
Contact Hours
There is no set number of supervisory meetings, however students should have at least three individual meetings (and a 
maximum of six) of two hours each, or equivalent, with their supervisor. Students can expect approximately 6 -12 hours of 
tuition, delivered in sessions between 1 and 2 hours, across the module

Pre-requisites
None; however the module is only available to stage 3 students.

Method of Assessment
The 6000–8000 word range allows students the scope to use subject-specific methods as appropriate to their chosen topic. It 
recognizes that while different subject-specific methods can be used with equal success to achieve the module’s Learning 
Outcomes, the word length required to demonstrate achievement of the Learning Outcomes may differ in such cases. 

Synopsis
Students who wish to take the module must approach a permanent academic member of staff with a proposal, typically in 
advance of module registration, during the Spring term of the previous year. Students pick a research topic of their choice; 
however, students are only allowed to register for the module with the permission of a staff member who has agreed to 
supervise the project, and who has the expertise to do so. Potential supervisors must also ensure before they agree to 
supervise a project that the resources required to complete the project will be available to the student, and that adequate 
supervisory support will be available to the student throughout their study on the module.

Students will be supported in the preparation and submission of their work by their supervisor, although a central expectation of 
the module is that students will take increasing responsibility for their learning, consistent with expectations of H-level study.

Learning Outcomes

1. Developed the ability to identify and articulate a research project appropriate for advanced undergraduate (H-level) study in 
their subject area;

2. Successfully realised a research project appropriate for advanced undergraduate (H-level) study in their area;

3. Developed an in depth understanding of, and put into practice, research methods appropriate to study in their subject area; 
and,

4. Deepened their systematic understanding of a particular topic of scholarship in their subject area.

5. Produced a sustained piece of work that critically analyzes the project topic in a way appropriate to the subject

Preliminary Reading
Derek Swetnam, Writing Your Dissertation: A Guide to Planning, Preparing and Presenting First Class Work, Oxford: How To 
Books, 2001.

ART500 Independent Project                                                     
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn and 
Spring

H     30 (15) 100% Project                                 
                                                       

01 School of Arts
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Contact Hours
3 weekly contact hours in seminars as well as specific skills training sessions and, where possible, guest lectures by theatre 
critics, and formal presentations by the students themselves. Furthermore, the visit of 6 or 7 scheduled theatre performances is 
a compulsory part of the module, and integral to the learning experience (approx. five weekly hours each, including travel time).

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework:
• Ongoing Contribution to the Seminar: 10%
• Group Blog Project (website + 500-word editorial statement): 20% 
• Theatre Writing Portfolio (3000 words in total): 40%
• Pitch, Feature Article and Commentary (2500 words in total): 40%

Synopsis
The aims of this module are to allow students the opportunity to extend their knowledge of theatre by encounters with 
contemporary performance as a live, time-based experience rather than as the experience of reading/text, and to enable them 
to develop the skills of analysis and journalistic writing about live performance. The module introduces students to contextual 
knowledge on contemporary theatre and performance journalism in the UK, including aspects of editing and copyediting. It 
develops analytical and writing skills while considering the role of the critic, the demands of theatre reviewing as a craft and the 
basics of journalism in general. Where possible, sessions will be conducted by professional theatre critics. The module trains 
students on how to make formal presentations, write reviews and features, copyedit/subedit their own or other people’s work, 
pitch to an editor, and tailor one’s writing style according to different readerships and publications. Each seminar group will 
work towards the publication of a blog, in which coursework will be published.
The central part of the module is focussed around 5 or 6 visits to live performances. At least two of these will be visits to 
theatres in London, and the visits will cover a range of different types of international as well as national contemporary 
performance. (Different seminar leaders will select different programmes of theatre visits for their groups, according to their 
particular specialist interests). Students must expect to pay up to £60 for the cost of theatre tickets, plus around £15 for each 
return journey to London. In total, including tickets and transport, this module will cost students around £90. 
Before or after each visit students will undertake relevant research, and write a review of the performance. This process of 
research and writing will focus the thoughts for the group discussion of the performance in the seminars. Students will then 
develop a feature idea and pursue it through research and several writing drafts.
There will be a strong emphasis in this module on developing writing and verbal skills in order to articulate the experience of 
live performance through effective theatre criticism. In particular it is aimed to develop students’ skills in public speaking about 
performance [in seminar debates and in the professional-standard presentation students will give in class], and their ability to 
write lucidly and stylishly about performance in theatre reviews and in an independently research article suitable for publication 
in a good quality broadsheet or theatre journal. The assessment scheme has been designed to develop these skills.

Learning Outcomes
Upon successful completion of this module, students will be able to:

1. Discuss current ideas on theatre criticism and the state of theatre journalism in Britain 
2. Evaluate and contextualise the work of key practitioners, forms and genres of contemporary theatre and performance and 
their cultural, social and political implications 
3. Critique performance events through theatre reviews and research features written to professional journalistic standards 
4. Demonstrate advanced skills in written communication, editing and copyediting 
5. Reflect on their writing practice and compare it with that of professional writers as published in newspapers, magazines, 
blogs and websites 

Preliminary Reading
Pavis, Patrice, Analysing Performance, University of Michigan Press 2003
Counsell, Colin & Laurie Wolf, eds, Performance Analysis, Routledge  2001
Campbell, Patrick, ed., Analysing Performance, Manchester University Press, 1996
Delgado, Maria, and Caridad Svich, eds, Theatre in Crisis? Performance Manifestos for a New Century, Manchester University 
Press 2002
Billington, Michael, One Night Stands: A Critic’s View of British Theatre 1971-1991,  Nick Hern Books 1993
Wardle, Irving, Theatre Criticism, Routledge1992
Stefanova, Kalina, ed., Who Keeps the Score on London Stages?, Routledge 2000
Butt, Gavin, After Criticism: New Responses to Art and Performance, Blackwell 2005
Freshwater, Helen, Theatre & Audience, Palgrave 2009
Kelleher, Joe, Theatre & Politics, Palgrave 2010
Hurley, Erin, Theatre & Feeling, Palgrave 2010

[This module is based on visits to live performances and independent research, not on set reading.] 

DR548 Performance: The Seminar                                                
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

2  Canterbury   
                     
                     
         

Autumn H     30 (15) Laera Dr M
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Contact Hours
One weekly three-hour workshop, Two-hour weekly rehearsal/lecture slot.

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
The final mark for the module will be based on 100% coursework (there are no exams) composed of the following elements: 
*Overall performance/contribution in seminar (10%), Practical scene study mid-term project performances shown in week 6 of 
the course (20%), Practical Scene Study final project performances (30%), Written scene analysis and rehearsal 
documentation (40%).

Synopsis
The course will introduce basic skills related to the craft of acting, predominantly within naturalist and realist idioms. This acting 
course will not subscribe to one particular technique of acting but will explore varied and popular concepts from practitioners 
such as Bruder et al,  Stanislavski, and to a lesser degree Strasberg and Meisner. 
 
More specifically, the course will introduce students through practical means, to basic terms and concepts in rehearsal-room 
practice. By facilitating discovery, it will seek to offer the student a strong set of tools by which the young actor can support 
his/her craft. Predominantly, students will explore approaches concerning the use of detailed textual analysis when preparing a 
naturalistic role for performance and concepts to be introduced will include text analysis and consideration, building thoughts, 
action, objectives and intentions, super-objectives, given circumstances, and a basic format for scene analysis. On some level, 
this course will allow the student an experience of varied and contradicting ideas from the world of actor training. We will 
contrast and evaluate the psychological methods of practitioners such as (early) Stansilavski, Lee Strasberg and Sanford 
Meisner against the more common-sensical physical action and text based techniques of late Stanislavski and Bruder et al.

All of these concepts will be explored in practice through a combination of physical and vocal exercises, improvisation and 
close textual analysis. Students will be encouraged to adopt a critical overview of the work and to evaluate for themselves, both 
via class discussion and through reflective analysis on paper, the strengths and weaknesses of the techniques to which they 
are introduced. 

Assessment will be through continuously assessed class contribution, a reflective journal and short performance presentations 
with an accompanying scene analysis and rehearsal journal.

Movement and vocal warm-ups and improvisation practice will begin each session.  Students will be expected to take 
responsibility for their physical readiness to participate in all classes and to ensure that they bring to their teacher’s attention 
any circumstances that may prevent their full and active involvement in the work.

Learning Outcomes
If you carry out all the work required of you on this module seriously and assiduously, you should, by the end of the module, 
1. Be able to adopt a systematic approach to the analysis of a naturalistic dramatic text in order to prepare an acting role for 
performance. 
2. have developed your critical reflection on the applicability and efficacy of various modern approaches to role preparation 
within a range of theatrical contexts.
3. have consolidated and improved the clarity of your critical thinking and ability to express an argument, written and spoken.
4. have enhanced your skills in play analysis and close reading of plays.
5. become more aware of the need for resourcefulness and inventiveness in research, writing and practical work.
6. have enhanced your skills in using evidence from a range of sources including your own processes, to support your 
arguments appropriately.
7. have enhanced your ability to engage in constructive dialogue and in practical work alone and with your peers.

DR549 Acting                                                                  
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Klich Dr R
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Preliminary Reading
Bruder, Cohn, Olnek, Pollack, Previto, Zigler, A Practical Handbook For The Actor,
NewYork: Vintage, 1986.

Mamet, David, Heresy and Common Sense for the Actor, London: Faber & Faber, 1998.

Benedetti, Jean, Stanislavski & The Actor, London: Routledge, 1998

Longwell, Dennis & Meisner, Sanford,  Sanford Meisner on Acting, New York: Vintage, 1987

Hodge, Alison, Twentieth Century Actor Training, Routledge, 1999

Stanislavski, Konstantin,  An Actor Prepares, London: Methuen, 1980
 ---Creating A Role, London: Methuen, 1989  
---Building a Character, London: Methuen, 1968  
--- On the Art of the Stage, London: Faber & Faber, 1957

Gordon, Mel, The Stanislavsky Technique: Russia, New York: 1987 

Worrall, Nick, The Moscow Art Theatre, London: Routledge, 1996

Hirsch, Foster, A Method to their Madness, New York, Da Capo, 1988

Strasberg, Lee, A Dream of Passion: The Development of the Method, London: Methuen, 
1989 

Hornby, Richard, The End of Acting, Applause Books, 1995  

Contact Hours
3 hours per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Portfolio (50%); Creative Presentation (50%)

Synopsis
This module offers an opportunity to explore an exciting and important period of British Theatre: a period which laid the 
foundations for the organisation, values and forms of British Theatre throughout much of the twentieth and twenty-first 
centuries. Encompassing the Victorian and Edwardian years, as well as WW1, this was a time of radical change in British 
society and the module examines the theatre’s relationship with this changing historical, social and cultural context. 

Learning Outcomes
By the end of the module, students will be able:
- To demonstrate a knowledge and understanding of theatre and performance of the late nineteenth and early twentieth 
centuries 
- To articulate an understanding of the relationship between theatre of the period and the specific institutional, cultural, and 
social contexts in which it was produced
- To demonstrate a specific understanding of the work and significance of key theatrical practitioners (including managers, 
playwrights, and performers)
- To undertake analyses of performance texts informed by script, production, critical response and context
- Demonstrate skills in using archival sources, and both primary and secondary evidence

Preliminary Reading
M Booth, English Melodrama, London 1965 
P Farfan, 'From Hedda Gabler to Votes for Women: Elizabeth Robins' early feminist critique of Ibsen' Theatre Journal 48 March 
1996
R Foulkes, ed British Theatre in the 1890s, Cambridge 1992 
C W Innes, Modern British Drama 1890-1990, Cambridge 1992
K Powell, The Cambridge Companion to Victorian and Edwardian Theatre, Cambridge, 2003 
L Samuel et al (eds), Theatres of  the Left 1880 -1935 , London 1985

DR575 Victorian and Edwardian Theatre                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

3  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Brooks Dr H
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Contact Hours
2 hour lecture/screening session per week
2 hour seminar/workshop session per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: 50% Written Assessment; 50% Group Performance. 

Synopsis
This module engages with a diversity of approaches to theatre directing through a series of workshops, lectures, seminars, 
videos, and practical experiments. The module opens with a programme of lectures and exercises that explore the relations 
between directing and performance, design, writing and composition. This culminates in an assessed group project to be 
performed in which students will engage with and interrogate directing as practice. The module continues with a series of 
theme based workshops on such topics as ‘interrogating the classics’, ‘directing vs devising’ and ‘directing with new 
technologies’. Practitioners studied will vary each year but an indicative list might include Augusto Boal, Tim Etchells, Robert 
Lepage, Katie Mitchell, Ariane Mnouchkine, Frank Castorf, Romeo Castelluci and Robert Wilson. The module will consider 
directing in relations to live art and new performance and will eplore issues of gender, race, culture and sexuality within the 
practice of directing. In terms of its content, delivery and assessment, this module is designed to be innovative, collaborative 
and student-centred. 

Learning Outcomes
The aims of the module are: 
a) To consider the relationship between the work of the director and the           processes of theatrical production within a range 
of performance contexts;
      b) To interrogate, question and re-evaluate the practice of theatre directing;
c) To develop student’s understanding of the processes of production in     contemporary performance practice and to 
encourage their creative and intellectual abilities in this area; 
d) To enable students to explore the connections between performance theory and theatrical practice;

By the end of the module students should:
e) Be able to demonstrate a knowledge of the processes and conventions of theatre directing;
f) Be able to demonstrate an understanding of the theatrical forms and conventions within which selected performance texts 
are operating;
g) Have developed their knowledge of contemporary approaches to directing and performance;
h) Have extended their skills in performance practice.

Preliminary Reading
M. Delgado and D. Rebellato (2010) Contemporary European Theatre Directors, New York: Routledge
J. Harvie and Andy Lavender eds. (2010) Making Contemporary Theatre: International Rehearsal Processes, Manchester: 
Manchester University Press.
K. Mitchell (2008) The Director’s Craft: A Handbook for the Theatre, New York: Routledge
S. Mitter and M. Shevtsova (2005 ) Fifty Key Theatre Directors, New York: Routledge
M. Shevtsova and C. Innes (2009) Directors/Directing: Conversations in the Theatre: Cambridge: Cambridge University Press
A. Sidiropoulou (2011) Authoring Performance: The Director in Contemporary Theatre, Basingstoke: Palgrave Macmillan.

DR592 New Directions                                                          
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Klich Dr R
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Contact Hours
Two weekly 3-hour workshops: one project specific workshop in individual groups and one whole module session for sharing 
work and module information.

Pre-requisites
Compulsory Stage 1 Drama Modules

Availability
DR594 is available as a Wild Module option.

Method of Assessment
100% Coursework : Performance (60%); Production Work (20%); Portfolio (20%)

Synopsis
Students' learning will be organised around research-based projects. These will be
based on detailed examinations of particular examples of popular performance, and
will culminate in both practical and written outcomes (performance project and
research portfolio). Students will submit research portfolios to document how their
research has informed the creation of their performance.

Learning Outcomes
By the end of the module, you will be able to:
 -  Demonstrate a range of performance skills, and production skills, appropriate to the particular form of popular performance 
on which the project is focused
 -  Create a performance within the idiom of the particular form, based on research
 -  Analyse your own work within the project in relation to the particular form
 -  Analyse the particular form, drawing out some of the wider issues relating to popular performance
 -  Demonstrate working knowledge of the particular form, and evidence of research skills

Preliminary Reading
Bailey, Peter (ed.), Music Hall: The Business of Pleasure, Milton Keynes and
Philadelphia: OUP, 1986
Banks, Morwenna, and Swift, Amanda, The Joke's On Us, London: Pandora
Press, 1987
Bratton, JS, Music Hall: Performance and Style, Milton Keynes and Philadelphia:
OUP, 1986
Cheshire, David, Music Hall in Britain, Newton Abbot: David & Charles, 1974
Honri, Peter, Working the Halls, Farnborough: Saxon House, 1973
Hudd, Roy, Music Hall, London: Eyre Methuen, 1976
Kift, Dagmar, The Victorian Music Hall, Cambridge, New York and Melbourne,
1996
Macqueen-Pope, W., The Melodies Linger On, London: WH Allen, 1950
Priestley, JB, London: Heinemann, 1975
Speaight, George, Bawdy Song of the Early Music Hall, Newton Abbot, London
and Vancouver, 1975
Summerfield, Penelope, 'The Effingham Arms and the Empire: Deliberate
Selection in the Evolution of Music Hall in London', in Eileen and Stephen Yeo
(eds.) Popular Culture and Class Conflict 1590-1914, Sussex: Harvester Press,
1981

DR594 Popular Performance                                                     
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Double Dr O
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Contact Hours
4 hours per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Availability
Available as a wild module to non-Drama students. 

Method of Assessment
100% Coursework: Essay: 50%; Practical Project: 50 %

Synopsis
This module takes as its initial focus plays of the late 19th and early 20th Centuries, drawn from the European repertoire.  It 
aims to explore the historical context in which Naturalism as a literary and theatrical movement developed and the varied 
practice of dramatists who sought to represent real life on stage in more accurate and convincing ways.  An understanding of 
their debts to scientific, cultural, literary, artistic and theatrical debates and movements of the period illuminates a number of 
key Naturalist theatres texts by Zola, Ibsen, Strindberg, Hauptmann and Chekhov.  The possibilities and limitations of this 
specialised mode of representation are investigated and its legacy is then traced in a selection of British plays by Lawrence, 
Wesker, and Peter Gill, that reflect a Naturalist approach or deal specifically with continuing arguments on life’s’ determining 
and shaping forces and their dramatic representation first contested in the 19th Century.  The module concludes by considering 
what might be regarded as a 21st Century  form of  ‘Naturalistic’ British theatre analysing a number of recent productions which 
might include: Blue/Orange,  Stuff Happens, My Name is Rachel Corrie. 

