

move away from standard Brechtian techniqliéggan to imagine that allegory could be

used as a critically resistant tawithin Devon Gothicrevealingthe conditioning present in

equivalent forms of noallegorical filmmakng. This is achieved by using the concept of
allegorythroughthe understandings presencen the writings of Walter Benjamin. This

means that allegory is a much richer source of critiquedlsan mp | e Oofitekec o di n g 6

narrative.

According to Howard Cayi | | all egory in Benjaminds w
implications that are at once philosophical, religious, aesthetic, political and historical. In
many ways it is emblematic of the internal C
inthe attempttdor i ng together the approaches of phil
(Caygil I, 2010 p 241). Benjaminds work is th
decoding process. Benjaminds interpphecalati on

and cultural conditions of Modernity itself.

| foundthatl was using the techniqu# allegorymore frequently withirbevon
Gothicand that this frequency seemed to signal a move away from standard Brechtian
techniguesl began to imagine that atjery could be used as a critically resistant teibhin
Devon Gothigrevealingthe conditioning present in equivalent forms of raliegorical

filmmaking. This is achieved by using the concept of allegbrpughthe understanding of
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the concepin the witings of Walter Benjamin. This means that allegory is a much richer

source of critique thaas i mp | e dofiteemarrdtiven g 6

Central to Brechtian practice was a resistance to convenfarsabtelian storytelling
arcs.As discussed earlieh¢ésemt hods describe a herobés journ
resolution. Brecht considered that such a storytelling trajectory works to padignces
rather than challaging themto alter their lives. For example, when he discuspestheatre
in opposition to dramatic theatiBrechtemphasises that ttgpic Theatre audience is made
Aalterable and abl e t o.Thidfoaregrouodshe Biffeeeccét , [ 196 4
betweerthis form andheatre narratvew hi ch Ai mpl t oabe(Bhecépec( a
2013 p37) so that they feel unchangealbldiscuss later hown a current contextve might

consider that this form of narrative-peoduces or reinforces forms of colonialism.

Brechtconsidered that his-&ffekts could contributéo cultivating a sense of wide
awakeness in an audience where fAsocial being
[1964] 2013 [B7) by resisting the limitations éfristotelian narrative trajector{iowever,

Brecht 6 s mesthatib-at 9as imtengd ta lwe tadjusted to each subsequentiera

orderto maintain its effectiveness. This is evidenced irLesrningPlaysand the

Messingkauf Dialogise both of which indicate that his work is progressive rather than .static

These works leavimstructionsto future practitioners as to how to innovates he puts it,
EpicTheatre is theatre AW TH | NNG®HATI ONS! 0 (Br

Contemporary understandings of subjectivity have altered the ways in which we
address audiences. Rather than considenngudience as a uniform group to be addressed as
if they were one, contemporary understandings of subjectivities indicate that critical methods
must address audiencesnaysthatare multivalent and polysemi€he conventional
definition of allegory imgks that it works like @ode to be unpicked, wheoaeelement
directly performs the hidden meaning of anotblement It is thusa form of storytelling
where one thing means anotheflecting thatdeas of allegory were originally attached to a
fixed form of decodingor moral or political purposelt is similarly described by the

Cambridge University English Dictionagys fa story, pl ay, poem, p i
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which the characters and events represent particular qualities or ide&satieatio morals,

religion.*r politicso

Craig Owenéessays on allegory give a more nuanced understandthg tdrmthan this

simplistic interpretatiommplies He describes allegory as:

An attitude as well as a technique, a perception as wall ap r o ctbedhllegoesédoes
not invent images but confiscates them. He lays claim to the culturally significant, poses as its
interpreter. And in his hands the image becomes something other (@wekadllegorical

Impulse: Toward a Theory of Postmodismo (1969) p.69).

It is this manifestation of allegory that was most of interest to me in crda&wgn Gothic

Wal t er Bdiseysssomexteristhe concept of allegory, sunsetaby Alan Wall in
clamingthati i t i s pr eci sdtheassigimment af méanirtg in allegony that s
makes it so appropriate for Benjamin; appropriate not merely for its baroque incarnations, but
for modernity todMhe(nWalels,crA,bi2n@l B,e ng .a3dni.nds

of Baudelaire, Wall desibes its slippage oheaning thus:

Baudelaire spends his days gazing upon this cityscape, and every item in it starts to become
emblematic of something or someone elsemetimes a figure from antiquity, sometimes a

virtue or a vice out of the schematd t he spiritual i fe. Il n o6Le
light and thinks of the tragic window Andromache. Or perhaps he thinks of Andromache, and
then invents the swan. The dialectic makes the present and the pggtalhed. (2015)

p.3.).

Benjamn himself describes allegory lfaiming Thidt which the allegorical intention has

fixed upon is sundered from the customary contexts of life: it is at once shattered and

45 Cambridge Online Dictionary: URI(https://dictionary.cambridge.org/dictionary/english/allegory
accessed 20-06-2020
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preserved. Allegory holds fast to the ruins. It offers the image of petrified undest( Be nj a mi n
2006, pp. 14344).Benj ami n6s i nterpretation of allegor
(Benjamin, 2006, pp. 14844) which ispolyphonic and polysemous.i$t deployedcot like
acode to be decipherdd find a meaningbut instead produces slidirog multivalent forms

of meaning.

In Devon Gothigl use allegory in a similar manner to that explored by Benjalkiyn.
intention was foeach element of story, imagendsoundto look like something that should
be symbolic osomething elsbut then slipped from this meaning and collapsed in on.itself
According to conventional definitiont ought to be directly representative of something else
and thussimply decoded. However, as allegory, jemtsthis process. In this wait refuses
to be colonised through tieistotelian story arby havingno convenient beginning, middle
or end andno direct heroic journeyst functionsin a multivalent way so that an audience
can actively complete their own meanifidpe metaphorswas using withirDevon Gothic
became hahiial. Althoughat first vieweachseem heavily loaded with meaniffgr
examplea wi se owl, a Omad®é s cancsnitidalpdejsallé&fx per i men
theseare undermined through a narrative thasfto enlighten the audience as to their
purpose. They become visual tics, hghitsclichés, without any accompanying narrative

drive or purpose.

Alan Wall considers this an attitudes being onéhat Benjamin had also attached to

allegory:

Benjamin tdls us the allegorist so conquers the meaning of the texts or objects falling under
his gaze that when he has finishdeky can appear merely the dead husks of themselves,
having yielded the body of their inner meaning up to his intense hermeneutic scrutiny, as if to
an intellectual seducer (Wall, A, 2015, p.1)

The language of the setting and content of the film ma¥esance to enlightenment
discovery yetwithout the narrative drive or a logical story, sbeeferences prove empty
rather than meaningful. By using enlightenment metaphors as described abov®wentbin
Gothic(2018), and yet dispersing or removingrth&om their narrative contextegan to

wonderif | too could point at the limitations of enlightenment authority
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Figure 50: Film PosterDevon Gothig2018) Alice Evans

| had employed symbolic visual language witBievon Gothic Thefilm presentavisual
allegory from its outsewith the first scene feating a dead owl spinning round to face the
camera, reanimating its body in a comedic manngpreviouslythought hat, by laying bare
the means of film making, | could persuade an audience to understand how the films, and
therefore, larger culture was a constructed and artificial notiogadlier works, | considered

this as entirely Brechtian in its effect

Devon thiclinked characters osideof their historical contexts. | referenced the
19" Century paintingrhe Death of ChattertofHenry Wallis, 1856) alongside 2@entury
mathematician Alan Turing (1942954) with Mary Shelley and her charac¥ictor
Frankenstein from her novel of 1818. There wexelogical links to be made between these
charactersyetl felt there weresome connectia® Theseconnectionsvere invented or
created througldreamlike associations in my own mind rather thanudjinoany particular
reasoning. The images created on screen,mergeveryisually linked through the style of

filmic method. There was a chiaroscuro light used in the cinematography which titoergh
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together visuallyeven if there was no logical or tasical link to be madeutside ofthe film.
Througha chain of associations which made no logical sghseapproachmayevenform
conundrums for an audience. In a way,dltharactersould be considered a challenge to the
logic of Aristotelian storytding method and a Brechtian technique in itself. Brecht
considered that story structure needed interrupingl was looking to do thisyodisrupting

historical time flow rather than making it naturalistic.

Figure 51: Still featuring Thomas Chattertddevon Gothig2018) Alice Evans

Similarly, bringing a longdead owl back to life was alsa apparentlymindless gesture. |
wondered what the role of thidayfulnesswvas within the film. | thoght about the notion of
wisdom andny somewhat flippant response to this idea Ham@nating theanimal.Within
my film, | was using the owl as a metapdrich hal no purpose, in that it fat to
represent anything beyond the immediatgondered whetér this mightlendthe film a

Brechtianstyle critical power?

Re-cycling imagery fronthe PreRaphaelite paintindhe Death of Chattertofi856)
was away ofudng recognisableliché. However, rereating the painting as a scene within
Devon Gothialsofunctioned as a direcgfererte toBrechtian critical techniques. My own
use of Chattertodid notnecessarily referaegeneral PrdRaphaelite notions of social

engagement, but insteagsembled alightly obscure cultural reference to Bristol poet
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Chatterton himself. Through a bizarre series of connections, | found myself linking
Chatterton withthe computer scientist Alan Turing. | also linked it with the scene in the
Charles Laughtofilm Life of Galileo (1957) where Galileo eats an apple and then uses it as
a way to explain the solar system to his young assistant. Although this conmeayiootbe
obvious to the viewer and, as such, may have scarce relevatias,film | usedsomewhat
randbm connections as a basis for much of my storytelling. This relatag ioterest in
uncustomary narrative formBrecht himself had an interest in némistotelian narrative
methodsand | wondered how much this correlated with my own storytelling tqaksil

came to question whethtiis strategy beloregito Brechtian practiceor if my use of

uncustomary associationsregdi n s omet hing different from Br

The typewriter and apple in the first scene®efon Gothidunctioned as crude
and rather silly reference to the Enigma machine. Alongside the poisonedcappieonly
all eged to be t he )hmadhaunexpedtetnk batwiean Cliatertarui ci de
and Alan Turing perhaps because both were said to have diedessuli of social stigma. |
read that Turing had a fascination with the story of Snow \Wéuite that his using a

poisonedapple was a clichéd reference to this.
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Figure 52: Still fromDevon Gothiq2018) Alice Evans

| also was interested in the method of fakery that poet Thomas Chatterton had assumed.

had spent time writing a series of poems which he attributed to a medieval monk and had
promotedthemas such. He was then exposed for trasdandcondemned for it. | was

interested irChattertoras a figure who had become the embodiment of ideas concerning
unreliable narrationf-or BrechtGalileo had representeassimilarly flawed as a characteas

hebowed to the intense pressure of therfiglalnquisition. As a result of thike is shownn

Br e c ht asgdeephohurkamut also flawed. Thisontrasts witt he conventi onal

journeysthat often feature itraditional Aristotelian theatre.