Learning Outcomes
This module is offered within the theatre traditions strand of the drama programmes: 
On successful completion of the module students will:
1) Have advanced their understanding of representation in the theatre, with particular reference to the relationship of the 
Naturalist form to its historical, cultural, artistic, literary, theatrical, and scientific contexts.   
2) Have developed a specific knowledge of key Naturalist playtexts in the modern European repertoire and knowledge of  
British  performance in the 20th Century/21st Century  which has been influenced by Naturalist conventions or concerns.   
3) Developed skills in analyzing dramatic and performance texts, debating the limits and possibilities of the Naturalist form of 
representation. 
4) Have a specific understanding of the emergence, development and legacy of Naturalist form through practical exploration. 
5) Be able to demonstrate their learning in a range of outcomes appropriate to the Drama programmes: oral debate and 
discussion,  formal essays, portfolios of research, practical demonstration/presentation. 

Preliminary Reading
L Furst and P Skrine, 1971,  Naturalism, Methuen, London 
R Williams, revised 1987,  Drama from Ibsen to Brecht, Hogarth, London
R Gaskell, 1972, Drama and Reality: European Theatre since Ibsen, Routledge & Kegan Paul 
J L Styan, 1981,  Modern Drama in Theory and Practice Vol 1 Realism and Naturalism, Cambridge University Press, 
Cambridge & New York.
C Schumacher (ed), 1996, Naturalism and Symbolism in European Theatre 1850-1918, Cambridge University Press, 
Cambridge
R Gilman, 1972, (repr. 1987), The Making of Modern Drama, Da Capo Press, New York   
A Miller, 1931 (repr. 1966), The Independent Theatre in Europe from 1887 to the present, B. Blom, New York
C Innes ed   A Sourcebook on Naturalist Theatre, 2000
J Chothia, 1991,  Andre Antoine, Cambridge University Press, Cambridge and New York
P Skrine, 1989, Hauptmann, Wedekind and Schnitzler, Macmillan, Basingstoke
J Osborne, 1971, The Naturalist Drama in Germany, Manchester University Press
N Worrall, 1986, File on Chekhov, Methuen, London
N Worrall, 1996, The Moscow Art Theatre, Routledge, London
J L Styan, 1971, Chekhov in Performance, Cambridge University Press, Cambridge
L Senelick     Anton Chekhov   1985
J Benedetti     Stanislavski: An Introduction  1982
D Magarshack, 1952,  Chekhov the Dramatist, J. Lehman, London 
J Benedetti ed     The Moscow Art Theatre Letters  1991

DR609 European Naturalist Theatre & Its Legacy                                
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Thompson Ms JE
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Contact Hours
One weekly two-hour seminar, One weekly lecture/screening of one hour, One weekly unsupervised rehearsal period of two 
hours. 

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Performance Project (40%); Essay (40%); Lecture Demonstration (20%)

Synopsis
By means of weekly readings, seminars and practical workshops, this module will engage with
the genre of theatrical auto/biography in the context of psychoanalytic, performance and gender
theory. During the first part of the module the focus will be upon biographical and text-based
materials, which will include consideration of the relations between the twentieth century history
play and biographical writing, the life story as ‘closed’ narrative, and the status of the ‘true
story’. Examples will range from Edward Bond’s Bingo to Rachel Rosenthal’s My Brazil.
Subsequent practical workshops will examine autobiographical performance, with particular
reference to the self as source and the body as text. This aspect of the course will address the
ways in which the forms of auto/biographical theatrical practice can valorise or challenge the
concept of the unified subject as agent and origin of meaning and narrative coherence.

Learning Outcomes
The student should:
1. Be able to demonstrate a critical understanding of the relations between auto-biographical
theories and performance practice.
2. Be able to demonstrate an understanding of the theatrical forms and conventions within
which selected auto-biographical performance texts are operting.
3. Extend their skills in critical analysis.
4. Extend their skills in performance practice.
5. Be able to demonstrate learning through a range of outcomes – orally,m in debate and
discussion; in writing; in performance.
6. Extend self-management capabilities, independently and in collaborative situations.

Preliminary Reading
Ashley, K (ed) Autobiography and Postmodernism, University of Mass Press, 1994
Marcus, L, Auto/biographical Discourses, MUP 1994
Martin, C (ed), A Sourcebook of Feminist Theatre and Performance, Routledge, 1998
Olney, J, Studies in Autobiography, Oxford University Press, 1988
Paget, P, True Stories? MUP, 199?
Phelan, P, Mourning Set: Performing Public Routledge, 1997
Stanley, L, The Autobiographical 2, MUP 1992
Smith, S & Watson, J (eds) ??, Autobiography, Theory, A Reader, Wisconsin 1998

DR610 Performing Lives: Theory & Practice of Autobiographical Theatre         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Brooks Dr H
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Contact Hours
3 contact hours per week, in a combination of lectures, workshops and seminars

Pre-requisites
Compulsory Stage 1 Drama Modules

Availability
Available as a wild module to non-Drama students. 

Method of Assessment
100% Coursework: Essay (50%); Performance (50%)

Synopsis
This module engages with the plays of Shakespeare and his contemporaries as texts for performance; approached through a 
variety of critical, theoretical and practical methods. It considers the theatrical, cultural and historical conditions that produced 
and shaped them; examines the role played by the drama in a violent, volatile and rapidly-changing society; investigates and 
applies the principles of early modern playing spaces and performance practices, and considers the variety of ways in which 
these works have been encountered and reinvented in the modern period.

Learning Outcomes
By the end of the module, students will be able:
a) To demonstrate a knowledge and understanding of the theatre and performance cultures of early modern England.
b) To articulate an understanding of the relationship between the theatre and drama and of the late sixteenth and early 
seventeenth centuries and the institutional, cultural, and social contexts in which it was produced.
c) To demonstrate a specific understanding of the work and significance of key practitioners from the period, including 
playwrights, and performers
d) To undertake analyses of performance texts informed by script, production, critical response and context.   
e) Demonstrate research skills in using secondary and, where available and appropriate, primary materials

Preliminary Reading
Braunmuller, A. R. and M. Hattaway, eds. The Cambridge Companion to English Renaissance       
Drama. CUP, 1990.  
Greenblatt, S.   Will in the World. Pimlico, 2005. 
Gurr, A. The Shakespearean Stage. CUP, 1992. 
Shaughnessy, R. The Routledge Guide to William Shakespeare. Routledge, 2011.  
White, M. Renaissance Drama in Action. Routledge, 1998. 

DR612 Shakespeare's Theatre                                                   
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Shaughnessy Prof R

Contact Hours
1 x 1 hour lecture; 1 x 2 hour seminar per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Presentation (30%); Portfolio and Evaluative Essay (50%); Seminar and Workshop Participation/Writing 
Exercises  (20%)

Synopsis
Through weekly lectures, seminars and practical workshop sessions, the course will allow students to write scenes and 
experience the results and effects of their playwriting as performed by others, in the context of on-going discussions about the 
practice and characteristics of playwriting and with a strong emphasis on the importance of revision and development of 
evolving work as mediated by the constructive criticism of group and convenor response. 

Learning Outcomes
The student should develop and deepen his/her:
1. comprehension of and practical skills for writing for the stage by means of serial playwriting exercises which are performed 
and critiqued in workshops so as to give an understanding of the written word as enacted in performance and of the importance 
of constructive criticism.
2. understanding and practical use of dramaturgical structures in the completion, editing and revision of exercises in playwriting.
3. a working familiarity with and understanding of the language and practices of writing for performance.

Preliminary Reading
Freeman, John: New Performance/ New Writing. Basingstoke: Palgrave Macmillan, 2007.
Grieg, Noël: Playwriting: A Practical Guide. London and New York: Routledge, 2005.
Edgar, David: How Plays Work. London: Nick Hern, 2009.
Vogler, Christopher: The Writer's Journey: Mythic Structure for Writers. Michael Wiese Productions, Los Angeles, 2007.
Waters, Steve: The Secret Life of Plays, Nick Hern Books, London 2010

DR619 Playwriting I:  For Beginners                                           
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Radosavljevic Dr D
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Contact Hours
3 hours contact (1 x 3 hour lecture/seminar) 

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Essay (20%); Virtual Funding Application (40%); Individual Contribution and Research (20%); Project (20%)

Synopsis
The period from 1985 has seen theatre move from a neglected area of policy for national and local politicians – surviving with 
reducing and standstill investment, through to being recognised as not only a popular artform, but as an element of the glue 
that creates and binds communities. This has meant the introduction and intervention by policy makers from the local to the 
central government level. This module will look at the structure of local and central government inasmuch as it affects Theatre 
and Drama, look at the formation of the Department of Culture, Media and Sport (DCMS), and the history of the Arts Council 
and its various models of operation since 1947 through to the new changes currently being introduced. This will serve to place 
Theatre and Drama production within the context of who makes policy and how it is formed, while acting as an introduction to 
arts funding and the application and measurement process.

Learning Outcomes
Students will be expected to
1. Gain a general understanding of the structure of central, regional and local government inasmuch as they affect the arts.
2. Understand the structure of the arts funding system and a basic history of its evolution from 1946
3. Understand the aims and objectives of arts funding
4. Evaluate and understand the component parts of a bid for funding.
5. To be able to score and evaluate a bid proposal through the eyes of an arts funding officer.

Preliminary Reading
The Complete Fundraising Handbook Nina Botting & Michael Norton
In Ass. With ICFM, ISBN 1-900360-84-5 £16:95
Write Better Fundraising Applications Michael Norton & Mike Eastwood ISBN 1-903991-09-9£14:95
Fundraising StrategyRedmond Mullin ISBN 1-903991-22-6 £19:95
Organising Special Events for Fundraising and Campaigning
John F Gray & Stephen Elsden, ISBN 1-900360-56-X £10:95
A Guide to Funding from Government Departments & Agencies
Susan Forrester & Anthony Stenson, ISBN 1-900360-79-9 £18:95
Your Way Through the Labyrinth, a Guide to European Funding, In Ass. With ECAS 
ISBN 2-9600280-2-3 
British Performing Arts Yearbook Rhinegold Publishing  15th Edition (2002/03), ISBN 0-946890-97-8, £26:00
Voluntary but not Amateur Jacki Reason, Ruth Hayes & Duncan Forbes, ISBN 1-872582-71-0£22:95
Writing for Change In Ass. With fahamu and IDRC, ISBN 0-9536902-1-0, £20:00
Cultural Diversity Guide Published by Meridian Broadcasting, ISBN 0-9541017-0-7 £  6:99

DR629 Cultural Policies in the British Theatre                                
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

O'Brien Mr D
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Contact Hours
5 contact hours per week, in a combination of lectures, workshops and seminars.

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Essay (50%); Performance (50%)

Synopsis
 This module engages with Shakespeare by considering its unique resilience as a body of plays, focus of cultural mythology, 
and source of inspiration within modern theatrical culture.  As well as surveying the Shakespeare work of major practitioners 
(The RSC, National Theatre, Shakespeare’s Globe), the module will involve at least two theatre visits, as well as hands-on 
engagement with performance-making, performance reconstruction, and historical research.  

Learning Outcomes
By the end of the module, students will have:
a) knowledge and understanding of the places of Shakespeare within contemporary theatre and performance cultures
b) an understanding of the environmental, critical and theoretical frames of reference within which Shakespearean performance 
operates 
c) developed a familiarity with the work of key contemporary practitioners, including directors and performers
d) undertaken critical analysis of performance texts informed by script, production, critical response and context.   
e) acquired research skills in using secondary and primary materials

Preliminary Reading
Hodgdon, B, and W. B. Worthen, eds. A Companion to Shakespeare and Performance. Blackwell, 2005. 
Holland, P. ed. Shakespeare, Memory, and Performance. Cambridge University Press, 2006. 
Kennedy, D. Looking at Shakespeare: A Visual History of Twentieth-Century Performance. Cambridge University Press, 1993. 
Palfrey, S. Doing Shakespeare. The Arden Shakespeare, 2011. 
Shaughnessy, R. The Routledge Guide to William Shakespeare. Routledge, 2011.  
Werner, S., ed. New Directions in Renaissance Drama and Performance Studies. Palgrave, 2011. 

DR636 The Shakespeare Effect                                                  
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

McNulty Ms M
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Contact Hours
4 hours of contact time per week. 

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Workshop Project (50%); Research Portfolio (30%); Seminar Performance (20%)

Synopsis
This module offers students the opportunity to understand and apply workshop techniques, planning and management in an 
Applied Theatre context. Practical work will be based on a theoretical understanding and grounding in the historical and social 
contexts of Applied Theatre. The module will be structured in 2 distinctive stages:
Stage 1:  
The first six weeks of the module will introduce and consider the historical development of applied theatre, current debate, 
methodologies and case studies within the field. This stage of the module will include 4 lectures. In addition there will be weekly 
seminars.
Stage 2:
The second stage of the module will focus on practical skills to include project planning, management, workshop and facilitation 
skills. During this stage students will work in groups leading to a workshop that they will lead with a designated client group in 
week 12.   Each group will present plans and be expected to evidence these in the form of a company profile. Students will be 
required to reflect and evaluate the process through a research portfolio focussing on a particular area of research related to 
the workshop (3000 words). This stage will include one lecture. 

Learning Outcomes
Upon successful completion of this module the student who has participated fully should be able to demonstrate:
1. workshop skills within community &/or educational contexts 
2. ability to work within a team to produce a creative workshop programme within community and/or educational settings 
3. An understanding and knowledge of theory relating to an applied performance context 
4. An understanding of the ethical issues involved in applied performance 
5. And ability to pursue independent research 
6. An ability to reflect on and critique their own practice 

Preliminary Reading
Boal A (1998) Legislative Theatre: Using Performance to make Politics, Routledge
 Boal A the Rainbow of Desire, Routledge, 1994
Cohen- Cruz J, Radical Street Performance, an International Anthology, Routledge 1998
 Jackson T, Learning through Theatre A: New Perspectives on Theatre in Education (2nd edition) Routledge, 1993
 Kershaw B, The Politics of Performance: Radical Theatre as Cultural Intervention, Routledge, 1992
Kuppers, P. Community Performance, An introduction, Routledge 2007 
Kuppers, P & Robertson, G. The Community Performance Reader, Routledge 2007 
Nicholson H, Applied drama: Palgrave Macmillan 2005
Taylor GP, Applied Theatre: Creating Transformative Encounters in the Community, Greenwood, 2003

DR648 Applied Theatre                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Thompson Ms JE
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Contact Hours
4 contact hours per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Shakespeare Scene Study Performance (40%); Shakespeare Scene Study Written Analysis (40%); Greek 
Tragedy Practical Performance  (20%)

Synopsis
The aim of this 12 week course is to introduce students to the specific acting challenges presented by the pre-restoration texts 
of the ancient Greeks and Shakespeare and to facilitate, through practice, an in depth examination of proven analytical 
approaches to these challenges.  Instruction in the analysis of language structure and verse forms, verse structure, style, 
metre, imagery and language texture forms a key component to this course.
Through a classical repertoire, the student will be taught a systematic analysis of verse structure which, they will learn, is an 
integral part of an actor’s development. This work on unambiguous structural matters will enable the student actor to articulate 
experience in time, avoiding the risk of leaving performance at the level of the pursuit of feeling and expression. Focus will also 
be placed on how this analysis can direct the performer, facilitating discovery in both action and character.
The course will also create an awareness of the vocal, physical and emotional demands placed on the performer when working 
with these plays and through practice, promote knowledge of how the actor’s instrument can meet these demands.
The module will run in two parts with weeks one to four focusing on Greek Tragedy and its performing challenges, culminating 
in a solo performance project. The remaining weeks (6 – 11), will explore performance text analysis when working with 
Shakespeare and how this analysis can direct the performer. The course will close in week 12 with assessed practical scene 
performances taken from Shakespeare texts accompanied by a written scene analysis for later submission.

Learning Outcomes
The student engaging fully with this module will:
1. Gain a practical knowledge of the fundamental principles of acting techniques as they apply to classical texts 
2. Be proficient in analysing these texts thoroughly for performance self-direction
3. Have achieved a deepened awareness of Shakespearean and Ancient Greek texts
4. Have an enlightened understanding of the forms and structures used by poets and an appreciation of how text is structured 
and built, not only in Ancient Greek and Elizabethan plays, but in contemporary works also.
5. Have gained increased vocal awareness, knowledge and expertise 
6. Be able to deliver specific, direct, active and well-observed text based performances 
7. Be able to deal with the challenge of balancing the heightened, emotional themes and content of Ancient Greek plays with 
the naturalistic text inherent in some of their contemporary translations and adaptations 
8. Have enhanced their skills in play analysis and the close reading of plays 
9. Have improved their ability in critically reviewing performance 

Preliminary Reading
Barton, John, Playing Shakespeare, 1997
Benedetti, J., Stanislavski and the Actor, 1998
Berry, Cicely, Text in Action, 2000
Bruder et al, A Practical Handbook for the Actor, 1986
Hall, Edith and Fiona Macintosh, Greek Tragedy and the British Theatre, 2005 
Harrison, Tony, The Oresteia, 2002
Heaney, Seamus, The Burial at Thebes, 2004
Kermode, Frank, Shakespeare’s Language, 2001 
McDonald, Marianne and J.Michael Walton, Amid Our Troubles: Irish Versions of Greek Tragedies, 2002
Rodenburg, Patsy, Speaking Shakespeare, 2004
Rodenburg, Patsy, The Need For Words, 1993
Shakespeare, William, The Complete Works
Suzman, Janet, Acting with Shakespeare: The Comedies, 2000
Taplin, Oliver Paul, Greek Tragedy in Action, 2002
Wells, Stanley, Shakespeare & Co, 2006
Walton, J. Michael, Greek Theatre Practice, 1992

DR659 Performing Classical Texts                                              
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Shaughnessy Prof R
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Contact Hours
3 hours per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework : 20% Continuous Assessment; 40% Performance; 40% Written Essay

Synopsis
This module studies different approaches to physical training for performance. It covers examples from around the world, 
though developments in Europe during the twentieth century provide a focus for the module. The module is oriented towards 
training for ‘physical theatre’ – a term which emerged at the end of the twentieth century and refers to a shift away from script, 
playwright and linear narrative. As such naturalism and the work of Stanislavski do not fall within the remit of this module, and 
are covered by ‘Acting’ in Stage II. 

Students will gain valuable practical experience of physical training in weekly workshops where they will explore the 
fundamental principles of training the body. These include:
 Posture, centre, balance, energy, space, tension, relaxation, sound within the body. 
 Precision and clarity in movement
 Presence, spontaneity and improvisation
The module makes elementary investigations into the relationship between training and performance composition, an aspect 
which is further explored in Development in Physical Theatre at Stage III.

Practice will be contextualised by historical and theoretical reading that explores the landscape from which the term ‘Physical 
Theatre’ emerged in the twentieth century. Key historical figures include: Jacques Copeau, Antonin Artaud, Edward Gordon 
Craig, Jerzy Grotowski, Eugenio Barba, Rudolph von Laban and Jacques Lecoq, among others. Grotowski’s term ‘Poor 
Theatre’ is a crucial starting point for the module, and we explore how a performer might be prepared for a performance style 
that focuses so fully on the performer’s body in space, and the demands that come with that style. Eugenio Barba’s ideas about 
‘pre-expressivity’ and the study of performer training across different cultures and disciplines are also important. 

Learning Outcomes
On successful completion of this module, students will have 
1. Developed a practical understanding of the skills required by the physical performer. 
2. Learnt a variety of approaches for training and developing those skills. 
3. Acquired knowledge of safe and appropriate ways to warm up oneself and a group.
4. Developed skills in articulating one’s observations of somatic practice both verbally in class and in writing. 
5. Developed a broad understanding of the theoretical, philosophical and historical context from which Physical Theatre 
emerged at the end of the twentieth century. 
6. Developed further insight into the relationship between training and performance. 

Preliminary Reading
Barba, Eugenio A Dictionary of Theatre Anthropology, Routledge, 1991
Hodge, Alison, Twentieth Century Actor Training, Routledge, 1999
Grotowski, Jerzy Towards a Poor Theatre,(edited by Eugenio Barba), Methuen, 1976 
Lecoq, Jacques, The Moving Body, trans. David Bradby, Methuen, 2000
Artaud, Antonin, The Theatre and Its Double, Calder and Boyars Ltd, 1970
Barba, Eugenio Beyond the Floating Islands, PAJ Publ., 1986
Craig, E.G. The Actor and the Uber-Marionette
Callery, Dymphna, Through the Body, Nick Hern Books, 2001
Martin, John  The Intercultural Performance Handbook, Routledge 2004.
Marshall, Lorna, The Body Speaks  Methuen 2001
Potter, Nicole (ed), Movement for Actors, Allworth Press, August 2002
Richards, Thomas, At work with Grotowski on Physical Actions, Routledge, 1995
Rudlin, John. Jacques Copeau Cambridge (directors in Perspective Series) 1986
Todd, M. The Thinking Body. 
Wangh, Stephen An acrobat of the heart, a physical approach to acting inspired by the work of Jerzy Grotowski, Vintage 
Books, 2000
Watson, Ian,  Towards a Third Theatre  Routledge, 1993
Watson, Ian Performer Training, Harwood, 2001.
Wolford, Lisa, Grotowski's Objective Drama Research,  Mississippi Press 1997
Zinder, David. Body, Voice Imagination: A Training for the Actor  Routledge 2002

Total Theatre
The Drama Review
Contemporary Theatre Review

DR663 Physical Theatre 1                                                      
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) Camilleri Dr F
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Contact Hours
3 hour weekly workshop per week

Pre-requisites
Students with Physical Theatre I should be given first preference to do this module, after which other students would be 
admitted. 

Method of Assessment
The final mark for the module will be based on 100% coursework (there are no exams) composed of the following elements:
20% Attendance and Class Contribution
40% Performance 
40%  Written Performance Program

Synopsis
The module explores ‘physical theatre’ - a term describing performance that focuses on the primacy of the body in the process 
of making and presenting performance. The full complexity of the term is explored, along with the wide diversity of practices it 
encompasses. The module includes an exploration of the way Physical Theatre practitioners have devised original work from 
scratch, and also staged pre-existing or classical texts using ensemble creation and the idea of the ‘actor as creator’. You will 
investigate devising techniques and compositional approaches. You will produce performances and written work to 
demonstrate your understanding and skills development. 

Topics covered on the course include:
• Composition for physical theatre
• The dramaturgy of the performer
• Developing advanced Physical Skills (e.g. flexibility, strength, stamina)
• Creating performance from a given starting point
• The actor-spectator relationship in physical theatres

Learning Outcomes
On successful completion of this module, students will have 
1. Acquired developed knowledge of safe and appropriate ways to warm up oneself and a group.
2. Developed technical skills in working with the body and voice through sustained weekly training.  
3. Developed creativity and conceptual confidence in using the language of the body in performance through study of a variety 
of case studies. 
4. Studied innovative approaches to staging text through physicality.  
5. Produced text and accompanying visual material that reflects on the experience of making work, and synthesizes information 
from a variety of theoretical sources and personal experience. 
6. Developed a broad understanding of theoretical, philosophical and historical context from which Physical Theatre emerged in 
the twentieth century and how it developed by the turn of the 21st Century.  
7. Developed further insight into the relationship between training and performance through theoretical research and practical 
experience. 
8. Developed skills in observing the moving body in performance, and articulating opinions about somatic practice both verbally 
in class and in writing. 
9. Increased understanding of current debates in performance, and the relationship between practice and theory. 
10. Demonstrated an understanding of the complexity of the term ‘physical theatre’, articulated through practice, writing and 
discussion. 
11. Read an understand a given source text, and develop creative ideas for staging it within a ‘physical theatre’ medium. 

DR664 Physical Theatre II                                                     
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
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Preliminary Reading
A review of key texts from ‘Physical Theatre I’

Plus

Pavis, P.  Analyzing Performance Theater, Dance and Film, University of Michigan Press, 2003 
Zarrilli, Phillip (ed.), Acting (Re)considered, Routledge, 2nd edition, 2002

Allain, Paul, Gardzienice: Polish Theatre in Transition, Harwood 1997
- The Art of Stillness, Methuen, 2002
Bogart, Anne Viewpoints, Smith and Kraus, 1995, especially Tina Landau’s article ‘Source-work’.
Bogart, Anne. A Director Prepares Routledge 2001
Sanchez-Colberg, Ana and Valerie Preston-Dunlop, Dance and the Performative, a choreological perspective, London: Verve, 
2002.
Chamberlain, F. and Yarrow, R. eds, Jacques Lecoq and the British Theatre, Harwood, 2001
Cross, Robert. Steven Berkoff and the Art of Self Performance  Palgrave 2004
East, Ron, Moving Image: Experiential Learning and the Physical Theatre, 1994 
Heddon, D. & Milling, J Devising and Performance, Palgrave Macmillan , 2006.
Schechner, Richard Between Theatre and Anthropology, University of Pennsylvania, Philadelphia, 1985
Staniewski, Wlodzimierz with Alison Hodge, Hidden Territories, the theatre of Gardzienice, Routledge, London and New York, 
2004.  [Book with CDRom.]
Wolford, Lisa The Occupation of the Saint, Grotowski’s art as vehicle, Ann Arbor: Michigan, UMI Dissertation Service, 1997.
Goodridge, Janet, Rhythm and Timing of Movement in Performance, Jessica Kingsley Publishers, 1999

Example Scripts for Physical Theatre
Berkoff, Steven. Agemmnon and Fall of the House of Usher 1990
Berkoff, Steven. The Trial and Metamorphosis
Theatre de Complicite, Complicite: Plays 1 Methuen 2003

Page 33

2013-14 Humanities Undergraduate Stage 2 & 3 Module Handbook



Contact Hours
1 hour lecture, practical workshop, screening or site visit. 1 weekly 3 hour seminar, workshop, individual research or practical 
project development. 

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework : Essay (40%); Practical Project (40%); Research Presentation (20%)

Synopsis
This module focuses on the emergence and development of ‘site specific’ performance through the 20th Century and into the 
21st Century, interrogating what has progressively become a generic label applied to a range of theatre/performance forms 
which embrace ‘site’ however tenuous this relationship might be.
The module explores the context in which ‘site’ becomes the determining feature in the creation of artistic and theatrical works 
in the mid-20th Century, specifically considering the development of site/land art, installation art, celebratory community theatre 
and the subsequent influence of this work on the emergence of ‘site specific’ performance and current practice.  The module 
will introduce students to a range of practitioners who explore the ‘site’ of performance from a number of perspectives. Models 
of ‘site specific’ approaches may include: the ‘Anthropological/Archaeological’ illustrated in the work of Brith Gof, the 
‘Reclamation and Animation’ of disused space illustrated in the work of Deborah Warner, ‘Performative Journeys’ through site 
illustrated in the work of Lone Twin.  The module will be delivered through seminar/workshops and culminate in a practical 
project enabling students to explore the possibilities and limitations of the form, theoretical contexts, gain an understanding of a 
variety of creative approaches to the site and interrogate the efficacy of the term in the 21st Century.   

Learning Outcomes
On successful completion of the module students will:  
1. Have advanced their knowledge and understanding of the emergence and development of ‘site specific’ theatre/performance 
form.   
2. Have developed a specific knowledge of key practitioners in the field and their respective creative approaches to site related 
work
3. Have developed a specific understanding of a range of creative approaches to the ‘site’ through practical exploration/project. 
4. Have developed skills in the analysis of a site specific ‘performance text’, interrogating the limits and possibilities of site 
related work.
5. Have demonstrated their learning in a range of outcomes appropriate to the Drama programme:  oral debate and discussion, 
 formal written work, presentation and practical work: 

Preliminary Reading
M. de Certeau, 2002, The Practice of Everyday Life, University of California Press
N. de Oliveira, Oxley et al,1994,  Installation Art, Thames & Hudson
T.Coult & B.Kershaw, 1983, Engineers of the Imagination: Welfare State Handbook, Methuen 
N.Childs & J. Walwin, 1998, A Split Second of Paradise, Rivers Oram Press
J. Fox, 2002, Eyes on Stalks, Methuen
RoseLee Goldberg,  (rev.) 2001, Performance Art, From Futurism to the Present, Thames and Hudson
Govan, Nicholson & Normington, 2006, Making a Performance: Devising histories and Contemporary Practices, Routledge
J. Harvie, 2005, Staging the UK, Manchester University Press
Kaprow, 1996, Essays on the Blurring of Art and Life, University of California Press 
N. Kaye, 2000, Site Specific Art: Performance, Place and Documentation, Routledge
M. Pearson, 2006,  In Comes I, University of Exeter Press
M.Pearson & M.Shanks, 2001, Theatre/archaeology: Disciplinary Dialogues, Routledge

DR667 Site Specific Performance                                               
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Thompson Ms JE
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Contact Hours
One weekly two-hour seminar and one weekly lecture

Pre-requisites
Compulsory Stage 1 Drama Modules

Availability
DR669 is available as a Wild Module option for non drama students 

Method of Assessment
100% Coursework: Essay 1 (40%), Essay 2 (40%), Presentation/ talk (20%)  

Synopsis
This module will investigate key texts and practitioners of post-World War II European theatre. The course will provide an 
introduction to some key playwrights and practitioners of European theatre through significant play texts and production 
practices in their social context and conditions of performance, landmark productions, the role of the director and performer in 
the collaborative processes of theatre production but also the increasing significance of the spectator as active co-writer of the 
performance text in post-dramatic performance.

Learning Outcomes
On successful completion of this module student will have achieved:
1. an understanding of modern European theatre though a close analysis of a number of plays and/or productions that reflect 
key contemporary theatre traditions.
2. a knowledge of key playwrights and/or practitioners and the relationship of their work to modernism and the avant-garde. 
3. a knowledge of the cultural, philosophical and historical context in which these plays/productions first appeared.
4. a knowledge of the political and aesthetic significance of these plays in production 
5. envision the performance possibilities of a play, text, script and other documentary sources

Preliminary Reading
Artaud, Antonin The Theatre and its Double, Calder,1970
Brecht, Bertolt Brecht on Theatre, Methuen, 1978
Counsel, Colin Signs of Performance : An Introduction to Twentieth Century Theatre,  Routledge, 1996 
Martin Esslin The Theatre of the Absurd, Taylor & Francis, 1968
Innes, Christopher Avant-Garde Theatre : 1892-1992. London and New York: Routledge, 1993. 
Lehmann Hans-Thies Postdramatic Theatre. London and New York: Routledge, 2006 
McCullough Christopher Theatre and Europe, Exeter: Intellect, 2006
Schechner, Richard Performance Studies. London and New York: Routledge, 2002.

DR669 European Theatre from 1945                                              
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Varakis-Martin Dr A
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Contact Hours
1x 3hr practical session ,1x 1hr lecture per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework : Essay (40%); Performance (40%); Process (20%)

Synopsis
This module offers a creative exploration of scenic elements and spatial arrangements such as light, motion, plasticity and 
sound. Weekly lectures provide theoretical perspectives on each scenic element (historical and phenomenological) while 
practical workshops explore each physical aspect of stage space in terms of their ontology and use by practitioners. Students 
will explore and discover the uses and dynamics of the different elements, developing the skills and understanding to apply 
these to the creation of performance and to experience them haptically as performers

Learning Outcomes
By the end of the module, students should be able to:
1. Demonstrate a range of technical, creative and production skills in the context of design led performance (as appropriate to 
the form of performance on which the project work is focussed).
2. Understand how different technologies contribute to performance (e.g light, sound/music, objects/props, projection)  
3. Undertake the making of performance and reflect upon it, including recording and analysing the process, undertaking 
independent research, understanding the relation of the performance to the context of its production and reception and making 
coherent arguments verbally and in writing
4. Create performance which explores the potential of space and integrates theatre technologies creatively, conceptually and 
practically.

Preliminary Reading
Baugh, C (2005) Theatre, Peformance and Technology the development of scenography in the twentieth century Palgrave, 
Macmillan, Basingstoke and New York
Gibson, J (1966) The Senses Considered as Perceptual Systems Boston, Houghton and Mifflin
Gropius W. and Arthur S. Wensinger, eds., The Theater of the Bauhaus, trans. by Arthur S. Wensinger  (Baltimore and London, 
John Hopkins University Press, [1961] 1996)
Kahn, Douglas, and Gregory Whitehead, eds., (1992)
Wireless Imagination, Sound Radio and the Avant-Garde (Cambridge, Mass., MIT Press
  Noise Water Meat (2001)
LaBelle, B (2006) Background Noise Perspectives on Sound Art, New York and London, Continuum 
Kantor, T (1993) Journey through other Spaces, ed. and trans. by Michal Kobialka, Berkeley, Los Angeles, London, University 
of California Press
Mannoni, L,  Werner Nekes and Marina Warner (2004) Eyes,Lies and Illusions, London, Hayward Gallery

DR671 Making Performance 1                                                    
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Trimingham Dr M
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Contact Hours
3 hours per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Availability
DR673 is available as a Wild Module option to non drama students

Method of Assessment
100% Coursework: 50% Essay; 50% Creative Presentation

Synopsis
The primary aim of the module is to introduce students to the principles and practices of theatre history, and therefore in order 
to make best use of the staff team’s research specialisms, the historical focus of the curriculum will vary. The module offers not 
only a study of the major canonical texts of the period but also a detailed exploration of the societal conditions and theatrical 
realities of its time, allowing for an understanding of theatre as an artistic product of a particular culture.  Modern revivals of 
classical texts will also be considered, taking account of issues regarding historical and cultural transposition. 

Learning Outcomes
By the end of the module, students will be able:
a) To demonstrate a knowledge and understanding of classical theatre and performance of a specific period or periods (e.g. 
Greek theatre, French neoclassical drama, commedia dell’arte)
b) To articulate an understanding of the relationship between theatre, drama and performance  of the chosen period and the 
specific institutional, cultural, and social contexts in which it was produced
c) To demonstrate a specific understanding of the work and significance of key theatrical practitioners (for example, 
playwrights, and performers).
d) To undertake analyses of performance texts informed by script, production, critical response and context.   
e) Demonstrate research skills in using secondary and, where available and appropriate, primary materials

Preliminary Reading
Bratton, J. New Directions  in Theatre History. CUP, 2003 
Postlewait, T., The Cambridge Introduction to Theatre Historiography. CUP, 2009 
Postlewait, T., and B. McConachie, eds Interpreting the Theatrical Past. University of Iowa Press, 1989
Worthen, B. and P. Holland, eds, Theorizing Practice: Redefining Theatre History. Palgrave, 2003
Zarrilli, P., et al, eds, Theatre Histories: An Introduction. Routledge, 2006
David Wiles’ book Greek Theatre Performance: An Introduction (CUP, 2000) 
Nancy Rabinowitz, Greek Tragedy (Blackwell, 2008)

Plays to read : 
Aeschylus, The Oresteia 
Penguin edition - translation by Fagles 
Sophocles, Antigone , Student Methuen Editions 
Sophocles, Oedipus , Student Methuen Editions
Sophocles, Electra
Aristophanes, Lysistrata 

DR673 Theatres of the Past 1: the Classics                                    
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Brooks Dr H
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Contact Hours
One two hour lecture and one two hour seminar/workshop per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Availability
DR674 is available as a Wild Module option.

Method of Assessment
100% Coursework: 50% Written Assessment; 50% Group Performance 

Synopsis
This module addresses the influence of the early avant-garde on later experimental performance forms such as performance 
art and multimedia  performance. It examines the impact of new technologies on performance and representation throughout 
the last century, and explores the relationship between media culture and theatre practice. Key modernist and postmodernist 
practitioners are discussed as the module traces the evolution of intermedial theatre and performance art. Students analyse 
how time and space manifest within works driven by a visual aesthetic, and focus is placed on the nature of audience 
engagement and the specific means of communication effective in forms of intermedial theatre. The module also considers 
questions concerning the live and mediated aspects of performance, and explores concepts such as ‘liveness’, ‘the body’, 
‘remediation’ and ‘intermediality’.