My earlier film making orthis projecthadserved to investigate unreliable narration
as a critical device. | had been interested in the history of unreliable narration within film and

literature. It appeared that this strategy had narrative significance to my earlier investigations
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There seemeslomething important to this referenbeth personally and politically.thus
used Chatterton as the manifestation of a larger thaaihe functioned asform of totenfor
unreliable narratioriWhile this could be personal referendbatwould haveittle overall
significance to the vieweit was important in the development of the film as a whole

becomingthe grain of an idea that | would return to.

There was also somethisggnificantin the loaded metaphdtinatthe character of
Chatterton providd to the workandl was interested to explothis. As with my earlier
reference tdAmerican Gothian thetitle of Devon Gothi¢cl was interested in the critical
aspect to the employment of allegory. Victorian-Rephaelite paintings weo®nsidered
radical in their own era, and yet in recent years had slipped into elichwere therefore
subject to parody. As sucimy use ofChatterton was not designed to merely restate the

original effectsthe context in which the poet appears is perhaps a little more enigmatic.

| was playing with the character as a loaded metaphor, without a conéeatrtplet®
it. Like an incomplete seamhce, the character was suspendethout any further information
for the vieweri it could not fitinto a preestablished narrative context. This was a significant
aspect to the whole dfevon Gothigcasthe gacingof loaded imagery and ideas out of
cornext was important to my attempts to move away from Bréths techniquaindermined
the significance of the metaphors and sought to disarm them framasisemedharrative

structure.

My film Somewherén Macedonia2017) had led me to understand that
contemporary Brechtian artwork must be appropriate to the politics of the time and not solely
faithful to hisinitial techniquesAs a result of this filml realised that there was a need to
experiment further in order to achieve a degree of contempBrachtianismDevon Gothic
was created to try to understand this paradox. A dream indp&ech Gothica provocative
approachMy knowledge of Mary Shelleyhewriter of Frankenstein{1818),alsoinformed
my understanding of the wargarticularly asShelley had lived in the part of London where |
lived. The film was also inspired by the visionary art of William Blake and the fantastical
vi sual | anguage WihgsWDesird¥98M.der sé f i |l m

My investigation into Brechtian techniques ledtpa e at er awar eness of
ambitiors for his theatre audiencerhichwerebound up irhis desire to create an active

spectator who was interested in creating political change on departing the theatre. These
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theatrical techniques provided a stark contrast to more conventional forms of theatre, which

Brecht consideredspacifyingan audience.Aanal ysi s of Brechtds di s«
audience subjectivity |l ed to the discovery t
active and reactive crowte does not develapreview of how his audience is comprised in

his writings. There is noonsideration of any diversity in terms of comprehemsapability.

As | have already notetkcent feminist theories acknowledge that there is no generic type of
audience, but insteathatan audience forms a range of people with differing subjectvitie

From this realisation, | developed an intere
audience. | wanted to understand his ambitions for their subjectivity through an examination

of his aims for their political and social emancipation. Thraihghanalysis, | began to see

that Brechtefers infrequently tainderstandings of the subjectivity of his audience in his
writings. This was, paradoxically, contrary
theory of audience receptionthusc onsi der ed that an investigat.

the subjectivity of his audience would be productive.

The work | produced after researching Brechtian subjectidty a response to the
feelings | had of somatic alienation. | considered how &regght have responded to literal
alienation askingwho is excludd or left outwhen he discusses the role of an enlightened
audienceMy di scovery concerning notions of Brech
away from Brechtian techniques in theatren ofDevon Gothicl had discovered a paradox
in Brechtian techniques through my working procestes | could nelonger consider
standard Brechtian techniques as Brechhatontemporary usage, and thaeeded to use
nonBrechtian techniques taechieve the same effect. | was compelled to explore ways | could
use norBrechtian techniques to develop a new Brechtian metimmdDevon Gothiavas one
of the films created in order to salvage some of the politics lost in the assimilation of

Brechtian fomal techniques into wider culture.

As discussed earlier, mgeycling imagery from the Psieaphaelite paintinghe Death
of Chattertorwas an experiment in the use of cliché. Howevecreating the painting as a
scene withirDevon Gothialsodirectly referened Brechtian critical techniques. Brecht was
fond of historicising narratives, a strategy which was unconventional in his own time but is
now so familiar within film and television thatdiencesnight hardly notice itFor example,
Br e c ht @Gmsiontotthe plaifhesLife of Galileq1959 talks of contemporary issues by
placing them in a different historical time and plézenake commentrocontemporary
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scientific advances and the development of the atom bombjostpo Br echhe ds pl ay
historicised narrativalso represents the spirit of free enquiry (Galileo) vs the power of

unexamined authorityti{e CatholicChurch at the time)As such, wmen Galileo capitulates

under the hands of the Spanish InquisiimoBrecht 0 s , the lawigncenay sedhis as a

more complex representation of character fau
journey in dramati¢as opposed to epitheatre Doing this may have given Brecht license to

discuss issues that couldwe been politically controversial in his own era. As a result, it is
unsurprising that a play about Galil eods int
should be presented by Brecht following his own experiences of McCarthyism in 1947, when

hewas an exile in the USA.

Alongside the obvious biographical implicationsstaging events in another time and
placecanhave other purposesandl had an interest in these foeveloping my own practice.
For example,@mporal disjuncture, created bytpng old imagery in a new context, was also
a distancing methqadvhereinan audience is called to-examine old tropes and consider
them in a new context. Other contemporary photographegshisé¢echnique of re
presenting historical imagerycludingt he st aged photographer Tom
photographs set in Hackney in the 90s. His website explains this with regard to hikiferies
and Death in Hacknef2010):

By taking on some of the attributes associated with thdRBphaelite artistsugsh as social
engagement, which has been largely erased from the cultural understanding of this group, and
the obvious intertwining of beauty and nature, Hunter has reinvestigated hisymalighed

innercity landscape and society, to create an unusuahiie of contemporary, urban Britain
(Hunter, 2010, n.p).

By using historical references, Huntmmmmentn contemporary situations. He suggests
this is thefiassumed isolation of contemporary urban life, in the context of the warehouse
scene of the 90s0 (Hunter, 2010, n.p).
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Tom Hunter,The Way HomeFrom the seried:ife & Death in Hackney2010) Private Collection.

My own use of Chatterton was not referendinggeneral Prd&Raphaelite notions of social
engagement mentioned by Hunter, asitdiscussed earliasas more closely aligned to

Chatterton himself.

The Aristotelian story arc is a familiar tradition amongide range of art forms. From
opera to theatre, the narrative journey of characters often follows a familiar trajectory from a
place of relative anxiety to a position of stasis or neat resolution. Brecht saw this as a false
method. He believed that sudnugtures failed to alert his audience to the social and political
factors at play within a capitalist econonBrecht wanted to draw attention to the
Aristotelian method as a device, rather than a natural process. He developed his own style of
narratology which served to challenge such a methodthtieproduced alternatives to the
Aristotelian structures, which contributed to what he termed epic theatre. This used disrupted

time sequences, flashbacks, scgmgd music to disrupt the narrative.

There wasalso something in the rather loaded metaphor that the character of
Chatterton provided to the work that | was interegtegkploring. Devon Gothiavas a filmic

attempt to ésruptAristotelian narrativeria allegory. From personal interest, | wondered
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whether these similar techniques could be applied to depatholagas of mental ilines$

was especially interested in this process since it was attached to my experience of
neurodivergencyThis in turnsuggested how Brecht might be applied through contemporary
ideas of subjectivity attached neurodivergencyDevon Gothiavasthuscreatedo

understand howristotelian mental illness narratives can bpathologisedhrough
Benjaminds understanding of allegory. |t

neurodivergency

| had spent time writing and engaging in mental health cgnpalongside my work
on this projectAt first, | considered that sharing a story of recowbrpughmy experience
might help in the understanding and-sigmatisation of mental iliness. However, as |
thought more deeply about it, | began to undedsthat voicing these recovery narratives
also ran a risk of otheringeoplewith these experienceand also opathologsing the
subject It may have served t@inforae an existing status quo which placed the onus of
recovery on those with lived experea) rather than instilling a sense of social and collective
responsibility for mental distress my desire to destigmatise mental illness, | was relying
on theAristotelian narrative method to describe my journey. This seemed to be playing into

the verynarrative structures | wished to resist within my larger artistic practice.

Jijian Voronka describes how 6Madnessd
(Jijian Voronka 2019, p)avhich place the responsibility to cure in the hands of the
individual rather than being a goal enabled by collective social responsibility. Voronka

elaborates

Inviting people with lived experience to share their stories is now common practice in
education, mental health, and broader community venues. Yet eventlhehartent of the
stories shared are to offer systematic critique of mental health epistemes, it is difficult to hear
such stories beyond the psychiatric gaze. | argue that individual storytelling practices now get
processed through resiliency and recovegtanarratives that continue to position both the
problem and, i ts potenti al solution, at t
accumulation can reify conceptions of the resilient and recovered subject and thus help solidify
mental health triln regimes (Voronka 2019, p.1)
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In this section)oronka describes how recovery narratives, as with &thistotelian forms
are based on rmarrative thatan @thangeoureinforee/tide status quo. These
Aristotelian stories reinforce thpgactice of placing responsibility on the individual recoveree
rather tharemphasisinghe need for collective social and political change.