Learning Outcomes
By the end of the module students will have knowledge and understanding of: 
a) The relationship between media culture and performance art and theatre;
b)Theoretical questions regarding the body, the live, and mediated aspects of performance;
c) Histories, forms and traditions of performance in the context of the avant-garde;
d) The evolution of experimental performance practice such as multimedia theatre and performance art throughout the 
twentieth century;
e) Contemporary manifestations of intermediality and performance art by studying relevant works of exemplary artists;
f) Critical perspectives on performance and relevant theories, issues, and debates relating to live art and intermedial 
performance;

Preliminary Reading
P Auslander (1999) Liveness: Performance in a Mediatized Culture, London and NY: Routledge.
F Chapple and C. Kattenbelt (2006), eds. Intermediality in Theatre and Performance, Amsterdam: Rodopi.
S Dixon (2006) Digital Performance, MA: The MIT Press.
R Drain ed. (1995) Twentieth Century Theatre, London and New York; Routledge.
G Giannachi (2004) Virtual Theatres: An Introduction, London: Routledge.
R Goldberg (1988) Performance Art from Futurism to the Present, London: Thames and Hudson.
M Huxley and N Witts (1996) The Twentieth Century Performance Reader, London: Routledge.
N Kaye (1994) Postmodernism and Performance, New York: St Martins Press.
M Kirby (1971) Futurist Performance, New York: Dutton.
  (1965) Happenings, New York: Dutton.
P Lunenfeld ed. (2000) The Digital Dialectic: New Essays on New Media, MA: The MIT Press 
M Rush (1999) New Media in Late 20th-Century Art, London: Thames and Hudson 

DR674 Performance and Art: Intermediality from Wagner to the Virtuals         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Klich Dr R
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Contact Hours
Lectures, seminars and practical classes, 3-4 hours per week

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% Coursework: Essay (40%); Performance (60%)

Synopsis
This module will introduce students to practical and theoretical aspects of stand-up comedy. Initially, they will analyse the work 
of individual comedians, exploring such issues as comic theory, traditions of stand-up, and historical context. Later, they will 
work on creating their own short stand-up acts, generating original material and developing key performance skills such as 
developing persona, working an audience, improvisation, and characterisation.

Learning Outcomes
1. Analyse the work of individual comedians, relating them to their historical context and comic tradition, and applying relevant 
theory 
2. Carry out research, showing the ability to access and interpret a range of sources 
3. Write original stand-up comedy material 
4. Perform stand-up comedy, demonstrating appropriate skills 

Preliminary Reading
Allen, Tony, Attitude: Wanna Make Something Of It?, Glastonbury: Gothic Image, 2002
Barker, C., ‘The “Image” in Show Business’, Theatre Quarterly, Vol. VIII, No. 29, Spring 1978, pp.7-11
Carr, Jimmy and Greeves, Lucy, The Naked Jape: Uncovering the Hidden World of Jokes, London: Michael Joseph, 2006
Cook, W., The Comedy Store: the Club that Changed British Comedy, London: Little, Brown, 2001
Double, O., Stand-Up: On Being a Comedian, London: Methuen, 1997
Double, O., Getting the Joke: The Inner Workings of Stand-Up Comedy, London: Methuen, 2005
Lee, Stewart, How I Escaped my Certain Fate: The Life and Deaths of a Stand-Up Comedian, London: Faber & Faber, 2010
Martin, Steve, Born Standing Up, London: Simon & Schuster, 2007
Mintz, L.E., ‘Standup Comedy as Social and Cultural Mediation’, American Quarterly, Vol. 37, No. 1, Spring 1985, pp.71-80

DR676 Introduction to Stand Up                                                
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Double Dr O
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Contact Hours
Students’ learning is expected to be directed by their industrial supervisor, depending on the requirements of the role they take 
in the organisation. The Placement Coordinator will usually make at least two visits to the student during the year. The first near 
the start of the placement to check that integration into the workplace is proceeding, and that the work being required of the 
student is appropriate, the second at a later stage to assist both the student and the organisation with the requirements of the 
assessment process.

Pre-requisites
Students registering for this module should usually have achieved an average of at least 60% over their C level modules.

Method of Assessment
Students taking the module will be assessed on a pass/fail basis only. The module will not count towards a student’s final 
degree classification. In order to receive a pass, two components must be satisfactorily completed:

(i) An assessment by the Placement Coordinator, reporting that the student has satisfied the module’s subject-specific and 
generic learning outcomes. The Placement Coordinator will take into account the perspectives of the Industrial Supervisor and 
the student in making this assessment. (Tests all module subject specific and generic learning outcomes)

(ii) A reflective report on the placement, written by the student (3000–4000 words).  The report is required to include: 
• A description of the organisation in which the placement took place, and the student’s role(s) within it;
• A description of the various tasks undertaken during the placement;
• An account of how the placement satisfied the module’s subject-specific and generic learning outcomes;
• Reflection on significant achievements and personal developments through the year.

Synopsis
Students spend a year (usually a minimum 24 weeks full-time) working in an industrial or commercial setting, applying and 
enhancing the skills and techniques they have developed and studied in the earlier stages of their degree programme. The 
industrial or commercial setting may be related to the arts, but need not be. The work students do is entirely under the direction 
of their Industrial Supervisor, but support is provided via a dedicated Placement Coordinator within the department. This 
support includes ensuring that the work they are being expected to do is such that they can meet the learning outcomes of the 
module. 
Note that participation in this module is dependent on students obtaining an appropriate placement, for which guidance is 
provided through the department in the year leading up to the placement. Students who do not obtain a placement will be 
required to transfer to the appropriate programme without a year in industry.

Learning Outcomes
On completion of the module, students will have acquired the ability to:
• Work effectively as a member of a team; 
• Use information and communications technologies;
• Communicate effectively in writing, and verbally; 
• Think in creative and independent ways, and think, reason, and reflect critically;
• Manage their own learning and development, including time management and organisational skills;
• Appreciate the need for, and have engaged in, continuing professional development.

Preliminary Reading
None

DR677 Industry Placement (Drama)                                              
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn and 
Spring

I     120 (60) Pass/Fail Only                               
                                                       

O'Brien Mr D
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Contact Hours
Typically 12 hours per term 

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
100% coursework - 70% Practical outcome and 30% Documentation (typically 2000 words or equivalent) 

Synopsis
The module will offer students the chance to work on an independent creative project of their own devising, which will be a 
culmination of practical elements of their degree programme. Performance, workshop, design, stagecraft, producing or other 
creative skills encountered in earlier modules will be developed, extended and explored in autonomous work, which will be 
supported by regular group supervision sessions. Projects will also involve research which will contextualise the practical 
elements.

The practical elements will be supplemented by a portfolio which will document the creative process. Typically, this will collect 
contextual research, include analytical reflection and may include audio and/or video material, photographs, drawings, etc.

Learning Outcomes
1. Develop and deepen an appropriate range of practical and creative skills 
2. Carry out research in order to properly contextualise the project 
3. Document and reflect on the practical and creative work 

Preliminary Reading
Given the independent, student-defined nature of the projects for this module, it is impossible to give an indicative reading list. 
A bespoke reading list will be developed for each student through the process of project development and supervision.

DR678 Creative Project                                                        
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Klich Dr R
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Contact Hours
The designated 300 hours will include supervision with the tutor as well as any preparation necessary for the student prior to 
commencing the work experience. Approximately the time ratio for preparation, execution, reflection would be 30:40:30 – but 
this may vary depending on the type of work experience undertaken. Therefore the time spent in work placement should be 
around 100-120 hours (less than 20 full time days), which can be with a single employer or it can comprise of a portfolio of two 
related work experiences.

Pre-requisites
Successful Completion of I-Level
This is an optional module

Method of Assessment
20% Journal (typically including a record of agreement with supervisor
prior to work placement commencement, correspondence, attendance of meetings with
supervising tutor)

40% Presentation (typically a 20 minute verbal presentation analysing a particular aspect of learning accomplished as part of 
the work placement(s))

40% Professional portfolio (typically including a CV, or mock job application. This may be presented electronically, e.g. on 
MyFolio)  

Synopsis
The student(s) engage in a work-based situation of their choice which bears relevance to their subject of study or a career they 
expect to pursue upon graduation. The total of 300 hours will be divided as required for purposes of preparation, attendance of 
work placement and reflection/completion of required assessment. 
Issues covered by the course include:
• Work based systems: Nature of organisation; organisational structure; type of work, work practices and procedures, induction, 
health & safety, training, quality assurance; communication channels and systems
• Performance of professional activity: identification of professional activities, selecting formulating schedule and action plan, 
perform activities, health & safety, training requirements, support and supervision.
• Potential Improvements: new technology and new/changed work practices or system.  Suggestions and evaluation of effects
• Portfolio: methods of gathering, analysing and recording evidence, types of evidence, witness statements, diaries, internal 
and external correspondence, observed performance; referencing systems; presentation written and verbal
• Self-Presentation: methods of ensuring an effective presentation of personal research, relevant professional skills, 
communication skills, confidence etc.

Learning Outcomes
1. their thorough and systematic understanding of the professional contexts, practical processes and creative methodologies to 
a professional level (Programme learning outcome.
2. their ability to utilise their knowledge of professional arts practices as well as their research skills for practical application.
3. their ability to apply their specific skills-set productively within the workings of a professional context and demands.
4. their ability to contextualise, record, and reflectively evaluate arts practices and processes.

Preliminary Reading
Boud/Keogh & Walker (1985)Reflection: Turning Experience into Learning Kogan Page
DeBono, E (1993) Parallel Thinking Viking/Penguin Group
Fisher, R & Sharp, A (1998) Lateral Leadership Harper Collins
Howard, K and Sharp, J et al (2002) The Management of a Learner Gower Aldershot Research Project 3rd Edition
Lock, D (2003) Project Management Gower
Lovejoy, S (1991) Systematic Approach to Getting Results
Peel, M (1995) Improving your Communication Skills Kogan Page
Schön, D (1991)The Reflective Practioner: How Professionals Think in Action Aldershot

DR679 Work Placement - Drama                                                  
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
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Contact Hours
3 x 12 weekly hours 

Pre-requisites
Compulsory Stage 1 Drama Modules

Method of Assessment
50% Essay; 50% Research & Development Portfolio 

Synopsis
Recent theatrical productions as diverse in form as experimental performance, new writing, West End drama, musicals and live 
art have shown a recurring fascination with adapting existing works by other artists, writers, filmmakers and stage practitioners. 
The transition of an existing source or stimulus to the stage – be it film, book, play, artwork, or other performance – is not a 
smooth one. It implies negotiations of numerous kinds, such as interlingual and intercultural, but also ideological, ethical, 
aesthetic and political. Drawing on the work of contemporary theatre-makers, this module will explore specific approaches to 
stage adaptation, study adaptation methodologies and develop an understanding of the implications of adaptation. Through 
seminar discussions, practical and creative work, the module will prompt a reflection on performance’s near-obsessive desire 
to return, repeat, rewrite and revisit, establishing a dialogue across languages and cultural identities. 
During seminars, students will study several adaptation projects and strategies, which will form the basis for an essay. During 
practice-based workshops, students will experiment with a source of their choice and produce a research and development 
portfolio for a performance project based on this source. The portfolio may include an essay on the chosen source and its 
afterlife, a treatment on their proposed adaptation approach, and a brief director’s statement for marketing purposes, aimed at 
communicating their ideas to the general public. If the student wishes so, the portfolio may be supported by a brief practical 
demonstration, promotional video or other creative material, but the students are expected to keep their performance time and 
tech to a minimum, and will not be provided with technical support or extra rehearsal space for this module. 

Learning Outcomes
Upon completion of this module, students will have learned to:

1.Assess and compare devising methodologies and aesthetic principles of selected practitioners and/or companies whose work 
explores adaptation in performance (in written work). 
2.Apply acquired knowledge of devising methodologies and aesthetic principles of selected practitioners and companies (in 
practical research and development work). 
3.Analyse the aesthetic, cultural, political and ethical implications of the adaptation work of both professional 
practitioners/companies and the students’ own practices (in both written and practical research and development work). 
4.Discuss critical issues encountered in class in relation to adaptation and adaptation studies (in written work) and apply this 
knowledge in practice (in practical research and development work). 5.Engage critically and creatively with a source in order to 
formulate nuanced plans and ideas for performance projects that are based on, and/or respond to, an existing work or material, 
with particular attention to the target context (in practical research and development work). 
6.Plan and manage independent research tasks as a group and individually (in written and practical work). 

Preliminary Reading
Aragai, Mireia, Books in motion adaptation, intertextuality, authorship (Amsterdam: Rodopi, 2005)

Baines, Roger, Cristina Marinetti and Manuela Perteghella, eds, Staging and Performing Translation (Basingstoke: Palgrave, 
2011)

Carlson, Marvin, The Haunted Stage (Ann Arbor, MI: University of Michigan Press, 2001)

Carroll, Rachel, ed., Adaptation in Contemporary Culture: Textual Infidelities (London: Continuum, 2009)

Chapple, Freda, and Chiel Kattenbelt, eds, Intermediality in Theatre and Performance (Amsterdam; New York: Rodopi, 2006)

Laera, Margherita, Reaching Athens: Community, Democracy and Other Mythologies in Adaptations of Greek Tragedy (Oxford: 
Peter Lang, 2013)

Leitch, Thomas M, Film Adaptation and its Discontents (Baltimore: John Hopkins University Press, 2007)

Massai, Sonia, ed., World-wide Shakespeares: Local Appropriations in Film and Performance (London; New York: Routledge, 
2005)

Sharon Friedman, Feminist Theatrical Revisions of Classic Works: Critical Essays (Jefferson, N.C.; London: McFarland, 2009).

Hutcheon, Linda, A Theory of Adaptation (London: Routledge, 2006)

Sanders, Julie, Adaptation and Appropriation (London: Routledge, 2006)

Schneider, Rebecca, and Gabrielle Cody, eds, Re:direction: A Theoretical and Practical Guide (London: Routledge, 2002)

DR680 Theatre & Adaptation                                                    
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) Laera Dr M
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Contact Hours
12 hours lectures,  15 hours of seminars, 40 hours of screenings: total contact hours: per week = 5 hours 35 minutes, 
averaged. (over 12 weeks = 67 hours)

Pre-requisites
FI310 and FI311

Method of Assessment
The module is assesses by 100% coursework: 1 x 2,000 word essay (35%), 1 x 3,000 word essay (45%), Seminar 
presentation/film analysis (10%) and seminar performance (10%).

Synopsis
The documentary, as the actuality film, was one of the earliest forms of cinema.  Eclipsed by the story film as the dominant 
form of mass cinema, the documentary film re-emerged in the 1920s as a medium of visual experimentation as well as of social 
criticism and renewal.   It was therefore at the centre of new debates about reality and realism as well as about the role of 
photography and cinema in modern society.  The course looks at key concepts and issues in the history and development of 
documentary film forms involving the role of narrative, of cinematic and documentary conventions, and of notions of truth in 
recorded actuality.  A range of documentary film and television will be examined, including cinéma vérité, classical 
documentary of the 1930s, experimental documentary, documentary of social comment, video-diaries, and the place of drama, 
dramatic reconstruction and fiction in documentary.  

Learning Outcomes
The intended subject specific learning outcomes and, as appropriate, their relationship to programme learning outcomes:

-  Students will be  equipped  with a knowledge of the questions, theories and controversies which have informed critical 
debates on Documentary Film in relation to fiction film and other forms of non-fiction film.  
-  Students will acquire an historical understanding of the development of documentary film forms and its  relation to different 
modes and sites of exhibition.  
-  Students will be  acquainted  with the technical and stylistic resources deployed by documentary films.  
-  Students will develop skills in analysing form and meaning in documentary films.

Preliminary Reading
 Bill Nichols, Introduction to Documentary, Bloomington: Indiana Un. Press, 2001.
Kevin Macdonald and Mark Cousins, Imagining Reality: The Faber Book of Documentary, Faber, 1996, includes interviews and 
covers a wide range of documentary forms.
John Corner, The Art of Record - A critical introduction to documentary film, Manchester University Press, 1996, is an excellent 
introduction to theories of documentary form, and to British television documentary. 
Stella Bruzzi, New Documentary: A critical introduction, Routledge, 2000, on contemporary documentary.
Carl Plantinga, Rhetoric and Representation in Nonfiction Film, Cambridge Un. Press, 1997.
 Michael Rabiger, Directing the Documentary, Focal Press, 1992. 
Brian Winston, Claiming the Real, British Film Institute, London,  1995.
Michael Renov, Theorizing Documentary , ed Michael Renov, Routledge, London 1993.

FI501 The Documentary Film                                                    
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Johnson Mr M
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Contact Hours
10 hours lectures, 15 hours of seminars, 40 hours of screenings: total contact hours: per week = 4.5 hours per week

Pre-requisites
FI313 and FI314.  

Method of Assessment
35% - 1 x 2,000 word essay
45% - 1 x 3,000 word essay
10% - Seminar Presentation
10% - Moodle Responses H level-specific written tasks will be set, appropriate to the learning outcomes

Synopsis
This module examines different forms of narrative and story-telling in cinema, drawing upon theories of myth, folk and fairytale 
as well as upon anthropological studies of oral storytelling in order to place film narration within the tradition of the ‘popular’ 
arts. The psychological and aesthetic role of narrative will be explored through the accounts offered by philosophy and 
psychoanalysis in order to understand the relations and tensions between narrative realism based on Aristotelian notions of 
cause and effect as well as character verisimilitude, and popular and avant-garde modes which transgress such notions.  The 
role played by, for example, film genres and the star system in disrupting or supporting narrative cause and effect will be 
considered.   The function of the script and of script-writing will be looked at in relation to the deployment of the cinematic 
elements of sound and image, spectacle and event in film.  The course will be taught through a series of case-studies using a 
wide range of films within American and world cinema.

Learning Outcomes
On completion of the module students will

1. Demonstrate a complex understanding of the different forms of storytelling and narrative in cinema;
2. Acquire a knowledge of and complex understanding of the use of key theoretical approaches to the analysis of narrative 
forms;
3. Acquire the vocabulary and tools necessary to critically examine specific film texts in relation to their narrative forms and 
modes of storytelling;
4. Demonstrate a complex understanding of how images and sounds in film are organised in time and space as narrative forms;
5. Be familiarised with and be able to critically deploy different accounts of narrative and narration and their relation to the non-
narrative;
6. Acquire complex understanding of film narratives and storytelling in relation to other media, including oral storytelling.