In making the notAristotelian narrative obevon Gothicl madeefforts to centre my
practice outside the 'psyaze' that dominates a lot of writing and thinking in regard to mental
health, even among those with mental health conditions. | made the decision to write in a way
t hat put my oOmad?d iranmenerithatwasammpetely dinfegéatc ent r e
being intelligible to a neurotypical audience. This process was supported by the use of
Benjami nds c o, withésslippagef of neednings gra itsymultifaceted cajescit
| came to believe th&tristotelian narratives can make us complicit in our own sublimattion.
was seeking to create a form of neurodivergent narrtitateould be loosely compared to
the discussion Roland Barthes lad®utGe o r g e BievellaStoty loféhé Bydn this
analyss,Barthesiescri bes the chain of associ &¢i ons a
regards this as a form of dredike associative logic which brings the text beyond its

pornographic content and into a realm of poetic associdtionghobjects:

Stay of the Eyeeally is the story of an object. How can an object have a story? It can pass
from hand to hand, giving rise to the sort of tame fancy authors call The Story of my Pipe or
Memoirs of an Armchaior alternatively it can pass from image to image, in which case its
story is that of a migration, the cycle of avatars it passes through, far removed from its
original being, down the path of a particular imagination that distorts but never drops it. This

ist he case with Bataillebds book. (Barthes, 1967

This strategy has some commonality with what | was trying to achieve witliblesthn

Gothicand the later worEcho Piano Lesso(2019)in terms ofrefusng directmetaphor and

presening aform thatwas bothmetonymicandmetaphoric. Thisl hoped would develop

what | have come to refer to agreeurodivergent narrati@eThe convention present within
Bataillebds text is the pdtheidiosyparagypohthedextisar r at i v
prodwed by this use of repeated objects which do not fit within conventidinattforms of

metaphor:
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That art is by no means gratuitous it emerges, apparently with eroticismatdeHist

Bataill eds eroticism. Of coolieroticesm tham tinguistica n 1 ma ¢

ones (as Bataille himself showed). But if we call metonymy this transfer of meaning from one

chain to another at different | evels if metaj

l eft eye bet weem ohtbarbllyi pcsoin)c ewvdee g thaltl Bat ai |l | e

metonymic. Since the poetic technique employed here consists in demolishing the usual
contiguities of objects and substitution fresh encounters that are nevertheless limited by the

persistence of aingle theme within each metaphor (Barthes, 1967, p.120)

In creating my owmeurodivergent narrative, | was aimingengineeisomething similar to

thesi tuation within Bataill eds fidegBadhes, shi ng
1967, p.120)Devon Gothiandmy subsequent workcho Piano Lessorefuse to settle on
metaphoybut instead allow an unusual chain of poetic associations. By doing this, the works
aim to be Brechtiam that they resisAristotelian story structure in a nemannerone which

IS more appropriate to a contemporary understanding of neurodivergertisitipjer his
approachacknowledges this subjectivity and works with it in acknowledgement of Brechtian
criticality, forminga new method of resistance to the social and political circumstances
associated with the neurodivergent subject posifi@von Gatic becomes neurodivergent
narrative througlits use ofallegory,thereby expresnga multiplicitous type of allegory and

resising Aristotelian formsThis will be further explored in the final chapter of this thesis.

In applying allegory to an undeéasiding of Brecht, | have demonstrated how it can
produce a novel critical form in its own right. Allegory provided a powerful resistance
strategy destabilisng the 'normandrendering it both meaningless and profoundly,
idiosyncratically, meaningful. Wnoneapplesallegory to Brechtian-effekt techniques in
film making, it becomes a critique of the language that Brecht uses to destabilise the viewer.
Allegory therebyenactsas a more currentsgffekt strategyDevon Gothichusrepresents an
experiment in allegorgnd exploreshe destabilisation that this can produce. The
investigation also implies how allegory may be applied in other contexts to destabilise
Aristotelian narratives around mental health. This leads on to ciiapter d i oefEdns s i o n
Piano Lessorf2019) which considers streawf-consciousness poetry as a critically resistant

Brechtian method.
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Another strategysed inDevon Gothiq2018) was itexploration ofideas of time or
temporality. Theconcept of thdoop was importainto this. | was familiar with the work of
other artists who used this techniguecludingStuart Croft or Douglas Gordon. | had looped
the filmto prevent lending i& conclusive beginning, middle and end. This encouraged me to
think about ideas conceng linear and notinear filmic time or narrative structure. The use
of the loopalsoc onnects to Brechtds critique of Ari si
if, by designing my film with a continuous loop, | could circumvent or challenge this
narratve actionasa Br echti an strategy. After reading
Del euzebdbs thoughts on temporality bf-ovondered

pur posef ulBrethlianimetiiod f r o m

In some waysthis approacleould still be thought o&s essentially Brechtian, insofar
as the repetitious nature of the | oop draws
cinema. Brecht describes the hypnotic effect on an audience in claimirithéharocess of
fusionextends to the spectator who gets thrown into the melting pot . . . and becomes a
passive (suffering) part of the totall work o
thus considered whethely ising this method of repetition and by looping nijfbevon
Gothig | waschallenging an audience to reflect on the absorption provided by other films
whichprovidea conti nuous or Opr ogr e gheAristebannarr at i v
method)

After reading sections of Deleuze t&ihema 1(2001),l was influenced by its
slightly different <criti-gfiek InthistexyDe¢lduzet pr esen
investigates Bergsonds ideas of motwetument , ma
The text analyses various cinematic movements and creators such as Eisenstein, Ford
Kurosawa and Werner Herzog. In some ways, Deleuze appears to use the medium of cinema
itself to draw out philosophical analysis through the medium. For exahgtses links
bet ween Bergsonbdés phil eiateepnediumaoffcinemm noetnme nt and
that AThe shot would then stop being a spat.i
section would no longer be immobile, but mobile. The cinema wedlidcover that very
movemenimage of the first chapter ddatter and MemoryDeleuze, 2001, Cinema 1"¢2
thesis), p.3).
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In contrast to Brechtian ideas, Deleuze@wd at t ari 6 s refl ections |
consider it in different term&.heir concept oAion seemed like particularlycreative

interpretation otime:

In accordance with Aion, only the past and future inhere or subsist in time. Instead of a

present which absorbs the past and future, a future and past divide the present at every instant

and subdivide it ad infinitum into past and future, in both directions at.@cether it is the

i nstant without t hi c knesé&Guattan 1990) pt164p u t extensi

Theauthorswr i t e about temporality in terms of &éch

way of dividing time in a way which never settlbsit instead folds back in on itsaff a

manner reminiscent @ Mobius strip

Inside Chronos, the present is in some nearworporeal. It is the timef mixings or

blendings, the very process of blending; to temper or the temporaries is to mix. The present
measures out the action of bodies and causes. The future and past are rather what is left of
passion in a body. (1990 €lRuze, p. 162)

In Capitalism and Schizophren{&a980) the concept of loops waspleasing notio. The
writerswere centred upon their idea of difference and repetition, wthiely suggested,
challenges the flow of capitalism and its tendency towardlatesrepetition. However, in

terms of filmic temporalitythe loop seemed contradictory

How can we sum up this entire vital progression? Let us trace it along a first path (the shortest
route): the points of disjunction on the body without organs farates that converge on the
desiringmachines; then the subjécproduced as a residuum alongside the machine, as an
appendix, or as a spare part adjacent to the magpaisges through all the degrees of the

circle and passes from one circle to anothers Ehbject itself is not at the center, which is
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occupied by the machine, but on the periphery, with no fixed identity, forever decentered,
definedby the states through which it passes. Tthescircles traced by Beckett's

Unnamable: "a succession of irregular loops, now sharp and short as in the waltz, now of a
parabolic sweepWith Murphy, Watt, Merrier, etc., as states, without the family having
anything whatsoever to do with all of th@r, to follow a path that is more complex, but

leads in the end to the same thing: by means of the paranoiac machine and the miraculating
machine, the proportions of attraction and repulsion on the body without organs produce,
starting from zero, a serie$ states in the celibate machine; and the subject is born of each
state in the series, is continually reborn of the following state that determines him at a given
moment, consumingonsummating all these states that cause him to be born and reborn (the
lived state coming first, in relation to the subject that livei€leuze & Gutarri, [1980]
2000, p. 21

Deleuzé s s o lagpearedto delebrate the apparent absorption that was provided by

cinema. Hdrequentys peaks i n ter msalofa wttameatso mo,f6 ab wts,p i
Brecht, Deleuze appeared to be celebrating rather than condemning thiEhssateayimply

that rather than there being a spectator that observes a film, that there is no spectator as such

as much as there a&sbodilyresponse to filmHe also seemed to ignore the idea that there was

even a spectator or audience for a film that was separate to it.

Freud also speaks of the | oop of the psyc
his descriptiognmesfsi ¥tedl dd dnmeor I dprt his way, ¢t
thesiteoftaumaand t her ef ore can never overcome what

This is described with clarity by Anna Fodorova in terms of the psychodynamic process:

Freud desribes how he observed a game of disappearance and return played by a small boy.
The boy had a habit of throwing any small toys away so that it was difficult to find them. He
played the same game with his reflection in the mirror. Freud says that thisgaueted to

a great cultural achievement, it mirrored the boy's acceptance of mother going away. Asking
himself about the economic motive, the pleasure involved in this, Freud interpreted the boy's
actions through the repetition. Playing an active patiéngame helped the boy to learn to
master and survive his mother's disappearaneesuccessfully managed the separation

Freud (Anna Fodorovg2004)Lost andFound: TheFear andrThrill of Loss,Psychodynamic
Practice 10:1,107118,DOI: 10.1080/14753630310001650294
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| wondered whethehis waswhat Deleuze was also referring emdif so, what might be the
implication for my film | questioned whethdrwasusing a Brechtian criticality in my
employment of the looping form withibevon Gothicor something elsehich

acknowledged a more recent understanding of subjectiviiyuse of thdoop within film
practicewas a critical notion. If Deleuze celebrathe idea that a spectator and a film
combined as a sort of amorphous boeihity, then the question remains as tmwhwe can

form a criticality or precritical subject position on any film in the way that Brecht thd

short, what was the loop in my fih achieving? tecided tdeavethe loop inDevon Gothi¢c
reflecting that its philosophical position within the film had produced more questions than

answers.
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Chapter 7
Film 5: Echo Piano Lesson (2019)
Poetry, Strangeness and Brecht

Production Diary: Echo Piano Lesson

Echo Piano Lessowas devisedo bemore reminiscent of epic poetry than epic theatre. The

piece is designed so that an audience cannot detect where they stop, and the wortd starts

was of interest to explore this terms ofpremodern forns of poetry. However, unlike epic

poetry, the pece was not designed to be rememberedimstead wasrecited. Sometimes

listening can feel even stranger than drearang this is why the piece needs to be read
aloud or performedh er e i s per haps somet hi ndhiswasr e r eal
not mereRomantic dreamingoutanexpression of the ubhoundaried self, similar to tHeed
experience o$chizophrenia. Her¢he division between the narrative process and the

imaginary are not clear. Thharrative itselunravels startingfrom the story of a missing
parentAgain,performedby Julian Firth this film was nonetheless comprisgfdmultiple

voices. It was intended to be performed and recited by a number of perfquossibly

using the space of the gallery itselfachievalts full potential As a performerJulian

mimicked the rich tones dRichard Burtona technigu¢e nt ended t o mi mi ¢ Bur"
readingoDDy | an TUmensik@sodT homasdé influence i s one

modernist references within the piece.

Music from a piano lesson plays in the background, an interruption with a clear
challenge to the audience to listen more carefully to the wando pay attentionWe spent
time rehearsing in mililvVales trying out rooms inside the cottage we were stayimng fo
different tones and echoes. We recorded part of the speech in an abandonedghamch
played at being a priest at one pparidthenas a part of the congregation. We also went out
to the churchyard to get the sounds of animals and the wind ireteein the background.
We recorded the piecaultiple timesso that the words became less and less important. |
pretended to be Werner ,bumreitergf uypuomuchetéreimn 6 s Kl

the analogyAt one pointl did make him climb a wuntain called Cadair 1df% with a paper

46 This was the same mountain as that featur&@bimewheré Macedonia(2017).
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boat folded in his handlthough rot quiteFitzcarraldo, this washe nearest equivalent we
could find in Dolgellau. I quite enjoyed bossing Julian arolimeas much more comfortable

with thisarrangementhanl| would have beedoing this to a woman.

Absurdismwasalso a clear referent when writing this streafitonsciousnessork.
Thestructureescapes from itstructuredstarting narrativesimilar toa Sarah Kane playit
relies on freeformvisual montage anfleewriting streams of consciousneBsho Piano
Lessonwas influenced bwybsurdist aspects & ar a h K aBlastédd99%9. Kame spoke
in a BBC radio i nt e 8omemedformscab&réa@ adualiiyi ng t hat
between good and bad in a hypocritical way ( Ka n e, 1996) . Brecht sim
dichotomy through his character of Galileo. As discussed previously in chapter 7, Galileo is
seen as flawed and vulnerable rather thaaditional hero or andhero. The hero/antiero
of Aristotelian drama was seen as problematic since it leads an audience to a straightforward
form of empathy or alternately rejectigia catharsis, which Brecht saw as culindfya n e 0 s
play was of interesh relation to this as it haso conventional narrativelameworkin which
to place oneselind therefore seems awtilinary. Instead, like Brecht, the aspects of free
form writing and absurdist montage in Kaneds

critical thought rather than be carried al on

In Echo Piano Lessqtthe voicing of a sermon at its conclusion brings the piece from
the chaotic or mystical into smalled logical language. Overall, the fragméiotaof the
narrative and imagery within the piece is designed to jolt spectators from conventional
responsedt was due to this intended effébttl considered tis strategy to be a form of

Brechtianism.

Kaprow, Kluge, Strangeness & Brecht

In this fifth potential 'Exit' from Brecht, three variants of 'stranger(esshe 'making
strangg'are exploredthe methods of Bertolt Brecht, Alan Kaprpoand Alexander Kluge.
The work of both Kaprow and Kluge provided a route to understanding how my own

approach to what | have termed poetic writing could prove an exit through and from the use
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of Brecht in a formal manner. All of teeartists bear compans to the notion of poetry as
technique for making the ordinary visible, examiread/or strange again in the mind of the
readeror viewer- with the emphasiplacedon 'awakening' the viewer into reality. Kluge is
the most significant outlier in thioatext becausédis workexplores the imaginative space
as a specific critical technique. Kluge expressly rejects much of Brecht's critical method
regarding the audien@nd theirsubjectivity, because he feels therksare toodifficult for
the audiencéo engage with fruitfully. The other artists do not respond to Brecht dirécitly

theirpractice nonethelessheds | i ght on possible 6exitso

This chapter examines how different ways of critical theatrical experience are
produced and articulateddy commring and contrasting the techniques of these three artists.
It thusinvestigaeshow contemporaryartworks might hold strategies to create an exit
through and from Brechin some contexts, Brecht describesithaginativeas something to
be avoided, oevenregarded as 'culinaryyet these artists suggest that the poetic, delirious,
or strange can awaken the audience to re@itynore importantly realitigsn a way that the
dilution of Brecht's effecttn commercial and mainstream cultuneans thathey can no

longer do.

Although Allan Kaprow is not normally associated with Brecht, his Happenings pave
the way for an understanding of the strategies used in th&&ih Piano Lessof2019)
throughtheir relationship to what Brecht was attemptingsestusin his essay 'performing
life' (1979), Kaprow describes his processes in developing the Happenings of the 1950s. He
explains the experience of eliminating any previous technique of art or performance from the
development of the Happenirgpyingthat Al was certain the goal
was distinct from any known genre (or their combinations)" (Alan Kaprow, 1979, xii).

Kaprow describes how he tried to eliminate all previous conventional structures frama art

performance:

Sincethe substance of the Happenings were events itine@J as in theatre and opera, the

job, logically, was to bypass all theatrical conventions. So, over a couple of years, |

eliminated art contexts, audiences, single time/place envelopes, stagingaesapats,

acting skills, rehearsals, repeated performances, and even the usual readable scripts (Kaprow,
1979, p.xii).
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Kaprow goes on to identify whae believess outside the realm of the typical structures and
institutions of an artisticreative model, thereby emphasising the everyday. These mundane

rituals become the material for his work. In these daily rituals:

Brushing your teeth, getting on a bus, waghilinner dishes, asking for the time, dressing in
front of a mirror, telephoning a friend, squeezing oranges. Instead of making an objective
image or occurrence to be seen by someone else. It was a case of doing something that was
experienceable for yourH. It was the difference between watching an actor eating
strawberries on a stage and actually eating them at home. Doing life, consciously, was a

compelling notion to me (Kaprow, 1979, p.xii).

In consciously noticing these mundane daily routines, Kagrelieves that life itself

becomes very peculiar: AOf course, when you
-paying attention changes the t hiofthgisighatt ende d
daily or mundane routines become netilc andarethereby emphasised. In the emphasis on

events not considerex art but asaroutine part of life, Kaprow believes a different type of
conscious awareness arises in the experj@mcihus inthe person ‘performing’ the task. He

describes ta feeling of being separated from himself éeithgconscious of the strangeness

of the experiencas follows

Such displacements of ordinary emphasis increase our attentiveness of course but
attentiveness to the peripheral parts of ourselves and sdimgsrare strange. The participant
could feel momentarily separated from him/herself. The cottaggther of the parts, then

might need the events latent and felt, rather than its clear promise (Kaprow, 1979, p.xii).

Although Kaprow's Happenings are nonegentionally associated with Brecht's form of

political realism, a comparison can be drawn here with Kaprow's description of Happenings
and the Brechtian discussion of Gestus. Gestus was a significant component of epic theatre,
in which attention is drawto how a performance is constructed, through a form of over
emphasis or gesture (what Brecht refers to as the 'Gest’). Gest is described as an important
aspect of the-effekt, (translatethereasthe A-effect). Gestus wastended to formakey

part of gic theatrd one which, in combination with other strategies, was designed at
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drawing attention to the stalled realism of conventional theatrical spectacle. Brecht

describes the concept of 6Gest' as foll ows:

The first condition for the achievementtbeé A-effect is that the actor must invest what he

has to show with a definite 'gest' of showing. It is of course necessary to drop the assumption
that there is a fourth wall cutting the audience off from the stage and the consequent illusion
that the stag acting is taking place in reality and without an audience (Brecht, [1964] 2013,
p.136).

With this in mind, | investigated wheth&estuscouldbe considered to have factors in
common with Kaprow's attentiveness to the everyday in the Happeloeg Becht's Gest'
share a commonality with Kaprow's emphasis on the attentiveness to what he terms 'the

everyday'?

Brecht describes Gestus as a process where the character performed does not engage
in directempathy for charactehe is playingbut instead cocentrates on the act of
perfaomance itselfInstead Gestus emphasises the social and political circumstances of the
character portrayedvith the aim thathe audience should not géstractedoy what is
emotive within theatre. Insteatthe strategy is designed to emphasise the character's social
situation andfor theaudience, to relate in a consciously criticelnner that maintains a

thoughtful distancérom the performance and performer. Brethusstates:

The actor does not allow himself to become completely transformed into the character he is
portrayingéhe shows t hem. He reproduces thei.
forward their way of behaving to the best of his absiged knowledge of men, but he never

tries to persuade himself, (and thereby others) that this amounts to a complete transformation
(Brecht, [1968] 20130.137)

Brecht later expresses his aim that the audience response should not depend on lempathy,
should draw attention to its opposite, social potenkiglgiving attention to its context (the

clearheadedr analyticapproach being thepposite of empathy):
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It is well known that contact between an audience and stage is normally made based on
empathy Conventional actors devote their efforts so exclusively to bringing about this
psychological operation that, they may be said to see it as the principal aim of their art. Our
introductory remarks will already have made it clear that the technique, pitidhces the
A-effect, is the exact opposite of that which aims at empathy. The actor applying it is bound
not to try and bring out the empathy operati@recht, [1968] 2013, p.137)

Although Kaprow's Happenings are often described as a blurring abtieeo$ art and life,

suggesting that there is no significant division betw@érat is consideretb be)the

everyday and the art itself in Kaprow's worthe artisthimself was surprised by the lack of
flifelikenes®i n t he Happenings. He writes: AHappeni
supposed they might be. But | | earned someth
p.xi). He was, helaims interested in the discovery he had made about what he teerasidif

"life". This is not a blurring of boundaries between life and art bather like Brecht's

Gestus a drawing of attention to it. For Kaprowis impossible to create a naturalistic

performance of 'life' in the happening becagsaply by perfoming mundane daily rituals

he found they were elevated inte@scious spa&beyond the everyday once they were

consciously reproduced.

The gestural nature of Kaprow's performances can be compared to a reading of
Brecht's veffekt, also known athe "Mé&king the Familiar Strange Effect" (Squiers, 2010,
p.58). Rather than dissipating a boundary between 'art' and 'life," they draw attention to the
strange inwhat isfamiliar in life, and speak of this as art. Thigzes notesultin a mirroring
between live experience, and something called art, but draws out the strangeness in life so
that it can be transformed into a gesture of art. This points the audievieever towards

something about the nature of the real beyihedulinary.