Preliminary Reading
Edward Branigan, Narrative Comprehension and Film, London Routledge, 1992
Seymour Chatman, Story and Discourse, Narrative Structure in Fiction and Film, Ithaca: Cornell University Press, 1978 
Jakob Lothe, Narrative in Fiction and Film, Oxford: OUP, 2000
Steven Cohan and Linda M Shires, Telling Stories - a theoretical analysis of narrative fiction, London: Routledge, 1988. 
David Bordwell, Narration and the Fiction Film, London: Methuen, 1985 (some of his ideas  are also found in David Bordwell 
and Kristin Thompson, Film Art, New York: McGraw-Hill,  any edition, but at a more introductory level)
George E. Wilson, Narration in Light: Studies in Cinematic Point of View, Baltimore: Johns Hopkins University, 1986
Sarah Kozloff, Invisible Storytellers Voiceover Narration in American Fiction Film, Berkeley, Un. Of California, 1988. 
Andrew Horton, Writing the Character-Centered Screenplay, Berkeley: Un. California, 1999.
Judith Weston, The Film Director’s Intuition, Studio City: Michael Wiese Productions, 2003.
Kristin Thompson, Storytelling in the New Hollywood: Understanding Classical  Narrative Technique, 1999, Cambridge MA: 
Harvard University Press   
David Bordwell, The Way Hollywood Tells It: Story and Style in Modern Movies, Berkeley:Un. Of California Press, 2006.

Scripts available on the web can be found at:  
http://simplyscripts.com/b.html 
On directors:
http://www.sensesofcinema.com/contents/directors/index.html

FI527 Storytelling and the Cinema                                             
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
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Contact Hours
The module will be taught through screenings, lectures and seminars.
10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact over 12 weeks: 49 hours. 
Average per week: 4 hours, 5 mins.

Pre-requisites
Introduction to Narrative Cinema (Part I)

Method of Assessment
40% 1 x 2500 word essay; 50% 1 x 3500 word essay; 10% seminar contribution

Synopsis
As taught at present (2008/9) the module is loosely organised around the concept of the “New Hollywood Cinema of the 
1970s,” and structured through three blocks of inter-related screenings. The first block examines American genre filmmaking 
(the Western, the hard-boiled detective, and the gangster film, etc.), the second block looks at the road-movie, and the third 
considers representations of the city.

Learning Outcomes
students will have acquired an understanding of key questions, concepts and critical debates around film as both a popular 
medium and artistically valued object of study.
• students will have examined aspects of postwar American cinema through analysis of the debates on a number of basic 
industrial, aesthetic, social and cultural trends. These might include: the demise of the studio system and the rise of package-
based and independent production; the impact of new technologies and forms of entertainment such as television and video; 
the popularity of genres like the blockbuster; the significance of the cinema of specific directors, the rise and impact of aesthetic 
trends, the social cultural and political context of filmmaking. In this way, the course aims to provide a firm basis for later study 
in the area of American cinema. 
• students will have utilised and developed the skills acquired in Part 1 of the course, undertaking close textual analysis of a 
range of films and critical discourses, considering them in relation to their historical, cultural and generic contexts.
• students will have investigated questions of representation (race, class, gender, sexuality), art and cinema, film exhibition, 
and film and the city (modernity).

 Students on the Film Studies programmes explore the theory, history and criticism of film; this module makes the processes of 
engagement with the analysis of film explicit. It builds upon and extends students’ skills of textual and historical analysis first 
developed in the Part 1 course ‘Introduction to Narrative Cinema’ (or equivalent). It opens up new topics in film analysis, 
criticism and history while re-evaluating their previous engagement with the programmes’ key concepts and debates. The 
module will reinforce and develop skills common to the study of other modules

Preliminary Reading
David A. Cook, Lost Illusions: American Cinema in the Shadow of Watergate & Vietnam 1970-79 (New York: Charles Scribner’s 
Sons, 2000)
A. Howarth, N. King, & T. Elseasser (eds.), The Last Great American Picture Show: New Hollywood Cinema in the 1970s 
(Amsterdam: Amsterdam University Press, 2004)
Steve Neale (ed.), Genre & Contemporary Hollywood (London: BFI, 2002)
Richard Maltby, Hollywood Cineam (Cambridge: Blackwell, 2003)

FI531 Topics in American Cinema II                                            
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Johnson Mr M
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Contact Hours
1 hour Lecture, 2 hour Screening and 1.5 hours Seminars per week

Pre-requisites
compulsory stage 1 film modules

Method of Assessment
60% Coursework, 40% 2 hour examination.  
Coursework - 40% 1 x 2500 word essay, 20% Seminar participation

Synopsis
This course pursues some major production and aesthetic trends of postwar European cinema with particular reference to 
questions of “realism” and how these concerns have manifested under the aegis of movements or “waves”. Students are 
introduced to a selection of European films as well as to the writings of key Continental filmmakers, theorists and critics. Topics 
may include: the aesthetic claims of Italian Neo-Realism; the subjective realisms of the French New Wave and New German 
Cinema; or Dogme 95. These movements will be examined for their claims to interpret the real world, but also interrogated for 
the economic and artistic motivations behind their existence as critical categories.

Learning Outcomes
On completion of this module, the students will have:

1. explored aesthetic, generic and thematic trends in European cinema from 1945 onwards
2. developed a critical awareness of aesthetic and political debates about film and realism
3. meditated on a range of (sometimes conflicting) concepts and made effective use of these in detailed analysis of a diverse 
range of films from the period and national cinemas in question
4. interrogated the origins and rigour of “waves” and movements as critical concepts
5. understood the political and economic structures which underwrote the production and reception of European cinema in the 
postwar period
6. deliberated on the questions of national, ethnic and sexual identity relevant to postwar European cinema

Preliminary Reading
Richard Armstrong, Understanding Realism (London: BFI, January 2005)
Elizabeth Ezra, European Cinema (Oxford: Oxford University Press, 2004)
Catherine Fowler (ed), The European Cinema Reader (London: Routledge, 2002)
Julia Hallam and Margaret Marshment, Realism and Popular Cinema (Manchester: Manchester University Press, 2000)
Ginette Vincendeau (ed) Encyclopedia of European Cinema (London: Routledge, 1996)

FI537 Postwar European Cinema: Waves and Realisms                             
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

2  Canterbury   
                     
                     
         

Spring H     30 (15) 60% Coursework, 40% Exam        
                                                       
             

3  Canterbury   
                     
                     
         

Spring I     30 (15) 60% Coursework, 40% Exam        
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Contact Hours
3 hours per week in the form of a continuous Lecture/Seminar/Workshop.

Pre-requisites
FI 303 - Introduction to Narrative Cinema   
FI – Representing Actuality
FI308/9 – Exploring the Frame

Restrictions
This module is compulsory for Stage 2 students wishing to take FI567 Moving Image Production at Stage 3.    

Availability
Stage 2 Single Honours Film students only

Method of Assessment
This module is assessed by 100% coursework, consisting of:

- an essay of 4,000 words (30%)
- Short Film Screenplay (50%)
- Research & Preparation/ participation in workshop units (20%)  

Synopsis
FI555 offers students an introduction to the terms, ideas and craft, involved in the creation of screenplays.  Screenwriting is a 
unique form of writing with very different concerns from the novel, theatre and radio.  Although the screenplay is a vital 
component of a film’s success, it tends to be neglected as a separate art form.

In this module we explore the conventions of dramatic structure, new narrative forms and short film variations.  Students are 
encouraged to think critically about screenplay writing and will have an opportunity to write their own screenplay.  A selection of 
writing exercises have been designed to take them through the writing process; from preparation and initial concept to final 
draft.

The emphasis here will be on practical knowledge and support as student’s uncover their creative voice. This module does not 
aim to provide vocational training for students wishing to pursue careers in the feature film or television industries. 

Learning Outcomes
Students will be able to :
1. Understand the techniques of practical screenwriting in order to creatively develop an idea from concept to completed 
screenplay. 
2.  Have a critical understanding of the screenwriting process that will enhance their overall capacity for theoretical analysis of 
films. 
3. Understand a variety of narrative and visual approaches.
4. Carry out screen research competently across a range of processes and media.
5. Employ a structured, step by step approach to the development process.
6. Write and rewrite a short film script.
7. Understand script format and writing style.
8. Contribute creatively and constructively to projects other than their own.

Preliminary Reading
ESSENTIAL READING:
Aronson, Linda (2000) Scriptwriting Updated.  AFTRS
Dancyger & Cooper : Writing the Short Film. 2nd Ed. Focal Press
Frenshaw,  Raymond G -  Screenwriting
Horton, Andrew. Writing the Character Centered Screenplay. California, 1994
Mckee, Robert. (1997) Story . Metheun
Phillips, William H. -  Writing Short Scripts
Parker, Phillip.  (1998) The Art and Science of Screenwriting, Intellect
 
Recommended Reading
Aristotle. Poetics  Penguin Classics
Birkett, J. Word Power - A Guide to Creative Writing. A and C Black, 1993
Campbell, Joseph. The Hero With  A Thousand Faces. Fontana Press
Gates, Tudor Scenario – The Craft of Screenwriting. Wallflower Press 2002
Egri, Lajos -  The Art of Dramatic Writing. Simon and Schuster 1960
Forster, E M – Aspects of the Novel
Hunter.  Crafting Short Screenplays That Connect
Field, Syd. Four Screenplays. Dell Trade, 1994
Dancyger, Ken and Rush, Jeff. (1991)  Alternative Scriptwriting, Focal Press
Lodge, David – The Art of Fiction
Seger, Linda. Creating Unforgettable Characters
Seger, Linda. Making a Good Script Great
Swain, Dwight V. Scriptwriting. A practical manual. Focal Press, 1988
Vogler, Christopher. The Writer¹s Journey. Boxtree, 1996

FI555 Introduction to Screen Writing                                          
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Jackson Mr L
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Contact Hours
1 hour lectures; 2-hour core screenings; 1.5 hour seminars. Some supplementary screenings, amounting to a maximum 
addition of 12 hours, may be scheduled.

Pre-requisites
FI303 Introduction to Narrative Cinema (or equivalent core stage 1 modules in Film Studies); and either FI531 Topics in 
American Cinema II or FI British Cinema

Method of Assessment
A preliminary analysis of an extract from a film soundtrack (20%)
1 essay of 2000 words (30%), 
1 essay of 3000 words (40%), 
Seminar participation (10%)

Synopsis
Cinema has typically been conceived of as an essentially visual phenomenon – films, it is often said, are essentially moving 
pictures. Sound has, nevetheless, played an important role from the beginnings of cinema, a fact which has been 
acknowledged in the detailed historical, theoretical and critical work on film music, and film sound more generally, produced 
over the last decade. Sound and Cinema will provide an overview of this new field of research, and aim to provide students with 
a clearer understanding of and greater sensitivity to the soundtrack. The course will begin by setting up an introductory 
framework for the understanding of sound, which considers the relationship between music and other aspects of film sound 
(dialogue, voice-over, effects), as well as the nature of the relationship between image and sound. Subsequent sessions will 
consider the evolution of sound technology and its impact on the aural aesthetics of film; the use of classical and popular music 
in film scores; the emergence of sound designers, such as Walter Murch and Alan Splet, in contemporary cinema; and the 
distinctive and innovative use of sound and music by such diverse directors as Wim Wenders, Jean-Luc Godard, David Lynch, 
and William Raban.

Learning Outcomes

Upon completion of the course, students will:
1. have developed far greater sensitivity to the soundtrack, actively listening to sounds which previously they would have paid 
little attention to;
2. have developed a more varied and precise vocabulary for the analysis of film sound and music;
3. have a more balanced sense of the relative contribution of sound and image to the experience of film viewing;
4. have a deeper understanding of the functions played by film sound;
5. have a basic, non-technical ability to analyse and discuss musical form and musical qualities, as these inform the film 
soundtrack (the course will not assume a detailed theoretical understanding of music or an ability to read music).

The Film Studies programme seeks to engage students in three crucial areas over three years: theory, history and criticism of 
film. Sound and Cinema deals with all three areas of film study and scholarship, as well as attending to the relationships among 
them. By addressing the functions of film sound, and the emergence and evolution of sound technology, the course builds on 
the historical and critical skills developed in FI303 Introduction to Narrative Cinema. In particular, the course does so by shifting 
students attention away from the image in isolation, to the soundtrack and the interaction between sounds and images. The 
course also introduces students to film theory, by setting before them problems and paradoxes which arise when the place of 
sound in cinema is examined closely (chiefly: how can sound play a significant role in film if the latter is defined in terms of 
'moving pictures' ?) Finally, the historical knowledge, critical sensitivity, and theoretical acumen gained by students in the 
course should inform most other film courses that students go on to take.

Preliminary Reading
Required:
Michel Chion, Audio-Vision (Columbia University Press, 1994).
Recommended:
Kathryn Kalinak, Settling the Score (University of Wisconsin Press, 1994) OR 
George Burt, The Art of Film Music (Northeastern University Press, 1994)
Elisabeth Weis and John Belton, Film Sound: Theory and Practice (Columbia University Press, 1985).
Jeff Smith, The Sounds of Commerce: Marketing Popular Film Music (Columbia University Press, 1998).

FI559 Sound and Cinema                                                        
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15)
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Contact Hours
This module will be taught through lectures (total 10 hours), seminars (total 15 hours), 12 screenings (total 28 hours) and 
private study (15 hours per week). Total hours per week: 19.25.

Pre-requisites
Period 1 & 2: Introduction to Narrative Cinema 

Method of Assessment
The module will be assessed by 100% coursework:  1 x 2500 word essay (40%),  1 x 3500 word essay (50%) and seminar 
performance (10%).  

Synopsis
This course offers a comprehensive historical overview of British cinema from its beginnings to the present day. For over a 
century, British filmmakers have been forging a rich and diverse national cinema in the face of Hollywood’s dominance on 
British screens for most of that time. Thus, the course will assess the British attempt to create a national cinema, and all of the 
challenges posed thereby. The course will also provide students with an introduction to the historiographical issues around the 
concept of “national cinema”. The institution of cinema and film culture in a larger sense will be considered through the 
exploration of British film exhibition, criticism, cultural policy and industry. Similarly, we will examine the role of the cinema in 
the construction of British national identity, evaluating its major directors, important studios, and its significant genres. Lastly, as 
a cinema overwhelming concerned with the pursuit of a realist aesthetic adequate to the expression of national and cultural 
identity, British cinema will be explored for its innovations in film realism.
The course is structured according to the development of British cinema across the twentieth century, although with a primary 
focus on the period 1895-1969.  It will begin with examination of Britain’s silent film product, move through the documentary 
involvement in and fictional response to the two world wars, the social problem film in the post-war period, the Carry On 
comedies of the 1960s, and it ends with a consideration of issues in contemporary British cinema. 

Learning Outcomes
Upon completion of this course:

-  Students will have acquired a knowledge of the history of film production, distribution and exhibition in Britain from its 
beginnings in 1896 to the present. 
-  Students will have acquired an understanding of these films in their relation to the changing political, historical and cultural 
climate in twentieth century Britain. 
-  Students will have acquired a critical awareness of the proliferation of literature on the aesthetic and social significance of 
British cinema.
-  Students will have developed a critical understanding of the cinema’s centrality to developing conceptions of realist 
representation and the construction of a national identity in twentieth century Britain. 

Preliminary Reading
 Barr, Charles, All Our Yesterdays (London: British Film Institute, 1986).
Higson, Andrew, Dissolving Views: Key Writings on British Cinema (London: Cassell, 1996).

Leach, Jim, British Film (Cambridge: Cambridge University Press, 2004).

Mather, Nigel, Tears of Laughter: Comedy-Drama in 1990s British Cinema (Manchester: Manchester University Press, 2006).

Murphy, Robert (editor), The British Cinema Book (London: British Film Institute, second edition, 2001).

Street, Sarah, British National Cinema (London: Routledge, second edition, 2008).

FI565 History of British Cinema                                               
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Cinquegrani Mr M
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Contact Hours
The module will be taught through screenings, lectures and seminars.
10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact hours over 12 weeks: 49 hours.

Pre-requisites
Core Stage 1 Film modules; FI313 and FI315 

Method of Assessment
The course will be assessed by 100% coursework: one 2,500 words essay (40%), one 3,500 words essay, and seminar 
performance (10%).

Synopsis
A huge number of films and television programmes are adapted from other sources, and adaptation frequently arouses 
powerful responses from viewers and critics. This course explores the phenomenon of screen adaptations. There will be an 
emphasis on adaptations of literature to film and television, but the course also covers adaptations from theatre and other 
media. Students will watch a variety of film and television adaptations taken from classic novels, short stories, plays, modern 
novels and other sources, and in many cases we will also discuss the sources themselves. Therefore this course will appeal to 
students with eclectic interests, particularly those who enjoy literature, film and television.
This course will provide an overview of adaptation studies, by addressing the particular questions that relate to adaptation, 
considering different approaches to the subject and debating the most contentious questions in the field. It will also open up 
discussion about the specificity and aesthetics of film and television as they are compared with other media. Students will 
investigate the connections and differences between distinct media, focusing on key features such as the manipulation of time 
and space, characterisation, point of view, style, voice, interpretation and evaluation. The course will also give them the chance 
to explore how film and television deal with ‘literary’ devices such as syntax, allusion, metaphor and tense. Students will thus 
be exploring aspects of filmic and televisual representation that are ordinarily overlooked in the mainstream of film studies, 
enhancing our understanding of those media.
Within the remit of the course, there will be opportunities for students to develop their own interests within the subject area, and 
to address new questions and problems in the field.

Learning Outcomes
1. students will have acquired an understanding of key questions, concepts and critical debates in adaptation studies, will have 
developed their skills in handling a range of conflicting arguments and will have consolidated their own ideas on key issues
2.    students will have evaluated the contribution that the study of adaptation(s) can make to their appreciation of film and 
television in relation to other media/arts (e.g. literature and theatre) in opening up new areas of study
3.    students will have utilised and developed the skills acquired in the Part I course, undertaking close textual analysis of a 
range of film and television adaptations from a variety of sources, considering them in relation to their adaptive, historical, 
cultural and generic contexts
4.    students will have investigated key issues in film and television studies that are problematised within adaptation studies, in 
order to further their understanding of the complexities of such issues (these include authorship, originality, voice and medium 
specificity)

Students on the Film Studies programmes explore the theory, history and criticism of film and television. This course covers all 
three of these areas in relation to both media. It builds upon and extends students’ skills of textual and historical analysis, first 
developed in the Part I course ‘Introduction to Narrative Cinema’ (or equivalent). It opens up new topics in film and television 
‘theory’ through its comparative study of film and television in relation to other media; it encourages students to reflect upon key 
issues in film/television theory in the face of new ideas and challenges. In covering original and innovative material and 
approaches, the skills students learn on this module may usefully be applied to the study of other modules. 