It is important taremember that Brecht was working within the theatrical realm
orderto promote a political reaction beyond it. He had ambstfona new form of theatre
spacewhich was not dependent on the building itdelfcould spill from its boundaries to
affect poltics. This was a metaphorical form of theatre, one which existed in seciety
unlike a whole world stage, where reality could be expamedithe theatre was expanded

into life itself. Brecht states his ambition was that a theatre should be the equivba
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football match or boxing ringa space Wwere people involved in the performance are as much

involved in 'life' itselfas the audience

Kaprow's writings suggesitat he might (unintentionallygchieve what Brecht had set
out to realise iis ambiions towardsveryday comparisonkike Brecht, Kaprow is
committed to art and seems uninterested in the ideological or performative structures
surrounding it buildings, conventionsr ideological context. Instead, he tries to eliminate
these elementsom his 'norperformance’. In ik sensehe could be taking Brechtian
strategy further than Brecht himsdlfespite talking of life outside the theatBrechtwas
not able to shakeff culturalinstitutions in the way in which he operated. In Kaprow's
performances, the institutions surrounding art disapealart seems to approach the

impossible problem of creating an institutionally unmedigifeself-consciougform of life.

Kaprow's work influence&cho Piano Lessof2019) through his relationghto
Fluxus and the Beat movement. These movenimitsattempted to pursue a presence in the
"now' a n, through ieterv@ntiensithat removte scaffolding of ‘art forms' that
allow a safe distandemuch like Kaprow does in his warkheseforms werealsoheavily
influenced by Jazzarticularlythe notion of exploring music beyond the symphonic, the
vaudeville or the popular the latterof thesebeing famouslyculinary. Kaprow sought to
forceanencounter with some kind of realiby heightening the experience of the everyday,
in a similar manner to hothe Beat poets used rhythm and idiomatic changes in tone from
the everyday to the ‘poetidheymergedthese tacreatea kind of 'shockeffectin the listener
throughthe juxtaposition of these two forms of linguistic method. Kaprow's use of movement
elevating the everyday links to the Beat p@etsvell agazz as it enters the improvisational
phase and releases its attachment to formal tueehBwas well known to dislike Wagner's
output, finding itto bethe epitomeof the alinary. In contrastpboth the pioneers of
improvised jazz and the Beats attempted to sidestep this culinary manipulation of the

audiencen orderto expose them to resfiin a manner similar t&aprow.

Echo Piano Lessof2019) relates strongly to these ideas of saturation in a different
reality, in life as lived Non-linearnarrative changes in the register of meaning and fand
related techniquescorporate botlthe mundane and the heightepad both Beats and
improvised Jazz from Kaprow's era didh e  fendaimgrgth mundane activitiefollows
the work ofKaprowin attemptingo create an experience not unlike a meditation, where the

audience is both part ahdis able tareflect oni they arenot told what the meaning must be.
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This notion of the audience assignificant aspect dhe piece Moreover the idea otreating

0 n eo@rsmeaningor multiple meaningsis also at the heart of the work of New German
Cinema artisand filmmakerAlexander Kluge. Tara Forrestdicatesthat Kluge has a
commonality with Kaprow's desire to eliminate traditional forms of narration when she says

that his literary work

Systemadically undermines the conventional channgéswhich meaning is communicated to
the reader. 'all traditional forms of narration', he writes, such as plot, character; action

suspended, and one has great difficulty orientating oneself. (Forre6t.2;,,[1216)

Brecht attempts to always draw the viewer to the 'reali¢atefines the term). F&iuge,in
contrasthumans cannot deal with the ‘real’ and therefore need a poetics of fragmentation to
grasp something about the world they have not seemébehdin order to form a critical
perspective. Examining Kluge's approach offers an exploration towards a fifth potential
critical exit from Brecht. This exit allows art to retain a relationship with deside

imagination in the process of awakening #tudience to a new critical relationship with

reality. something attempted by both Brecht and Kap@aswdescribed above. Kluge is
described as a Brechtian by critibss critical techniques are compared with Brecht by Gary

Indiana in his 1989 interviewith the artist irBBOMBMagazine:

Gary Indiana:ln many of your films you show found footage from very early movies,
archive photographs and drawings, with the frame cropped in various ways, a Brechtian
effect: the films are like freeanging meditations rather than linear narratives. The viewer

notices the cutting. What do you see as the advantages of these techniques?

Alexander Klugel show the cutting because | don't believe pictures have to do with one
another, whether they're contrasting or similar. They don't carry the information, the
information is carried by the cut, the splice. Therefore, the cut should be visible. This is an
ideal of early Eisenstein; it's an ideal in literature. In music also, you always reveal your
effects (Indiana and Kluge, 1989, pp.-44)
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There are also stark contrabetween Kluge and Brecht concerning tlagiproach. This is

shown in thaKluge has a differing relationship to what he regards as the transformative
properties of empathy and imagination. For Brecht empathy depends on illusion, and is
therefore somethgwhich shouldoeavoided througlhe critical consciousnesgenerated by

epic theatre. In contrast, Kluge considers the extent to which human beings are unable to live

without a considerable degree of illusion and, thereforagination:

Human beings arnot interested in reality. They can't be, it's the human essence. They have
wishes. These wishes are strictly opposed to any ugly form of reality. They prefer to lie, than
to become divorced from their wishes, and to some extent unknown(lmukésna ad Kluge,

1989, pp. 4651)

As a result, Kluge has a different relationship to the transformative powers of the fictive or

imaginative narrativeandhe appears to use this as a critical device in and of.fself

Kluge isquoted by Forrest as saying tliiaonfusion strengthens the muscles of [our]
imagination,’ and it is the open, the fragmentary, what Kluge describes as, the 'short cut'
guality of his stories that encourage readers to become actigeo@ocers' in the meaning
making process (Forrest, 2018, p.17)Rather than strippingway the institutions and
techniques for performance, as KapramdBrechtattempt Kluge's approach is through the
encouragement for an audience to 'imagine’ and become what Forrest qaksllocers’ of
meaning. (Forst, 2018, p.17). The imaginative is provoked by Kluge as a different way of
interrogating realism. The questithhusarises as to how this can happandwhether the
provocation of the imaginative in an audience can become a contemporary Brechtian

strateyy.

47 fiGary Indiana In your short stories and films, you mix fiction with nonfiction. You show the public history
and real people along with madp characters. Your technique emphasises the idea that history is as much a
fictional constuction as a novel; the model of reality in newspapers and television is a fiction. And there is very
little space where other versions of reality can appear.

flAlexander KlugeHuman beings forget everything, and can give up everything, excephttésstanding of
misunderstanding reality, the subjective. And that's something good and something bad; | can't really have the
good of it without accepting the bad of it. If this is real, then the media industry is realistic in telling fiction, and
the canstruction of reality founded on this basis can only lie. This is one of the reasons why history isn't
realistic, it's not documentary, it's not -B0pnui ne,
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There is reason to question if the imaginative can become a critical strategy, when we
bear in mind that Brecht's primary modus operandi was to encourage an audience to default
to aform of direct awarenes$g react to socigolitical reality {ia thev-effekt) andthus
moveaway from what Brechtonsideredmaginative escapism in conventional film and
theatre. Although Kluge does not confithathis method is solely Brechtiafof example,
he also speaks of Eisenstein's filmmaking and referenceasfotihes of music and literature),
his notion of images themselves having no link with each other within a film is interesting in
terms of Brechtian techniques of rAnistotelian narrative. It is also interesting to consider
what other ways Kluge may enalbhe emergence @f Brechtian style critiquéJnusually,

this isconnected to how he engages with what he terms the 'human disinterest' in reality.

Unlike Brecht who expected his audience to engage with the high concept presented
without emotion, Kluge' view(which is backed by the popularity thfe culinary’ itsel) is
that humans are not able to confront reality in this.Waypresenthisto them, theaudience
need to be led by their interactitmco-produce the meaning of the film by viewing ibrSe
of Kluge's work also bears resemblance to Bre¥®k#s Primer(1945), as it mixes fiction
with nontfiction. Kluge argues that humans cannot comprehend reality as such, afat¢here
rely on mediation. This section of the interview raises the question as to how Kluge's method
of mixing fiction and norfiction (and his response to the ‘fiction' of documentatgys out
within his films. It becomes fruitful to ask His mixing of whathe considers to be human
'disinterest in realitywith the role of the subjective within human 'misunderstanding,’
provoke what might be understood to be a Brechtian respidogeclose to Brecht is Kluge
Does he go beyond Brechor even provide new gights into ways in which a new
Brechtianism or 'exit' through and from Brecht might emerge in filmmakiagtic& This
context demands analysis of Kluge's filmic process concerning Brechtian techniques and
their realisationwith a view towards discoven if Kluge's approachouldbe considered a

form of visual poetry

The sound worlEcho Piano Lesso(2019) was an experimeintthe use of the poetic
as a critical technique. It was creathtbughan imaginative and sensitively emotional style
of expres®n that wasnfluenced by JJ Lecercle's analysis of nonsense language in
Philosophy through the Lookinglass: Language, Nonsense and Degli@85.L ecer c | e 0 s
text became significant for tHém as he considers thabnsense has an emergent creative

poenti al . Lecercle suggests that: AD®lIire is
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possession, and al so of Ilcwasthetemergericyobthif Lecer c |
creative potential as a critical tool that was of interest to me when dewglegho Piano

LessonThe filmwas developed in an automatic writing sfylevrote in a formless manner

andallowed words to develop on the page at the same time as dislocating and disengaging

from theediting process. This lacked the precision of Brechthethod which, as previously

discussed, sought to direct the audience towards analytical reflection and political action.

My interest in writing in this style was related to the expression of an unmediated
proces - the subjective expression of my oweurodivergencyl allowed my mind to create
an unfiltered reaction to the wordat waghe antithesis to any kind of formal writing style
in the context of Aristotelian methothis requires careful intervention through the editing
process. The cultivein of a meaningful text relies on a great degree of formal editing in
order to produce sensandl was cultivating a different style of texanewhich produced the
noosensi cal . I, as wdl asa thdrconbest of Arstotelian drama, the protioie of
senseonstagd or med what was considered to be natur
naturalistic drama was interventioniseé wanted to rérame performances so that an
audience responded differendndreacted in a way that produced disagreement and dissent
in their lives outside the theatre. This process relied on disagreement in an audience and, as
such, brought live reactions to the fofis chapter seeks tmmpare this with the
contemporary conie of disagreement produced in live online platfermm which theclash
of opinions produces a form of confusion or polarisatioan audience. This has produced a
kind of presentlay culinary process in terms of the subjectivitgrafaudienceandit could

be arguedHat itundermineg critical reactions to politics.

| thususedEcho Piano Lessoms a further experimeatmed atcultivating the non
culinary. This formless method bypasskdframing required to produce an Aristotelian
narrative strucetre, and, as such, is designed to be a critical intervention to it. However, it also
resi sts as p eetfektswithparticiBarregardtd tbesHegelian meth@tis
methodis expanded upolater on p.24). Hegelian methowas one which was proded
through a dialectical processlthough antiAristotelian method is considered Brechtian,
EchoPianolLessof2019) al so borrows from thenstrateg
thatit uses the power to shock an audience in a way that engages afthdive response
al ongsi de t he Theare of Gruelylad a dfferentadyndndicsfrom that of
Brecht. Artaud resisted the idea of dialogue in theatre, which Brecht embraced in the dialectic
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structure of his method. Artawdgued thatlialogLe playedinto Aristoteliantheatrical

narrative methods irepresenting psychological conflict and, as such, was an illusory form of
theatrical technique. Artaud wished to brelakvn andrebuild theatre, as Brecht did, kit

soin a very different manneHe wished humans to express their latent or dangerous urges,

and thereby diffuse or be free from them. He thus claimed in L 9% &vhat tlfie theatre can

still take over from speech are its possibilities for extension beyond wordgvelopment

in space, for dissociative and vibraTfhiery act
is at odds with Brechtian critical methgdsBr e c ht 6 s met h obgingatéghe i es on

centreof a dialectic strategy.

Artaud is seen as meapolitical than Brechbecause his revolutionary theatre starts
from the position of the individual, rather than the critique of larger society and politics.
However, my investigations imply that this practice cannot be considered apolitical in the
conext of current understandings réurodivergensubjectivity. Inthis contextthe personal
is also the politicalEcho Piano Lessof2019) was an expression of my own
neurodivergencyAs such, he strategy of using an unfiltered form of the poetic wasyatw
test how a critical form might be developed from a positiomenfrodivergencyhat
acknowledges a subjectivityhich isnot often explored in the writings concerning the
performative(or even thentersectional)l wanted to apply poetry through meof
neurodivergensubjectivityin EchoPiano Lessonas a methotbr moving through and away
from Brechtian critige. The ambition for this work was to understand how poetic techniques

may challenge the Hegelian basis for Brecht's dialectical strategies

Hegelian method, specifically dialectical thought, was introduced by Hegel and
employed by Marx in his own analytic and critiques is a way of thinking about how the
material conditions of any situation drive chanigedialectical thinking, nothing isxXed. For
Brecht in a societythatis oppressive and unfair it is the structural method of the dialectic
which offers the prospect of change. A dichotomous thesis and antithesis &eagnthesis,
which sets up the next chain of events, and thepebgiucesa continually evolving process.
For this reason, Brecbelievedthat he could provoke change through his pradgtiGeway
thatmade people aware of their material and social condjtsmthey would learn to

understand and challenge them.

A critique of Brechtos dialectical method

délire. Through notions of déliregcercle locates a route to a challenge to dichotomous
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accounts of language (suah that concerning Brechtian strategyt he speci al case
shows that the founding dichotomies permit o
1985, p.196)In saying this, Lecercle implies that the dichotomous only provides one view of
language.This view leaves out what the process of délire orsmmse provided.ecercle

thusargues hat d®I i r eoftheitlistiactios lketveed theilitketal and metaphorical

use of wordso (Lecercl e, 1985, gerala@dB ) . The ¢
metaphorical is a technique that | employ witBitho Piano Lesso(2019) | intendedfor

the viewer to be uncertain as to whether a difference exists between what | use as metaphor

and what is literal. | wanted to test out whether this dyngmaduces an active position for

the spectator or viewer. Here, they might be forced-ssess their own position in relation

to more dialectical forms of cultural production.

This work was also a responsddeaswhich attempt to dictate meaniriig an
absolute fashianThe poetry | created attempted to makeantithetical moveinformed bya
reading ofthe work of Alexander Klugéas abovg but also by discoveries made about the
critical potential of poetry in its expressiomangingfrom Beat Po&y to PostModern
approaches to the mediuhguestioned Wwat would happen in the sliding meanings of poetic

sound and writing to the audien@nd where would they place themselves

For Lecercleddire is a productive stat@hether created by those sidered 'sane’ or
'insane’, as it produces an emergent state of creativity within discourse. Lecercle claims that
60t he peculiarity of d®lire does not reside i
involves the meaninglessness of the propositiomsed), but in its surfeit of it (Lecercle,
1985, p.3)As a resultfiReading or hearing délire is no longer an attempt at interpretation, it
is an involvement in the flow of words, where the willing audience swims with the current,
and allows itselftobe ar ri ed away by the mejBpwondslsd (Lec
created had a sense of a surfeit of significance, but they did not make immediate sense to a
reader or listener. They were designed to have a visceral effect through rhythms and patterns

of thought that emerged within the writing. This lossefse, or nesensewassignificant.

Echo Piano Lessoprovides small glimpses of another way to encounter the world. In
the poemd used within the film, | reflect on experimental writing as a method of freedom
and, at the same time, of criticalmethod Thi s positi oning is also r
description of délire when he suggestsfhatn st ead of a | i nguistic s\

unreliable and unpredictable workings of poetic language: not a pack of rules, but a strange
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growth, amachinewita dynami ¢ of i ts o wThheapprbaehcoEchoc | e, 1
Piano Lessorf2019) is uncustomaryn thatit is presented in a way which destabilifies

conventions of Aristotelian narrative form. The structure is unpredictable and seemingly

randomor confusing. Narrativésuch as it isremains the opposite of a more structured

method. It refuses resolution and remains, to some extent, an open text. This structure was
developed partly through a stream of consciousragspartly through the delikege

unravelling of conventional poetic form:

Stoneless pockets float like Lady Nazareth and the porch arch with the cigarette ash and the
fond letbehind the glory hole. | saw that grin on the captain's face. He shamed himself for a
lost lover, His birdlike women, His dead body like fresh. No longer haunting with the starry
smile (Echo Piano Lessqr2019).

The decision to bothbombineand subvert genres was also an important aspect of my
approach. | borrowed cadences from the modernist poetry of Dylan Tlfthraasork
reference®nder Milk Woodl and alsacertain tensions within the work of TS Eliot and
JamesJoyce- all of whom are refrenced, directly or indirectlyvithin the text. The
onomatopoeic wordswoosh" as a boat is launched within the poem is quotedArom

Portrait of the Artist as a Young Man

The lids of the frozen eyes shut like teeth and clipped in wisdom whie alfter lights and

ears of corn life slowly bites at the compass marks on the white paper like a leaf without its
foundling gesture and the tusk of the dry rot and the beaks of the birth of morning and the

wasps on shelves and the dry birds and the spants in the eaves of the house like a

dragged boat al ong tEckoPaiobhes®m®?203)d t he fAswoosh!

The imaginative space of the work presents an alternate reaktichthe audience is
addressed through multiple forms of discourse. Tdreyaddressed directlgs if breaking an
imaginary6 f th walldthrough the intrusion of the narrator, and also in terms of secondary
or tertiary perspectives. The work is delivered by actor Julian Firth, but the narrator switches
position so that theris no omniscience for the reader or listener. The piece is sometimes

from a femaleerspectiveyetis read by a male actor.
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My plan fortheeventual displapf Echo Piano Lessois to have the words read on
screens by multiple voices within an exhibition space. This would encourage multiple
readings, meanings, and perspectieegmblingafree play of voices none of which is
privileged:

A word is a picture. What has happen&u@jects rarely go to plan. And Perhaps. Manhattan
was. A mistake. Now. Let's start again. It might go better this tfobd Piano Lessgn
2019).

Structurally, the work dissolveitself from poems that appear to have a more Aristotelian
style toform a general entropy/chaos at their finale. When originptlgsented on the page
varying forms of typography and presentation were used, which sought to experiment with
form. The piece sought to destabilise the ideas of what constitutes a 'normal’ poetic form,
through its method. It refers to itself and also, to the act of writing at certain jundtures
example, in stating Al t HEchoPiano bessm20L9% This b ut
is an examplef wherethe writer emerges within the textaddress the audience. This
provokes debates concernitig status of the text, amalso, the act of writing itself. The

visual language of the work presents different wortlvsandrefuses any sense of a

privileged voice over the reader or listener.sTill also be emphasised ary future

installation of the work in designatedpace.

The work engages with the moving play of signifiers to construct endless cycles of
meaning. These meanings are produced through the upturning of pHistsebing tle logic
of language structures within the poem. Ordinary objects are used for poetic purposes within
the text and here is an irreverent sense of play infthe | useo$ language. This minsic
modernist interventigryet is dispersed by the multitudinouse of different ways of

addressing an audience:

| beat at my table and call for rest but there is none because of the clelek&tgnd the beer

beetle tree and the berry on the hawthorn and the shacks by the palms bend over in the sand

and the arm othe bin lid eats the crushed black paper in the cars on the street and the dints in

the bullet holes and Bonny and Clyde fall down and | wonder at the moment the grief comes
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and we are holed up in a toothpick like the eye of a needle and the richngytfitbugh a
hair at a time and the mouths ofEchoPamo str anger
Lesson2019.

Sound is significant to the recorded versiasit is used to disrupt the readitigroughthe
introduction of musical instruments, soundscapas voice effects within the workhe film
introdwcesintrusions to the poem not onlgrougha narratorbut also a violinaflute, and a
piano. These combine to disrupt the abitifthe audiencéo hear parts of the poerdding

to its strangeness and slowing the absorption of what coutd taeaning.The digital world

is also referenced through the nonsensical'iyes, Digital Wafting"(Echo Piano Lesson,
2019).Overall, the piece is desighéo explore how it may be possible to provoke the reader
to consider new ideas or concepin both gormal and metaphoricével The work thus
destabiligsthe real worldby drawing attention to the unfamiliar in the familiar through the

subversion ath'play’ of language.