Preliminary Reading
Cardwell, Sarah, Adaptation Revisited: Television and the Classic Novel, Manchester, 2002
Giddings, Robert & Erica Sheen, The Classic Novel: From Page to Screen, Manchester, 2000
McFarlane, Brian, Novel to Film, Clarendon Press, 1996
Naremore, James (ed.), Film Adaptation, Athlone Press, 2000

FI568 Film and Television Adaptation                                          
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Mather Dr N
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Contact Hours
10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact over 12 weeks: 49 hours. 
Average per week: 4 hours, 5 mins.

Pre-requisites
FI 310 Introduction to Narrative Cinema:  American Cinema and FI 311 Introduction to Narrative Cinema:  World Cinema  (or 
equivalent core Stage 1 module[s] in Film Studies) now FI313 and FI314.

Method of Assessment
The module will be assessed by coursework: two 1250 word exercises (15% each), one 3500 word essay (60%), and seminar 
contribution 10%.

Synopsis
The emergence of digital technologies poses a series of questions relevant to longer standing theoretical questions in film 
theory and aesthetics. This course will offer students the opportunity to work closely with special and digital effects films in 
order to interrogate the claims made on their behalf. The course will be structured around five main points: industrial context, 
narrative organisations, the ‘newness’ of the digital, the affectivity of effects, and the politics of effects. The history of effects will 
encompass the rise and fall of studio-based effects, the emergence of production houses such as Industrial Light and Magic 
(USA), Digital Domain (USA) and Mill Film (UK). It will also address the increasing proliferation of web-based digital work. 
Material screened in this section will include examples of early ‘trick’ cinema and web shorts. Narrative organisations will be 
addressed through the debates around spectacle versus narrative. Digital effects often make a claim for newness; by looking 
closely at films students will be encouraged to assess both the limits and opportunities of ‘new’ effects. The ability of digital 
animators to create increasingly ‘realistic’ figures (live- animation). This section of the course will address debates about the 
hyperrealism of live-animation, the affectivity of the unreal figures and traces of the human figure embedded in motion capture 
(and the earlier technique of rotoscoping).  The politics of effects will be addressed through more theoretical questions around 
spectacles of violence, the loss of indexicality and the place of effects in claims for veracity. 

Learning Outcomes
A. Students will have been introduced to the history of special and digital effects in the context of Hollywood, post-studio 
production houses and web films 
B. Students will have enhanced their ability to mobilise historical, theoretical, and aesthetic approaches to their understanding 
of effects-based cinema, animation and web-based films 
C. Students will be critically aware of scholarship on optical and digital effects, as well as animation and new media 
D. Students will have developed a greater understanding of the interplay between aesthetic choices and technological 
innovation that is central to moving image practices 

Preliminary Reading
Bolter, Jay David and Richard Grusin, Remediation: Understanding New Media [Cambridge, Massachusetts: The MIT Press, 
1999]. 
Cubitt, Sean, Digital Aesthetics [London: Sage, 1999]. 
Darley, Andrew, Visual Digital Culture: Surface Play and Spectacle in New Media Genres [London: Routledge, 2000]. 
Harries, Dan (ed)., The New Media Book [London: BFI Publishing 2002]. 
King, Geoff, Spectacular Narratives: Hollywood in the Age of the Blockbuster [London: I.B. Tauris, 2001]. 
Klein, Norman, Seven Minutes: A Cultural History of the American Cartoon

FI569 Digital Domains                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

2  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Wood Dr A
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Contact Hours
10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact over 12 weeks: 49 hours. 
Average per week: 4 hours, 5 mins.

Pre-requisites
FI 310 Introduction to Narrative Cinema:  American Cinema and FI 311 Introduction to Narrative Cinema:  World Cinema  (or 
equivalent core Stage 1 module[s] in Film Studies).

Method of Assessment
The module will be assessed by 100% coursework: 
Students will write two exercises:
One exercise (2000 words) 30%;
One exercise (3500 words) 60%;
Seminar contribution 10% . 

Synopsis
Animation is a term covering a diverse range of forms, and this course introduces cel- 
animation, stop-motion puppetry, xeroxography, as well as computer-generated cartoons to explore how these forms both 
mimic live-action cinema, and also destabilise its conventions. Through the Silly Symphonies series, the technological 
innovation and drawing styles developed by the Disney Studio in the 1930s, which shifted animation towards live-action 
perspectives and characterisation, will be examined. The subsequent subversion of the Disney aesthetic through the Warner 
Brothers Looney Tunes and Merry Melodies cartoons is addressed via questions about action-based storytelling versus fables. 
The re-emergence of character-based animation in computer-generated animations such as The Incredibles is considered in 
terms of how animations engender empathy through conventions of expression and gesture. These animations will be 
counterpointed with the stop-motion works of the Quay Brothers and Jan Svankmajer, which tend to trouble or even refuse 
such engagements. 
 
A strand of the course directly addresses the political dimensions of animation. Cartoons, the Disney features in particular, 
have often been considered in terms of race and gender. In addition to such issues, we will also look at the overt politics in 
several different kinds of animation, from the home front politics of the Tom and Jerry cartoons, to the war-front propaganda of 
Private Snafu, and the more contemporary anti-arms race positions of Deadsy and The Wolfman. By looking at The Simpsons 
we explore how this series frequently takes on contextual questions about family and community relations.  
 
The course also looks at non-character based animations, where abstract shapes and motion are used in conjunction with 
music. Hand drawn animations by Hans Richter, Len Lye and Oscar Fischinger will be used as the historical precedents for 
more recent digital and MTV animations. Some of these abstract works, such as the digital animation 3Space, will also be used 
to think about how animation has the potential to offer viewers an encounter with a different kind of world, one based on the 
motion of transformation instead of characters and narrative. 

Learning Outcomes
A. Students will have been introduced to the history of animation in the context of live-action cinema and television, Studio-
based works from 1930s-1950s and 1990s, as well as more experimental works crafted using drawn and digital techniques 
B. Students will have enhanced their ability to mobilise historical, theoretical, and aesthetic approaches to their understanding 
of a range of different types of animation 
C. Students will be critically aware of the scholarship on animation  
D. Students will have developed a greater understanding of the interplay between aesthetic choices and technological 
innovation giving animation its potentially distinctive presence within the cinema 

Preliminary Reading
Bendazzi, Giannalberto, Cartoons: One Hundred Years of Cinema Animation [London: John Libbey, 1998]. 
Faber, Liz and Helen Walters, Animation Unlimited: Innovative Short Films Since 1940 [London: Lawrence King Publishing, 
2004]. 
Klein, Norman, Seven Minutes: A Cultural History of the American Cartoon [London: Verso, 1993]. 
Leslie, Esther, Hollywood Flatlands: Animation, Critical Theory and the Avant-Garde 
[London: Verso, 2002]. 
Manovich, Lev, The Language of New Media [Cambridge, Massachusetts: The MIT Press, 2001]. 
Russett, Robert, Experimental Animation: Origins of a New Art [New York: Da Capo Press, 1988]. 
Schneider, Steve, That’s All Folks!: the Art of Warner Bros Animation [New York: H. Holt, 1988]. 
Soloman, Charles, Enchanted Drawing: the History of Animation [New York: Knopf, 1989]. 
Wells, Paul, Understanding Animation [London: Routledge, 1998]. 
Wells, Paul, Animation and America [Edinburgh: Edinburgh University Press, 2002.] 

FI573 Animated Worlds                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Wood Dr A
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Contact Hours
The module will be taught through screenings, lectures and seminars.
10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact over 12 weeks: 49 hours. 
Average per week: 4 hours, 5 mins.

Pre-requisites
FI 310 Introduction to Narrative Cinema:  American Cinema 
FI 311 Introduction to Narrative Cinema:  World Cinema  (or equivalent core Stage 1 module[s] in Film Studies).

Method of Assessment
The module will be assessed by 100% coursework: one 2,500 word essay (40%), one 3,500 word essay (50%), and seminar 
contribution (10%)

Synopsis
This module examines the way New York has been used as a site for filmmaking, looking at the history of the production of 
films in and about the city, and as a vital centre of film culture -- not just of filmmaking, but also exhibition and film criticism. 
Beginning with an examination of film, and modernity, with a specific focus on late silent/early sound film production, the 
module then shifts to look at avant-garde practice in New York during the 1950s and 60s, and concludes by considering the 
city’s representation in mainstream Hollywood productions with a particular focus on generic crime movies and/or romantic 
comedies.
The work on New York and film will be contextualised within a cultural history of the city, with a dual emphasis on narratives of 
immigration and the city as the postwar centre of the world art market.

Learning Outcomes
1. students will have acquired an understanding of key questions, concepts and critical debates around film as both a popular 
medium and artistically valued object of study.
2. students will have examined New York and the movies through analysis of the debates on modernity, film and the city, the 
avant-garde and underground subcultures, and the city as a location for mainstream film narratives. 
3. students will have utilised and developed the skills acquired in Part 1 of the course, undertaking close textual analysis of a 
range of films and critical discourses, considering them in relation to their historical, cultural and generic contexts.
4. students will have investigated questions of representation (race, class, gender, sexuality), art and cinema, film exhibition, 
and film and the city (modernity).

  Students on the Film Studies programmes explore the theory, history and criticism of film; this module makes the processes 
of engagement with the analysis of film explicit. It builds upon and extends students’ skills of textual and historical analysis first 
developed in the Part 1 course ‘Introduction to Narrative Cinema’ (or equivalent). It opens up new topics in film analysis, 
criticism and history while re-evaluating their previous engagement with the programmes’ key concepts and debates. The 
module will reinforce and develop skills common to the study of other modules

Preliminary Reading
Leo Charney & Vanessa Schwartz (eds.) Cinema & the Invention of Modern Life (California, 1995)

Serge Guilbaut, How New York Stole the Idea of Modern Art: Abstract Expressionism, Freedom and the Cold War (Chicago, 
1985)

David E. James (ed.), To Free the Cinema: Jonas Mekas & the New York Underground (Princeton, 1992)

Clayton Patterson, Captured: A Film/Video History of the Lower East Side (Seven Stories Press, 2005)

David R. Roediger, Working Toward Whiteness: How America's Immigrants Became White - The Strange Journey from Ellis 
Island to the Suburbs (Basic Books, 2006)

James Sanders, Celluloid Skyline: New York and the Movies (Bloomsbury, 2001)

Juan A. Suarez, Bike Boys, Drag Queens, & Super Stars: Avant-Garde, Mass Culture, & Gay Identities in the 1960s 
Underground Cinema (Indiana, 1996)

Melinda Ward & Bruce Jenkins (eds.) The American New Wave (Walker Arts Center, 1982)

FI582 New York and the Movies                                                 
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Stanfield Prof P
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Contact Hours
10 hours of lectures, 20 hours of seminars, 20 hours of screenings: total contact hours: 50 hours total.  

Pre-requisites
FI310 Introduction to Narrative Cinema: American Cinema; FI311 Introduction to Narrative Cinema: World Cinema or FI313 
Film Form and FI314 Hollywood Studio System

Method of Assessment
Assessment will be 100% coursework:  
Seminar participation: 20%
Essay 1 (2000 words): 30% 
Essay 2 (3000 words): 50% 

Synopsis
This course examines the mechanisms and conditions that facilitate and enhance transnational cultural flows. We will study 
how filmmakers actively franchise, adopt and rework film styles and genres.  A genre or style initiated in one country can be 
quickly adopted in another, with filmmakers tailoring the genre or style to the tastes of local audiences.  We will both analyze 
some of the generic conventions that these films foreground and/or transform and isolate some of the national subtleties that 
are only discernable to local audiences.  As the number of co-productions continues to rise, critics and viewers feel perplexed, 
and sometimes even amused, in their attempts to discern and identify the nationality of a film.  We will critically assess whether 
any limitations exist embedded in such a co-production strategy, which blurs and obscures the specificities of each nation-state 
involved.  Finally, we will explore whether the changing mediascape – one of transnational, multi-media corporate 
conglomerate involvement in film production.

Learning Outcomes
On completion of the course, students should:

1. have acquired an in-depth knowledge of issues emerging in regional cinema, including issues of industry and policy. 
2. have understood the origins of the historical, cultural and aesthetic specificities of regional cinema. 
3. be able to trace cultural flows and aesthetic exchanges taking place within regional cinema.
4. have developed comparative and global perspectives on various trends, cycles, and movements within the genres and styles 
of regional cinema, such as Asian horror, martial arts films and Asian minimalism.
5. be able to delineate how transnational forces within the global film industry transform production, distribution and exhibition 
practices within regional cinema. 
6. be able to examine the relationship between cinema and media such as television or other technologies developed to 
disseminate regional cinema. 
7. have broadened and deepened their understanding of world film industries and aesthetics. 
8.  have improved their ability to conduct close analysis of individual films.

Furthermore, this modules works in relation to and in accordance with the specific programme aims of the BA in Film Studies:

The Film Studies Programme places emphasis on students extending their knowledge of history, theory and criticism of film, as 
well as extending their skills of textual analysis as developed at stage 1.  This module will complement the existing Intermediate 
modules — FI 531 Topics in American Cinema: Part I and II and FI 565 The History of British Cinema — and provide an 
opportunity for students to broaden their purview of and interests in cinema beyond Anglo-American cinema.  

Preliminary Reading
Willemen, Paul, and Valentina Vitalli, eds. Theorising National Cinema (London: BFI, 2006). 
Williams, Alan, ed. Film and Nationalism (New Brunswick, NJ: Rutgers, 2002).
Hjort, Mette, and Scott Mackenzie, eds. Cinema & Nation (London: Routgedge, 2000).
Dennison, Stephanie, and Song Hwee Lim, eds. Remapping World Cinema: identity, culture and politics in film (London: 
Wallflower,2006)
Nagib, Lucia. World Cinema and the Ethics of Realism (New York: Continuum, 2011)

FI583 National and Transnational Cinema                                       
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) Sayad Dr C

Contact Hours
1 hour lecture, 2 - 3 hours screening and 1.5 hour seminar per week

Pre-requisites
FI314 Hollywood Studio System and FI313 Film Form modules need to be passed first before taking this module. 

Method of Assessment
This module is assessed by 100% coursework:

- 1 essay x 2000 words (40%).     
- Seminar performance (10%).  
- 1 essay x 3000 (50%).  

FI584 The Gothic in Film                                                      
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Jeffers McDonald Dr T
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Synopsis
This module will investigate “the Gothic” as a significant and recurring cycle within Hollywood film with recognisable tropes and 
themes, and a dominant tone and style.  Beginning with the cycle of “Women’s Gothic” which emerged at the same time as 
Film Noir, and visually and thematically overlapped with it, the module will explore the particularly filmic ways that such texts 
manage to evoke the menacing atmosphere and the oneiric tone of sexualised danger and suspense achieved by the Gothic’s 
source novels and short stories.  Continuing from the original cycle of 1940s films, the module will examine later Hollywood 
films that have employed the themes and imagery of the Gothic to tap into similar complex anxieties and desires, before 
inspecting films from other cinemas (for example, those of Europe and Asia) which also make use of the dominant Gothic 
tropes.

After several initial lectures consider the dominant themes of the originating literary sources and their filmic renderings, the 
module will go on to explore the development and persistence of the Gothic’s thematic and iconographic elements in later films, 
asking what the Gothic offers that film-makers seem drawn to return to it so often.  The module will seek to relate the films to 
their originating times and socio-historical contexts, as well as closely analyzing the specifically filmic elements that contribute 
to the cycle’s power and popularity.

Students will be encouraged to analyze both the micro elements of individual films within the recurring cycles and the particular 
freedoms the Gothic permits its writers and film-makers, exploring the genre’s thematic interest in marriage, domesticity, and 
the uncanny, frequently centring around the linked tropes of the Woman In Jeopardy and the Old Dark House. 

Learning Outcomes
The specific learning outcomes are:

-  To investigate the history and modes of “the Gothic” as a cinematic genre or as elements within other genres (e.g. film noir, 
horror).  
-  To survey ways in which we can sensitively analyse the specifically filmic methods of achieving Gothic “tone”.   
-  To explore the pervasiveness of the Gothic in American cinema during its first main cycle in the 1940s and compare it with 
more recent examples.  
-  To examine the correspondences between the American form of the genre and similar products in other cinemas, including 
those of Europe and Asia.  

The module will contribute to the programme in the following ways:

-  It will deepen the students’ understanding of the relationship between Hollywood films and their sources, while also fostering 
their confidence in reading stylistic elements of film.  
-  It will satisfy the programme’s desire to promote the historical embedding of film genres in their originating times and to trace 
generic developments over time and between different cinemas.  
-  It will thus complement study of other periods of Hollywood cinema, of other genres and of other national cinemas.  
-  It will enhance the expressive skills of the students by concentrating on “tone” achieved through film style and mise-en-
scene.  