Sparse or disjointed metaphors are presented, to confuse the viewer and disperse the
easy reception of the wodad thus preverdlosure or resolution. Thigas donewith the
intention that thewudienceare engaged with formn a phibsophical level. The poem seeks
to produce a moving combination of signifiers in order to construct endless cycles of
meaning for an audience, none of which serves to enable a complete overall n&native.
that | was already beginning to write up tthigsis, the writings | allowed myself to
experiment with in this section represented a move away from formal siratetygto the
intuitive. | was curious whethehis ideacould create an audience experience that was more
Brechtian in the senséhat itaimed awide-awakenessather than theulinary. The finished
sound piec&cho Piano Lessowas my final piece of practical research and experimentation
for this project, poviding another potential exit through and from Brecht. Poetry, not unlike
Lecerclebds account of d®I i rerdedatmddadthpr oduced r

potential for further development.

My poetry reli@ on a different approach to subjectivity than frdra tlirect adoption
of Br eeffdkts. & einstatel the affective process of responding to the work, which
was deliberately and consciously rejected in Brechtian critical method. For Brecht
intention wado encourage space for an audietecdeplay critical thought arealm where

they were analytic, rather than directly emotionally involved with events on stage. Although
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the concept of a critical awareness sounded to be a productive tool, within my own practice,
this distancing or aeffekt had proed problematicTheseeming simplicityof this approach

felt alien to my owmeurodivergensubjectivity. It treated everyone equally, as if we could

all be enlightenedvith equal measure, to our social and political pos#titraddressed all

with the sme approach, as if we all started from a position of uniform subjectivity.

My understanding of thimtersectiona(the idea that we are all differently or multiply
oppressed), seemed at odds with a process that treats the audience as if they afeostarting
the same position. It also caused problems in compreheasitsmechanistic treatment of
the audience does not allow us to encounter work, or even comprehend it, when we start from
a position oineurodivergencyMy own poetic work created line$ ttight. | was escapingpy
writing my way out of Brecht, knowing that if | ran from my starting p@miterever that
wasg, | was still in it.As | wrote this thesis, the analytic process of writing about writing
produced a violent athat was oftertouner to what | was trying to achieve. Knowing that
the reduction and translation of the work to a form of critique depended already on languages
thatbelongedto the constraining spheres of political and economic discourse. Such a
reduction undermined anddeced my attempts to produce the poetic as free play. |
proceededvith my writing, knowing | would still be in the same position. These were places
alien to the subjective. | wasusaware that the aesthetic tradition created a theory that art
was a freedm of the subject, but this was a freedom impossible to achieve. Aesthetic
freedom was a compensation for a lack of freedom elsewheras a licensed process. The
detachment Brecht had produced implied that traditional aesthetics could form a critical

subject. This was counter to the precarious approach | adopkzhmPiano Lesson

The work had emerged from the improvised creation of something which spoke about
a commonality in affective procesgbsit hadbeenrejectedn Brechtian discourse. My
pod ry refused the aut on o mtakingfligtma®eadf by Br ech:
stowaway improvisationthatrejected the scalled emancipation promised in revelatory
aesthetics. | was aware that this revelatory aestheticshmadgh this same approach,
produced a subjugation. My poetic approach, like a stowaway within my practice, had not
escaped the laws of languadyesteadjt had rejected the illusion of freedom produced by an
autonomy of the subjeevhich is individuategnd abstracted in the absorption of the

universal. It was a lawless performance which threw back this differentiation and, although
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this held me back from liberation, | knew | was not alofeere was a shared multitude of

voices embodiedechoing within ach poetic utterance.
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Conclusion

In this chapter, | summarise the progression of this thesis: the evolutiopesfgagement
with Brecht, the development and making of the five films, the full range of techniques used
and,finally, how they give us a different way of looking at the use of Brechtian strategies in

the context of contemporary fine art film.

Each of the previous five chaptaliscusseshe making of one of the five films that
make up the practicalspecbf thisthesis. Each of these film works are attempts to 'exit'
through and from formal approaches to Brechtian flmmakiing.works werecreated in
response to the discovery that Brecht regarded his audience as an undifferentiated group
which led me to approdrcfiimmaking in a way that acknowledged Brechtian ambitions
alongsidamore recent understandsgf subjectivities as intersectional and complex rather
than undifferentiated. The five film works and 'exits' were a conceptual developeacit
led on fromthe lastas each experiment lednoy finding a 'new Brechtian approach’ to
create a nowulinary film. The workswould aim to build an ‘awakened' audience.
Individually, thefilm works, andtheir methodologes hadtheir own successe$ut also

createdheirown problematics.

ChapterThree titled Exit 1: Gaslighting (2015) Brecht, Subjectivity, and Feminism
concerned the filnGaslighting whichwas developed in response to contemporary feminist
views of subjectivityemergensince Brecht's ar The chapter examid¢he notion of
performativity as expressed by Judith Butetploringhow this conceptvas lacking in both
Brecht's age and his methaalsideas The film and writing also considered what could be
done to introduce this in a meaningway in terms of ithaving an awakening effect.
Ranciere's examination of the Brechtian subject's problematic nature was also explored. This
became a starting point of comparison to Butler's notions of performative gender and
subjectivity. The chaptehusdescribed the practical discoveries gained through the making
of the film workGaslighting which examined how the Brechtian tradition could take on or
work with diverse subjectivities. Both Butler (2006) and Ranciere (2011) suggested that a
new way ofthinking is needed to accommodate and awaken a diverse audience. This
contributed to a methodology to make the fivork Gaslighting(2015)asan attempt to 'exit’
through and from Brecht. The chapter discussed the creation of the filmasgonell as
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describing how Gaslightingintroducedntersectionalityas a filmic method. The chapter also
considered responses to the filnmsparticular, it became clear that | needed to look at
strategies to undermine Aristotelian narrativat wentoeyond Brechtiatechniquedor

doing so The problematic nature of the unitary sense of subjectivity in the '‘Character is
Destiny' tropeoften found inclassicahotions of theprotagonist took the exploration of

subjectivity and Brecht into a new area for the secondtehiaand the second film work.

ChapterFour: Exit 2: Letters Home(2016).Brecht and the Epistolary Form
described the process of making a second attempt to exit from Brechtian formal strategies.
The film Letters Homeexplored strategies of epistolagrin (letter writing), as a route to a
contemporary critical method. Knowing that letters in cinema create many effects, including
the culinary, | created a film that incorporated an archive of letters to see if the epistolary
form could have a similér disruptive effect to Brecht's use of banners and placards. As
Brecht's strategies had done, this disruption was an attempt to provoke political
consciousness or 'awakening' in the audience. The use of writing had a clear link to banners
and placards in theat, while being in a different medium. The nature of the medium was
explored as flmmaking has a long history of using lettestsategies were devised to upend
and disrupt thosen a similar manner to hoBrecht had upended and disrupted theatre

traditions.

The chapter produces analysis of the use of letters in other films. In particular, this is
centred upon the rhetorical and temporal effects of letters within the giaeohan the
theoretical debates arounasle. ChapteFourdocuments the process of creating the
methodologies and the making of the film itsal well as the subsequent reaction from
audiences. Once again, this led to a period of reflection as to the new directions to take the
experiment. The epistolary forhadoffered various exits through and from Bredbtvards
a new space of critical engagems#rdttook into account more recent understandings of
subjectivity. However valuable these may be, the use of gender disruption, temporal
disruption and removal of context for heavily culturally laden signifiers led me to think

about theole of thenarrator.

Chapger Five: Exit 3: Somewhergn Macedonia Brecht and Unreliable Narration
asked vihat the use of an unreliable narratouldenable interms ofdeveloping a more
contemporary understanding of Brechtian criticality that took into account and developed

morerecent views of subjectivitie3his chapter was concerned with the development of the
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film work Somewheren Macedoniawhichprovided an exploration into the process of
unreliable narration. This film's potential exit through and from Brechtinesan

examiration ofunreliable narration as a critical method.

Firstly, the chapter describes how | developed this méathot own film making by
exploring its history in literature and the theory surrounding itswile particular reference
to myown statusas a neurodivergent individudlhe artwork aimed to try tibothunderstand
and demonstrate how histargnoftenbe asserted from a deliberately chosen subjective
perspectivandquestionedhow we can examine the authority status of different narrators.
Ideas of narrative authority are deeply embedded in the politiesusbdivergencysoby
representing a neurodivergent subjectivity within the film treatment, | could show the bias of
established authorial processes. My filnd the treatment for it,raed to explore the
positive benefit to critical method of using an unreliable narrator to develop a narrative. Once
agai n, it seemed that | needed to find an
the unreliable narrator had a historybaiing usel to reinforae power structures that needed to
be dismantled to enliveenaudience. This discovery produced new questions. Once again,

Exit 3 lead me somewhergew- an examination of allegory as a possible narrative disruptor.

Chapter SixExit 4: Devon Gothic. Brecht and Allegory aSisategyexploresthe
artwork Devon Gothiq2018) which itselfdescribes an unexpected relationship between
Brecht's strategy and the use of allegory within film. This chapter investigates allegory as a
productive approacfor creatinga new Brechtiarstyle critical method. This was informed by
Walter Benjamin's writings on the same subject. In applying allegory to an understanding of
Brechtin contemporary art practice, | askhow allegory can produce avsl critical form
in its own right. Wherthis isappledto Brechtian veffekt techniques in filmmaking,
allegory becomes a critique of the language that Brecktinsederto destabilise the
viewer. Allegory becomes aeffekt strategyandDevon Gothidhusrepresents an

experiment in allegory, repetition, and the production of destabilisation.

Chapter Severkxit 5: Echo Piano Lesson (2019): PoetBtrangeness and Brecht
describes and demonstrates my poetic sound work and wititirmsgyh examining mmwork
Echo Piano Lessoimhe ambition for this chapter was to understand how poetic techniques
may challenge the Hegelian basf8Brecht's formal strategiesasked vhat would happen in
the sliding senses of poetic sound and writing to the audienastigatingwherean

audiencewould place themselvesor even given the intersectional nature of subjectiyity
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how many placethey would occupyThe chapter antheartwork explore JJ Lecercle's
(1989) analysis of nonsense languagd investigatesow this could apply to contemporary
art practice. Lecercle analyses the use of 'nonsense' within various liteazigi@sns,

which he terms 'délire." For Lecercle, id&is a productive state, whether created by those
considered 'sane’ or 'insane.' Lecercle suggjestdélire produces a new state of creativity

within discourse.