Preliminary Reading
• Blackford, Holly. 2005. “Haunted Housekeeping: Fatal Attractions of Servant and Mistress in Twentieth-Century Female 
Gothic Literature”, Literature Interpretation Theory, 16): 233-261.
• Blair, David. (ed). 2002. Gothic Short Stories. Ware: Wordsworth Books. 
• Botting, Fred. 2008. Limits of Horror: Technology, Bodies, Gothic. Manchester & New York: Manchester University Press.
• du Maurier, Daphne. 1938/2003. Rebecca. (London: Virago Modern Classics edition).
• Fleenor, Julian. 1983. The Female Gothic. Montreal: Eden Press.
• Fletcher, John.1988. “Versions of Masquerade”, Screen, 29 (3): 43–70.
• Gilman, Charlotte Perkins. 1899. The Yellow Wallpaper. Online version available at: 
http://www.library.csi.cuny.edu/dept/history/lavender/yellowwallpaper.pdf ; London: Virago edition (1981) or Oxford: World’s 
Classics (1998).
• Graham, Kenneth. 1989. Gothic Fictions, Prohibition/Transgression, New York: AMS Press.
• Hanson, Helen. 2008. Hollywood Heroines: Women in Film Noir and the Female Gothic Film. London: I B Tauris.
• Massé, Michelle A. 1990. “Gothic Repetition: Husbands, Horrors and Things That Go Bump in the Night”, Signs 15 (4): 679-
709
• Mussell, Kay. 1981. Women's Gothic and Romantic Fiction: A Reference Guide. Westport, Connecticut: Greenwood Press.
Punter, David and Glennis Byron. 2004. The Gothic. Oxford: Blackwell.
• Radcliffe, Ann. 1794/2006. The Mysteries of Udolpho. London: Penguin Books. 
• Robbins, Ruth and Julian Wolfrys, (eds). 2000, Victorian Gothic: Literary And Cultural Manifestations In The Nineteenth 
Century. Houndsmills: Palgrave.
• Russ, Joanna. 1975. ““Someone’s Trying to Kill Me and I Think It’s My. Husband: The Modern Gothic,” Journal of Popular 
Culture VI (4): 666 – 691.
• Skal, David J.1990.  Hollywood Gothic. New York: Norton.
Smith, Murray. 1988. “Film Noir, the Female Gothic and Deception” Wide Angle 10 (1): 62-75.
• Spooner, Catherine. 2004. Fashioning Gothic Bodies. Manchester: Manchester University Press.
• Spooner, Catherine. 2006. Contemporary Gothic. London: Reaktion Books.
• Waldman, Diane. 1983. “At last I can tell it to someone!" feminine point of view and subjectivity in the Gothic romance”, 
Cinema Journal 23 (2): 29-40.
• Wheatley, Kim. 2002. “Gender Politics and the Gothic in Alfred Hitchcock's Rebecca”, Gothic Studies, 4 (2): 133-144.
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Contact Hours
3 contact hours per week in the form of lecture/seminar/workshops/supervised practice. 

Pre-requisites
FI308 or FI309 Exploring the Frame

Availability
This is only available to Single Honours students who have completed the Stage 1 pre requisite Exploring the Frame (FI308 or 
FI309)

Method of Assessment
This module is assessed by 100% coursework:

Film / Video project - 30% 
Critical Analysis - 30%
Process, Participation and development in workshops and exercises - 20%

Synopsis
Through technical exercises   and presentation of film texts, students will engage with key aspects of non-fiction filmmaking. A 
series of practical projects will be contextualised through lectures drawing on a number of film texts, looking at examples from 
the history of the non-fiction film e.g. early cinema, direct cinema, cinema verité, and the film essay. The exercises are an 
opportunity for students to develop their creative practice. The development of a treatment / proposal leading to the production 
of  final film project will use theory and critical analysis to develop students understanding of documentary practice.

Learning Outcomes
As a consequence of taking this modules, students will be able to:
A. engage in the practice of non-fiction filmmaking; from formal aspects such as camerawork, sound recording/design and 
editing, to practices such documentary ‘casting’, to the explicit and implicit truth claims embedded in documentary discourse.
B. apply techniques for producing audio-visual documentary, in relation to critical debates around representing reality, ethics, 
performance, authorship, narrative, truth.
C. identify, create and critique a range of technical, formal and narrative practices through which documentary is negotiated.

Students will build on existing skills of collaboration (learnt on Exploring the Frame), improving competence in the planning, 
production and editing of practical, creative work. Students will develop an understanding of crucial aspects of non-fiction 
filmmaking -- in terms of both theory and practice -- and deepen their skills in the critical analysis of such texts. Students will 
build on existing skills of relating theory and practice, by analysing the implications (e.g. ideological, ethical) of their production 
decisions; the course will enhance student’s ability to reflect self-critically on their own and other student’s practical work. Skills 
learnt on the module will contribute to (along with Exploring the Frame and Introduction to Screenwriting) to the skills needed to 
progress to Moving Image Production.

Preliminary Reading
Stella Bruzzi, New Documentary: A Critical Introduction. Routledge 2000
Michael Rabiger, Directing the Documentary, Focal Press, 1992
Sheila Curran Bernard, Documentary Storytelling For Video and Filmmakers, Focal Press 2004

FI586 Representing Actuality                                                  
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Pitts Dr V
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Contact Hours
1 hour lecture, 2 hour workshop (creative and technical), 2 hour screening

Pre-requisites
Prerequisites for Film Studies SH Students:  Stage 1 Film Studies Core modules;  FI308/9, Prerequisite for Drama SH 
Students: Stage 1 Drama Core modules;

Restrictions
Half of the places will be allocated for Film Single Honours students and half for Drama Single Honours students making a total 
of 30 students in all.

Availability
FI590 is available to Stage 2 students studying Single Honours Film or the Joint Honours Drama and Film programme only. 

Method of Assessment
This module is assessed by 100% coursework:

-  Proposal (500-800 words) and audio-visual materials for the screen improvisation project (group assignment) (45%).  
-  Essay  (individual assignment; 2000 words) (35%).  
-  Continuous Assessment: participation (individual assignment) (20%).  

Synopsis
This interdisciplinary module brings Film and Drama Single Honours students together to explore improvisational techniques 
that increasingly animate both independent filmmaking and contemporary drama practice.  Practical workshops provide 
technical instruction and creative focus on actors’ improvisation as a rehearsal technique, a screenplay development 
technique, and a performance technique during filming. Exploration of improvisation as screen craft will be complemented by 
the theorisation of improvisation in lectures that also provide a historical context and introduce film artists’ use of aleatory 
techniques in production and postproduction, live cinema, and the use of ‘real’ or improvised dialogue and verbatim accounts in 
documentary and animated films. Connections between theatrical and cinematic trends that utilise forms of improvisation will 
be emphasised while student’s practical projects will respond to and expand upon these growing synergies between cinema 
and theatre in the digital age.

Learning Outcomes
During the course of this module, students will:

Draw upon and bring together ideas from different sources of knowledge and from different academic disciplines.

Produce work showing competence in the operational skills of moving images and sound production.

Initiate, develop and realise distinctive and creative work within various forms of writing and in moving images and sounds 
through individual and group work.

Manage time, personnel and resources effectively, by drawing on planning and organisational skills.

Produce work which is informed by, and contextualised within, relevant theoretical debates students have studied within the 
programme as a whole.

Preliminary Reading
Dean, R. and Smith, H. (1997), Improvisation, Hypermedia and the Arts Since 1945, Amsterdam: Harwood Academic 
Publishers.
Frost, A. (2007), Improvisation in Drama, Basingstoke: Palgrave Macmillan.
Johnstone, K. (1979), Impro, London: Methuen.
Raphael, A. (2008) ed., Mike Leigh on Mike Leigh, London: Faber and Faber.
Weston, J. (1996), Directing Actors:  Creating Memorable Performances for Film and Television, CA: M. Wiese Productions.

FI590 Improvisation For Screen                                                
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Pitts Dr V
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Contact Hours
1 hour lecture, 2 hour screening and 1.5 hour seminars per week

Pre-requisites
Core modules of Film Studies, Stage 1.  

Method of Assessment
100% Coursework:   Essay 1 - 1500 words (30%),  Essay 2 - 2500 words (50%),  Seminar participation and reflective notes
(10%), In-class presentation (10%).

Synopsis
This module will offer students the rare opportunity to examine in detail the work of a single director or a group of directors.  It 
will thus enable students to acquire a more complex understanding of the issues at stake in the production, distribution, and 
reception of a specific body of film work.  The module will also develop students’ knowledge and understanding of the 
questions, theories and controversies, which have informed critical issues and theoretical debates on film authorship.  It will 
thus appeal to students who wish to extend their skills in analysing film form, meaning, and practice in both a conceptual and a 
historical context.  Furthermore, as the module will enable detailed consideration of what ‘film directing’ is, as an artistic and 
cultural practice, in given contexts, it will be a very useful course to combine with the practical study of filmmaking.  

Learning Outcomes
By the end of the module, students will have:  

1.  Earned a knowledge of the questions, theories and controversies which have informed critical and theoretical debates on 
film authorship; 
2.  Acquired a detailed understanding of the development of the work of particular film director(s); 
3.  Developed skills in analysing the meaning and aesthetic strategy in relation to the work of particular film director(s) as well 
as to the issues of film authorship;
4.  Undertaken detailed consideration of what film directing is, as an artistic and cultural practice, in given historical and 
industry contexts;
5.  Developed the ability to understand and employ a range of concepts in detailed analysis of the films screened on, and 
relevant to the module.  

Preliminary Reading
John Caughie (ed), Theories of Authorship (London: BFI, 1981).  
Barry Keith Grant (ed), Auteurs and Authorship: A Film Reader (Blackwell, 2008).  
Torben Grodal, Bente Larson and Iben Thorving Laursen (eds), Visual Authorship: Creativity and Intentionality in Media 
(Museum Tusculanun Press, 2005).  
Janet Staiger and David A. Gerstner (eds.), Authorship and Film (Routledge, 2003).  
Virginia Wright Wexman, Film and Authorship (Rutgers University Press, 2003).  

FI594 Film Authorship                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Mather Dr N
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Contact Hours
1 hour lecture, 2 hour screening amd 1.5 hour seminar per week

Pre-requisites
Stage 1 Film Studies Core modules.  

Method of Assessment
This module is assessed by 100% coursework:

-  Seminar attendance, participation and presentation (20%)
-  Essay 1 (2000 words) (30%)
-  Essay 2 (4000 words) (50%)

Synopsis
This module studies individual genres, which may vary across different academic terms (it may focus on the horror, science-
fiction, western, musical, comedy, the noir or the gangster film, among others).  It combines aesthetic and narrative analysis 
with the history of the genre.  The theoretical framework draws from Marxist, psychoanalytical, feminist, and reception theories.  
The historical portion of the course examines the genre’s growing commercial viability, the proliferation of subgenres, and the 
growing attention of academics.  Topics include gender politics, representations of sexuality, and political commentary and 
allegory. 

Learning Outcomes
Upon completion of this module students will have:

-  Explored the narrative and stylistic characteristics of the genre in question.  
-  Critically analysed the studied genre by drawing from theories of genre, authorship, self-reflexivity and national allegory, as 
well as from reception theories and, when applicable, psychoanalytical, semiotic and cognitive approaches to the study of film.  
-  Understood the historical context that produced the studied generic tradition, contemplating the cultural, political and/or social 
frameworks that both inform the contemplated genre and are reflected on it.  
-  Studied the genre in relation to the modes of production, distribution and exhibition of the relevant film industry.  
-  Meditated on the tensions between uniqueness and repetition, artistic and commercial, artisanal and industrial, mainstream 
and marginal, classical and modern.  

Preliminary Reading
Rick ALTMAN - 'Film/Genre', London, BFI, 1999
Rick ALTMAN (ed.) - 'Film Genre Reader III', Austin, University of Texas Press, 2004

FI595 Film Genre (Horror)                                                     
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) Sayad Dr C
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Contact Hours
10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact over 12 weeks: 49 hours. 
Average per week: 4 hours, 5 mins.

Pre-requisites
FI 310 Introduction to Narrative Cinema:  American Cinema and FI 311 Introduction to Narrative Cinema:  World Cinema  (or 
equivalent core Stage 1 module[s] in Film Studies).

Method of Assessment
The module will be assessed by 100% coursework: 
Students will write:
One exercise (1500 words) 30%;
One Essay (3000 words) – 60%;
Seminar contribution 10% . 

Synopsis
Animation is a term covering a diverse range of forms, and this course introduces cel-animation, stop-motion puppetry, 
xeroxography, as well as computer-generated cartoons to explore how these forms both mimic live-action cinema, and also 
destabilise its conventions. Through the Silly Symphonies series, the technological innovation and drawing styles developed by 
the Disney Studio in the 1930s, which shifted animation towards live-action perspectives and characterisation, will be 
examined. The subsequent subversion of the Disney aesthetic through the Warner Brothers Looney Tunes and Merry Melodies 
cartoons is addressed via questions about action-based storytelling versus fables. The re-emergence of character-based 
animation in computer-generated animations such as The Incredibles is considered in terms of how animations engender 
empathy through conventions of expression and gesture. These animations will be counterpointed with the stop-motion works 
of the Quay Brothers and Jan Svankmajer, which tend to trouble or even refuse such engagements. 
 A strand of the course directly addresses the political dimensions of animation. Cartoons, the Disney features in particular, 
have often been considered in terms of race and gender. In addition to such issues, we will also look at the overt politics in 
several different kinds of animation, from the home front politics of the Tom and Jerry cartoons, to the war-front propaganda of 
Private Snafu, and the more contemporary anti-arms race positions of Deadsy and The Wolfman. By looking at The Simpsons 
we explore how this series frequently takes on contextual questions about family and community relations.  
The course also looks at non-character based animations, where abstract shapes and motion are used in conjunction with 
music. Hand drawn animations by Hans Richter, Len Lye and Oscar Fischinger will be used as the historical precedents for 
more recent digital and MTV animations. Some of these abstract works, such as the digital animation 3Space, will also be used 
to think about how animation has the potential to offer viewers an encounter with a different kind of world, one based on the 
motion of transformation instead of characters and narrative. 

Learning Outcomes
Students will have been introduced to the history of animation in the context of live-action cinema and television, Studio-based 
works from 1930s-1950s and 1990s, as well as more experimental works crafted using drawn and digital techniques 
Students will have enhanced their ability to mobilise historical, theoretical, and aesthetic approaches to their understanding of a 
range of different types of animation 
Students will be critically aware of the scholarship on animation  
Students will have developed a greater understanding of the interplay between aesthetic choices and technological innovation 
giving animation its potentially distinctive presence within the cinema 

Preliminary Reading
• Bendazzi, Giannalberto, Cartoons: One Hundred Years of Cinema Animation [London: John Libbey, 1998]. 
• Faber, Liz and Helen Walters, Animation Unlimited: Innovative Short Films Since 1940 [London: Lawrence King Publishing, 
2004]. 
• Klein, Norman, Seven Minutes: A Cultural History of the American Cartoon [London: Verso, 1993]. 
• Leslie, Esther, Hollywood Flatlands: Animation, Critical Theory and the Avant-Garde [London: Verso, 2002]. 
• Manovich, Lev, The Language of New Media [Cambridge, Massachusetts: The MIT Press, 2001]. 
• Russett, Robert, Experimental Animation: Origins of a New Art [New York: Da Capo Press, 1988]. 
• Schneider, Steve, That’s All Folks!: the Art of Warner Bros Animation [New York: H. Holt, 1988]. 
• Soloman, Charles, Enchanted Drawing: the History of Animation [New York: Knopf, 1989]. 
• Wells, Paul, Understanding Animation [London: Routledge, 1998]. 
• Wells, Paul, Animation and America [Edinburgh: Edinburgh University Press, 2002.] 

FI597 Animated Worlds                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Wood Dr A

Contact Hours
1 hour lecture, 2 - 3 hours screening and 1.5 hour seminar per week

Pre-requisites
FI314 Hollywood Studio System and FI313 Film Form modules need to be passed first before taking this module. 

FI599 The Gothic in Film                                                      
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Jeffers McDonald Dr T
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Method of Assessment
100% Coursework: 
1 essay x 2000 words (handed in Week 5) = 40%   
Seminar performance = 10%
1 essay x 3000 (handed in Week 12) = 50%

Synopsis
This module will investigate “the Gothic” as a significant and recurring cycle within Hollywood film with recognisable tropes and 
themes, and a dominant tone and style. Beginning with the cycle of “Women’s Gothic” which emerged at the same time as Film 
Noir, and visually and thematically overlapped with it, the module will explore the particularly filmic ways that such texts 
manage to evoke the menacing atmosphere and the oneiric tone of sexualised danger and suspense achieved by the Gothic’s 
source novels and short stories. Continuing from the original cycle of 1940s films, the module will examine later Hollywood films 
that have employed the themes and imagery of the Gothic to tap into similar complex anxieties and desires, before inspecting 
films from other cinemas (for example, those of Europe and Asia) which also make use of the dominant Gothic tropes.

After several initial lectures consider the dominant themes of the originating literary sources and their filmic renderings, the 
module will go on to explore the development and persistence of the Gothic’s thematic and iconographic elements in later films, 
asking what the Gothic offers that film-makers seem drawn to return to it so often. The module will seek to relate the films to 
their originating times and socio-historical contexts, as well as closely analyzing the specifically filmic elements that contribute 
to the cycle’s power and popularity.

Students will be encouraged to analyze both the micro elements of individual films within the recurring cycles and the particular 
freedoms the Gothic permits its writers and film-makers, exploring the genre’s thematic interest in marriage, domesticity, and 
the uncanny, frequently centring around the linked tropes of the Woman In Jeopardy and the Old Dark House. 