The finished sound piedecho Piano Lessof2019) was my final piece of practical
researh for this thesis. It exits from many formal Brechtian stratelgiggxists as a
Brechtian piece in the sense that it attempts to awaken a \aeWisenerin orderto disrupt
their sense of 'self' to expose the possibilities of the multiple subjatigg inside edt
individual personand give voice to the notion of multiple and intersectional identities or
subjectivities. This critical understanding of working with notions of subjectivities contrasts
sharply to some aspects of Bretld  wnoost kdably those identified iChapter3 that

demonstrate that Brecht's audience was considered asibaigy subjectivity.

As a result of my research, each chapter develops ways to apply my discoveries to the
next work. They evidence ways in which othersastimight adopt the strategies and, also,
provide a map for potential routes forward fisture areas of researchhis thesiseels to
open a discussion for artists and theorists to explore the Brechtian project in a contemporary,
critical lightT to holdtrue to his ambition to creagenonculinary cultural practice. This
approactdoes not consider theeffect to be aet of definitivemethods or guaranteed
recipe for awakeningn the context of contemporary understandings of subjectivities and the

contemporaryuse of Brechtian techniques in other cultural arenas.

One discovery that deserves further investigation and debate is how formal Brechtian
style devices are used by organizations and proceSsesparticularly prominent example is
the culinay world of advertising, which Brecht had abhorred. Brecht's aim for a critical
consciousness, where an audience took a thoughtfully antagonistic stand on events and
thereby would seek or work to create change in their own time, still has significant
ramifications for our era. It could be argued that nmoere than ever, we need to develop

and maintain a critically informed audience.

Brechtlived and worked in an era afdefined proletariat notion derived from

Marxist ideas of social clasBrecht tookthis proletariat to be a generalised form of
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audienceBrecht's call to arms subsumed individual subjectivities and melded them into a
groupi at least at a theoretical level. Our Besprovided a greater understanding thie
complexities osubjectivites, in part led by marketing thegeks to place peoplemiches
throughtheir intricate buying patternas well as byonsumption, and by successful protest
movements for civil, gay, and women's rights (to name only a few). In this 8&nse c ht 6 s
genealisation of an audience could not encompass differencasitfiersectional nature

such as thsedefined by Audre Lorde in earlier chapters.

Contemporary artists liviem a time where recognition of thetersectionabnd
performative constructions of identity\veeemerged and begun to be theoriseldadh
academiandpopularlevels.Audiencea areno longer regarded as generally oppressed by a
patriarchal capitalism ia singular fashigrbut multiply and differentlaffectedby the
shifting institutional forceandthe social environments they live withihhesechanges
between the Brechtian era and tloatemporary erdemonstrate the need to form new
methods foipolitical and artistic critique concerning subjectviSome of these approaches
are outlined in this researdmoweverthese changes also shtvenecesity for explorations

that lie outside the focus of this doctoral thdmisare touched upon and hinted at by it.

One example, which emergad | came tohe end of writing up my researchiasan
alarminginsightconcerning the mechanics of group polarisatiore drmalysisThe Dynamics
of Group Polarisatiorby CarloProietti (2018)suggested that when a group of people is
given time for analytic reflectioan any divisive matter, timgoentthinking can result in
more significant disagreement or polarisation between different p&rfibs wasa goal
Brecht actually aimed for and desiresghe sought to provoke rather than wait for a mass
Marxist revoluion. However,we can see that the application of Brechtian techniques aimed
at division to other fieldsouldimply that his strategies have since been absorbed into the
broader culture, particularly the digital world. These methods are used by thespjltte

political Right asmuchas (or even more than) theft. The most obvious and often

48 fiExchange of arguments in a discussiten makes individuals more radical about their initial
opinion. This phenomenon is known as Grangluced Attitude Polarizatioa(Proietti, C, 2018The
Dynamics of Group Polarisatigtniversity of Amsterdam, p.1).

fiUnderstanding the dynamics thadeto polarization is particularly relevant in the era of social
networks, because of the dramatic global effects they may cause. Indeed, virtual forums and political
debate seem to acrossalled bipolarization effects, i.e., the tendency of differabgsoups to

radicalize their opinions towards opposite directiof@roietti, C, 2018The Dynamics of Group
Polarisation University of Amsterdam p.1).
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discussed form of thisan be seen isocial mediain whichgroups of people with different
perspectives meet online, sharing information and ttepas to where the truth of any

particular type of information lays. With the relativismthe current eras topolitical truth

as well asthe debates surrounding ‘fake newsYy resistance to capitalighrougha

Brechtian formal method could be saichtmve come full circle. If an audience is encouraged

to be consciously critical through the Brechtian method's formal exprésianis to say

through the revelatory process about what they see, read artidt®@aecht aimed for in the
1930s1950si then some of this understanding is placed on an unstable footing in the context
of contemporary art. The techniques are employed byRigtit andthe Left: they are value

neutralas a set of methods.

This doubleuse makes some applications of Brechtjust redundant but actually
counterrevolutionary (unless the revolution is one of ‘populism’ or instead ‘fascism’). The
audience or reader is compelled by the analytic process's demand to become more embedded
in existing viewsand less open to understamgl learning, and tolerance: to choose only one
of their many intersectional identities as the most essential or sole identity and to embed their
political actions, views and life upon thatis could be said to undexithe current '‘Culture
Wars' thatake the place of an understanding of the fundamentals of how economies and
societies functionThis approaciplaces ideologiesat theforefront, rather than active and
awakened change. The current culture wars betReght andL eft helpscreatethis political
polarisation. This is evidenced in the emergence of recent Trumgighthe influence of
social media strategies in embedding extreme opinions. Issues such as abortion have been

central to this polarisation in politics across the world.

The fact bat Brecht's formal strategies dveingco-opted as much by the righs by
the left would have alarmed Brecht gravely. Therefore, it has been prescierantme
how we are using Brechtian style practice within contemporary art and crittoissk ifwe
areresponding adequately to the complex, intersectional, demands of ouFhiéhesis
has demonstratatiatthere is no one approach to a new Brechtian criticality in a current era;
in fact, there are many more to be explored as new understandisiggectivity emerge.
However,one certainty is revealed: tikenventionalse of the Brechtian mettipwhich
regard itas ifit is set in stongis no longer appropriate for a critical flmmaking practice. This
era demands new ways of critiqfier acreative practicassuited to this political moment as

Brecht's were suited to his. Brecht never saw his strategies as a fixed method of creating



revolution he saw them as 'things to trgimingto disrupt, engage, and awaken his audience

to theircapacity to revolution. It is to this spithatl dedicate this work.
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Appendix 1: Treatment from Somewhere in Macedonié€2017)

‘Somewhere in Macedonia’ Treatment

This film surrounds events that took place during the First World War where a young
Welsh soldier discovers that his gay lover, whose poems and letters he has been
receiving for months, was in actual fact killed months before.

(The timeline follows significant dates not only in terms of war but also in the history
of gay liberation)

The film is based on a series of letters left by my great uncle. The film explores the
way in which history is represented in an objective way by official record and
compares this with the subjective accounts of the experiences of the individual. The
film blurs fact and fiction where an audience concludes where the ‘truth’ of a story
lies. My recently completed short film ‘Somewhere In Macedonia’ is to be extended
to a feature length film.

CHARACTERS

Selwyn: An elderly Welsh man who experiences Schizophrenia and narrates the
story (nephew of Idris).

Daniel: A young (30) Hollywood Research Assistant

David: A gay Welsh Stretcher Bearer in the Royal Army Medical Corps

Idris: David’s Lover also a poet and Stretcher Bearer

Ceri: Idris’ Younger sister. She appears as both young and old in the film.

Hywel: Stretcher Bearer

Bob: Stretcher Bearer and priest.

Irini: A Macedonian Woman who nurses the fictional Idris back to health in
Macedonia

Sergeant Grant: The Commanding Officer in Idris’ Trench — A repressed homosexual
therefore very challenging to Idris. Aggression toward Idris pushes the younger
soldier to suicide. Grant subsequently writes a novel to cover up the sexuality of Idris
and to preserve his memory as a poet.

Emily Grant: Sergeant Grant's now elderly wife.

Following reports of the death of his closest companion, Welsh war poet and pacifist
Idris is ordered to fight on the warfront, which compels him to abandon the letters
and books that brought him peace and enter willingly into the certain death of no-
man’s land.

The film is derived from the titles of a series of existing letters, documenting the
relationship and experiences of two homosexual poet-soldiers stationed in
Macedonia during the First World War. From an intact archive of personal
correspondence and poetry comes an unlikely (but true) War story of two young gay
soldiers and a parallel fictionalized ‘straight/heterosexual’ narrative that seemingly
contradicts historical record.
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Appendix 2: Script from Devon Gothig(2018)

DEVON GOTHIC

by

(Alice Evans)

Alice Evans

Alicee77@hotmail.co.uk
07545846014
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“DEVON GOTHIC”
SCENE 1.

MORNING INT. MARY SHELLEY'S FRONT ROOM.

The door opens to an empty house. The camera walks us through
the empty house (as if a ghostly presence).

We see various stuffed animals staring out from glass cases

and lots of clocks. We hear clocks ticking. A door opens to
reveal Mary Shelley’s office and writing desk.

Weéééewg/lette addresgsed to Mary Spielle ;;/62z2¢f n;}ihg
deék. see Ahe pagzgsof ook the/degX b e
C&/hAhk\lﬁt'n5ﬂ\Avx&a&s—b&aua_ia—the—wéﬂda

We see an owl in a glass dome.

A clock chimes.
Then we hear the sound of breaking glass.

We see the broken glass dome without the owl. It has broken
free from its’ stand and smashed through the window to leave

a hole in the glass. We see a few feathers float through the
air.

We see MARY SHELLEY (1) AND MARY SHELLEY (2)’s heads in glass
boxes next to each other.

SCENE 2.

MORNING. INT.

Chatterton types on a typewriter with one hand and eats an
apple with the other. Chatterton hears a noise of broken
glass and he hurriedly leaves the room.

Snow falls on his typewriter until it is buried in snow.

SCENE 3.

Shot of MARY (2)’s head in its glass box, MARY (1)’s box is
empty.

MARY SHELLEY (1) walks into her room and notices the broken
dome. She touches the glass and pricks her finger. She goes

to the window and looks out through the hole in the glass
that the bird has left.

Shot of MARY SHELLEY (1)‘s head back in its glass box. MARY
(2)’s box is empty.
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