Learning Outcomes
Specific Learning Outcomes:

1) To investigate the history and modes of “the Gothic” as a cinematic genre or as elements within other genres (e.g. film noir, 
horror)
2) To survey ways in which we can sensitively analyse the specifically filmic methods of achieving Gothic “tone”   
3) To explore the pervasiveness of the Gothic in American cinema during its first main cycle in the 1940s and compare it with 
more recent examples 
4) To examine the correspondences between the American form of the genre and similar products in other cinemas, including 
those of Europe and Asia

The module will contribute to the programme in the following ways:

1) It will deepen the students’ understanding of the relationship between Hollywood films and their sources, while also fostering 
their confidence in reading stylistic elements of film
2) It will satisfy the programme’s desire to promote the historical embedding of film genres in their originating times and to trace 
generic developments over time and between different cinemas
3) It will thus complement study of other periods of Hollywood cinema, of other genres and of other national cinemas  
4) It will enhance the expressive skills of the students by concentrating on “tone” achieved through film style and mise-en-scene

Preliminary Reading
• Blackford, Holly. 2005. “Haunted Housekeeping: Fatal Attractions of Servant and Mistress in Twentieth-Century Female 
Gothic Literature”, Literature Interpretation Theory, 16): 233-261.
• Blair, David. (ed). 2002. Gothic Short Stories. Ware: Wordsworth Books. 
• Botting, Fred. 2008. Limits of Horror: Technology, Bodies, Gothic. Manchester & New York: Manchester University Press.
• du Maurier, Daphne. 1938/2003. Rebecca. (London: Virago Modern Classics edition).
• Fleenor, Julian. 1983. The Female Gothic. Montreal: Eden Press.
• Fletcher, John.1988. “Versions of Masquerade”, Screen, 29 (3): 43–70.
• Gilman, Charlotte Perkins. 1899. The Yellow Wallpaper. Online version available at: 
http://www.library.csi.cuny.edu/dept/history/lavender/yellowwallpaper.pdf ; London: Virago edition (1981) or Oxford: World’s 
Classics (1998).
• Graham, Kenneth. 1989. Gothic Fictions, Prohibition/Transgression, New York: AMS Press.
• Hanson, Helen. 2008. Hollywood Heroines: Women in Film Noir and the Female Gothic Film. London: I B Tauris.
• Massé, Michelle A. 1990. “Gothic Repetition: Husbands, Horrors and Things That Go Bump in the Night”, Signs 15 (4): 679-
709
• Mussell, Kay. 1981. Women's Gothic and Romantic Fiction: A Reference Guide. Westport, Connecticut: Greenwood Press.
Punter, David and Glennis Byron. 2004. The Gothic. Oxford: Blackwell.
• Radcliffe, Ann. 1794/2006. The Mysteries of Udolpho. London: Penguin Books. 
• Robbins, Ruth and Julian Wolfrys, (eds). 2000, Victorian Gothic: Literary And Cultural Manifestations In The Nineteenth 
Century. Houndsmills: Palgrave.
• Russ, Joanna. 1975. ““Someone’s Trying to Kill Me and I Think It’s My. Husband: The Modern Gothic,” Journal of Popular 
Culture VI (4): 666 – 691.
• Skal, David J.1990.  Hollywood Gothic. New York: Norton.
Smith, Murray. 1988. “Film Noir, the Female Gothic and Deception” Wide Angle 10 (1): 62-75.
• Spooner, Catherine. 2004. Fashioning Gothic Bodies. Manchester: Manchester University Press.
• Spooner, Catherine. 2006. Contemporary Gothic. London: Reaktion Books.
• Waldman, Diane. 1983. “At last I can tell it to someone!" feminine point of view and subjectivity in the Gothic romance”, 
Cinema Journal 23 (2): 29-40.
• Wheatley, Kim. 2002. “Gender Politics and the Gothic in Alfred Hitchcock's Rebecca”, Gothic Studies, 4 (2): 133-144.
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Contact Hours
12 hours lectures,  15 hours of seminars, 40 hours of screenings: total contact hours: per week = 5 hours 35 minutes, averaged 
over 12 weeks = 67 hours

Pre-requisites
Prerequisite: FI310 and FI311

Method of Assessment
100% coursework.: 35% 1 x 2,000 word essay; 45% 1 x 3,000 word essay; 20% Seminar presentation and oral presentation

Synopsis
• Students will be  equipped  with a knowledge of the questions, theories and controversies which have informed critical 
debates on Documentary Film in relation to fiction film and other forms of non-fiction film; 
• students will acquire an historical understanding of the development of documentary film forms and its  relation to different 
modes and sites of exhibition;
• students will be  acquainted  with the technical and stylistic resources deployed by documentary films;  
• students will develop skills in analysing form and meaning in documentary films.

 The Film Studies programme seeks to engage students in three crucial areas over three years: theory, history and criticism of 
film. This module deals with all three of these aims. The course simultaneously extends the skills of textual and historical 
analysis first developed in FI310 and FI311, the core Part 1 Introduction to Narrative Cinema modules. In its particular 
combining of the three main areas of film studies it will also introduce students to new ways of examining aesthetic, historical 
and theoretical concerns with regard to cinema, and this may be usefully applied to study of other modules.

Learning Outcomes
Students will be  equipped  with a knowledge of the questions, theories and controversies which have informed critical debates 
on Documentary Film in relation to fiction film and other forms of non-fiction film; 

• students will acquire an historical understanding of the development of documentary film forms and its  relation to different 
modes and sites of exhibition;
• students will be  acquainted  with the technical and stylistic resources deployed by documentary films;  
• students will develop skills in analysing form and meaning in documentary films.

Preliminary Reading
• Bill Nichols, Introduction to Documentary, Bloomington: Indiana Un. Press, 2001.
• Kevin Macdonald and Mark Cousins, Imagining Reality: The Faber Book of Documentary, Faber, 1996, includes interviews 
and covers a wide range of documentary forms.
• John Corner, The Art of Record - A critical introduction to documentary film, Manchester University Press, 1996, is an 
excellent introduction to theories of documentary form, and to British television documentary. 
• Stella Bruzzi, New Documentary: A critical introduction, Routledge, 2000, on contemporary documentary.
• Carl Plantinga, Rhetoric and Representation in Nonfiction Film, Cambridge Un. Press, 1997.
• Michael Rabiger, Directing the Documentary, Focal Press, 1992. 
• Brian Winston, Claiming the Real, British Film Institute, London,  1995.
• Michael Renov, Theorizing Documentary , ed Michael Renov, Routledge, London 1993.

FI602 Documentary Film                                                        
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Johnson Mr M
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Contact Hours
10 1-hour lectures; 12 2-hour core screenings; 10 1.5 hour seminars; total contact hours = 49 hours. Some supplementary 
screenings, amounting to a maximum addition of 12 hours, may be scheduled.

Pre-requisites
FI303 Introduction to Narrative Cinema (or equivalent core Stage 1 modules in Film Studies) – FI313 and FI314; and either 
FI531 Topics in American Cinema II or FI565  History of British Cinema

Method of Assessment
The module will be assessed by:

• a Virtual seminar presentation supported by notes (20%), 1000 words,
• an essay of 1500 words (30%), 
• an essay of 2500 words (40%), 
• seminar participation (10%).  

Synopsis
Cinema has typically been conceived of as an essentially visual phenomenon – films, it is often said, are essentially moving 
pictures. Sound has, nevertheless, played an important role from the beginnings of cinema, a fact which has been 
acknowledged in the detailed historical, theoretical and critical work on film music, and film sound more generally, produced 
over the last decade. Sound and Cinema will provide an overview of this new field of research, and aim to provide students with 
a clearer understanding of and greater sensitivity to the soundtrack. The course will begin by setting up an introductory 
framework for the understanding of sound, which considers the relationship between music and other aspects of film sound 
(dialogue, voice-over, effects), as well as the nature of the relationship between image and sound. Subsequent sessions will 
consider the evolution of sound technology and its impact on the aural aesthetics of film; the use of classical and popular music 
in film scores; the emergence of sound designers, such as Walter Murch and Alan Splet, in contemporary cinema; and the 
distinctive and innovative use of sound and music by such diverse directors as Wim Wenders, Jean-Luc Godard, David Lynch, 
and William Raban.

Learning Outcomes
Upon completion of the course, students will:

1. have developed far greater sensitivity to the soundtrack, actively listening to sounds which previously they would have paid 
little attention to;
2. have developed a more varied and precise vocabulary for the analysis of film sound and music;
3. have a more balanced sense of the relative contribution of sound and image to the experience of film viewing;
4. have a deeper understanding of the functions played by film sound;
5. have a basic, non-technical ability to analyse and discuss musical form and musical qualities, as these inform the film 
soundtrack (the course will not assume a detailed theoretical understanding of music or an ability to read music).

The Film Studies programme seeks to engage students in three crucial areas over three years: theory, history and criticism of 
film. Sound and Cinema deals with all three areas of film study and scholarship, as well as attending to the relationships among 
them. By addressing the functions of film sound, and the emergence and evolution of sound technology, the course builds on 
the historical and critical skills developed in FI303 Introduction to Narrative Cinema. In particular, the course does so by shifting 
students attention away from the image in isolation, to the soundtrack and the interaction between sounds and images. The 
course also introduces students to film theory, by setting before them problems and paradoxes which arise when the place of 
sound in cinema is examined closely (chiefly: how can sound play a significant role in film if the latter is defined in terms of 
'moving pictures' ?) Finally, the historical knowledge, critical sensitivity, and theoretical acumen gained by students in the 
course should inform most other film courses that students go on to take.

Preliminary Reading
Required:
• Michel Chion, Audio-Vision (Columbia University Press, 1994).
Recommended:
• Kathryn Kalinak, Settling the Score (University of Wisconsin Press, 1994) OR 
• George Burt, The Art of Film Music (Northeastern University Press, 1994)
• Elisabeth Weis and John Belton, Film Sound: Theory and Practice (Columbia University Press, 1985).
• Jeff Smith, The Sounds of Commerce: Marketing Popular Film Music (Columbia University Press, 1998).

FI603 Sound and Cinema                                                        
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
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Contact Hours
 10 hours lectures, 15 hours seminars, 24 hours screenings.
Total contact over 12 weeks: 49 hours. 
Average per week: 4 hours, 5 mins.

Pre-requisites
FI 310 Introduction to Narrative Cinema:  American Cinema and FI 311 Introduction to Narrative Cinema:  World Cinema  (or 
equivalent core Stage 1 module[s] in Film Studies) now FI313 and FI314.

Method of Assessment
The module will be assessed by 100% coursework: two 1000 word exercises (15% each), one 3000 word essay (60%), and 
seminar contribution (10%).

Synopsis
The emergence of digital technologies poses a series of questions relevant to longer standing theoretical questions in film 
theory and aesthetics. This course will offer students the opportunity to work closely with special and digital effects films in 
order to interrogate the claims made on their behalf. The course will be structured around five main points: industrial context, 
narrative organisations, the ‘newness’ of the digital, the affectivity of effects, and the politics of effects. The history of effects will 
encompass the rise and fall of studio-based effects, the emergence of production houses such as Industrial Light and Magic 
(USA), Digital Domain (USA) and Mill Film (UK). It will also address the increasing proliferation of web-based digital work. 
Material screened in this section will include examples of early ‘trick’ cinema and web shorts. Narrative organisations will be 
addressed through the debates around spectacle versus narrative. Digital effects often make a claim for newness; by looking 
closely at films students will be encouraged to assess both the limits and opportunities of ‘new’ effects. The ability of digital 
animators to create increasingly ‘realistic’ figures (live- animation). This section of the course will address debates about the 
hyperrealism of live-animation, the affectivity of the unreal figures and traces of the human figure embedded in motion capture 
(and the earlier technique of rotoscoping).  The politics of effects will be addressed through more theoretical questions around 
spectacles of violence, the loss of indexicality and the place of effects in claims for veracity. 

Learning Outcomes
A. Students will have been introduced to the history of special and digital effects in the context of Hollywood, post-studio 
production houses and web films 
B. Students will have enhanced their ability to mobilise historical, theoretical, and aesthetic approaches to their understanding 
of effects-based cinema, animation and web-based films 
C. Students will be critically aware of scholarship on optical and digital effects, as well as animation and new media 
D. Students will have developed a greater understanding of the interplay between aesthetic choices and technological 
innovation that is central to moving image practices 

Preliminary Reading
•Bolter, Jay David and Richard Grusin, Remediation: Understanding New Media [Cambridge, Massachusetts: The MIT Press, 
1999]. 
•Cubitt, Sean, Digital Aesthetics [London: Sage, 1999]. 
•Darley, Andrew, Visual Digital Culture: Surface Play and Spectacle in New Media Genres [London: Routledge, 2000]. 
•Harries, Dan (ed)., The New Media Book [London: BFI Publishing 2002]. 
•King, Geoff, Spectacular Narratives: Hollywood in the Age of the Blockbuster [London: I.B. Tauris, 2001]. 
•Klein, Norman, Seven Minutes: A Cultural History of the American Cartoon

FI604 Digital Domains                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Wood Dr A
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Contact Hours
10 hours lectures, 15 hours of seminars, 40 hours of screenings: total contact hours: per week = 4.5 hours per week

Pre-requisites
FI313 and FI314

Method of Assessment
100% coursework: 2,000 word essay (40%), 3,000 word essay (50%), seminar participation (10%).  

Synopsis
This module examines different forms of narrative and story-telling in cinema, drawing upon theories of myth, folk and fairytale 
as well as upon anthropological studies of oral storytelling in order to place film narration within the tradition of the ‘popular’ 
arts.  The psychological and aesthetic role of narrative will be explored through the accounts offered by philosophy and 
psychoanalysis in order to understand the relations and tensions between narrative realism based on Aristotelian notions of 
cause and effect as well as character verisimilitude, and popular and avant-garde modes which transgress such notions.  The 
role played by, for example, film genres and the star system in disrupting or supporting narrative cause and effect will be 
considered.   The function of the script and of script-writing will be looked at in relation to the deployment of the cinematic 
elements of sound and image, spectacle and event in film.  The course will be taught through a series of case-studies using a 
wide range of films within American and world cinema.

Learning Outcomes
On completion of the module students will:

1.  Demonstrate a complex understanding of the different forms of storytelling and narrative in cinema;
2.  Acquire knowledge of and complex understanding of the use of key theoretical approaches to the analysis of narrative forms;
3.  Demonstrate a complex understanding of how images and sounds in film are organised in time and space as narrative 
forms;
4. Be familiarised with and be able to critically deploy different accounts of narrative and narration and their relation to the non-
narrative.  

Preliminary Reading
Edward Branigan, Narrative Comprehension and Film, London Routledge, 1992. 
Seymour Chatman, Story and Discourse, Narrative Structure in Fiction and Film, Ithaca: Cornell University Press, 1978. 
Jakob Lothe, Narrative in Fiction and Film, Oxford: OUP, 2000. 
Steven Cohan and Linda M Shires, Telling Stories - a theoretical analysis of narrative fiction, London: Routledge, 1988. 
David Bordwell, Narration and the Fiction Film, London: Methuen, 1985 (some of his ideas are also found in David Bordwell and 
Kristin Thompson, Film Art, New York: McGraw-Hill, any edition, but at a more introductory level). 
George E. Wilson, Narration in Light: Studies in Cinematic Point of View, Baltimore: Johns Hopkins University, 1986. 
Sarah Kozloff, Invisible Storytellers Voiceover Narration in American Fiction Film, Berkeley, Un. Of California, 1988. 
Andrew Horton, Writing the Character-Centered Screenplay, Berkeley: Un. California, 1999.
Judith Weston, The Film Director’s Intuition, Studio City: Michael Wiese Productions, 2003.
Kristin Thompson, Storytelling in the New Hollywood: Understanding Classical Narrative Technique, 1999, Cambridge MA: 
Harvard University Press. 
David Bordwell, The Way Hollywood Tells It: Story and Style in Modern Movies, Berkeley:Un. Of California Press, 2006.

Scripts available on the web can be found at:  
http://simplyscripts.com/b.html 
On directors:
http://www.sensesofcinema.com/contents/directors/index.html

FI607 Storytelling and the Cinema                                             
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
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Contact Hours
10 lectures x 1 hour
10 seminars x 90 minutes
10 screenings x 2 hours (including film introductions and more information)

Pre-requisites
Core modules of Film Studies, Stage 1.  

Method of Assessment
100% Coursework: Essay 1 - 1500 words (30%), Essay 2 - 3000 words (50%), Seminar participation and reflective notes 
(10%),  In-class presentation (10%). 

Synopsis
This module will offer students the rare opportunity to examine in detail the work of a single director or a group of directors. It 
will thus enable students to acquire a more complex understanding of the issues at stake in the production, distribution, and 
reception of a specific body of film work. The module will also develop students’ knowledge and understanding of the 
questions, theories and controversies, which have informed critical issues and theoretical debates on film authorship. It will 
thus appeal to students who wish to extend their skills in analysing film form, meaning, and practice in both a conceptual and a 
historical context. Furthermore, as the module will enable detailed consideration of what ‘film directing’ is, as an artistic and 
cultural practice, in given contexts, it will be a very useful course to combine with the practical study of filmmaking.

Learning Outcomes
By the end of the module, students will have: 

1.  Earned a knowledge of the questions, theories and controversies which have informed critical and theoretical debates on 
film authorship; 
2.  Acquired a detailed understanding of the development of the work of particular film director(s); 
3.  Developed skills in analysing the meaning and aesthetic strategy in relation to the work of particular film director(s) as well 
as to the issues of film authorship;
4.  Undertaken detailed consideration of what film directing is, as an artistic and cultural practice, in given historical and 
industry contexts;
5.  Developed the ability to understand and employ a range of concepts in detailed analysis of the films screened on, and 
relevant to the module.  

Preliminary Reading
John Caughie (ed), Theories of Authorship (London: BFI, 1981). 
Barry Keith Grant (ed), Auteurs and Authorship: A Film Reader (Blackwell, 2008). 
Torben Grodal, Bente Larson and Iben Thorving Laursen (eds), Visual Authorship: Creativity and Intentionality in Media 
(Museum Tusculanun Press, 2005). 
Janet Staiger and David A. Gerstner (eds.), Authorship and Film (Routledge, 2003). 
Virginia Wright Wexman, Film and Authorship (Rutgers University Press, 2003). 

FI608 Film Authorship                                                         
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Mather Dr N

Page 67

2013-14 Humanities Undergraduate Stage 2 & 3 Module Handbook



Contact Hours
5 hours contact per week in the form of a continuous  lecture/seminar/workshop 

Pre-requisites
Exploring the Frame (FI308 or FI309) and FI610 (Moving Image Development)

Availability
This is available to Stage 2 and 3 Single Honours Film students  and Joint Honours Drama and Film only. 

Method of Assessment
Video project 50%
Process and Participation  25%
Portfolio Diary/Essay (3000 words)  25%

Synopsis
This module offers students an opportunity to work in groups to make a short fiction film that explores aesthetic strategies and 
processes developed by narrative, experimental, independent and/or avant-garde film traditions. Emphasising an approach to 
filmmaking informed by critical and conceptual engagement, students use digital video equipment and techniques to produce a 
piece of work that is innovative and imaginative in both form and content.  The module develops skills in the realisation of film 
ideas, including casting, directing actors, shot construction, lighting, production design, editing and sound design.

Learning Outcomes
Students will be able to:

1. Develop an initial idea through a number of stages into a final video production. Plan and organise the production process 
from prep through to post and work collaboratively within a small group and meet deadlines.

2. Adapt ideas to meet the practical constraints of equipment, environment & technique.

3. Demonstrate a safe and technically competent use of appropriate production and postproduction equipment and use 
production and post-production techniques and conventions in an appropriate manner to create meaning

4 Show an awareness of the relationship between form and content and form a conscious understanding of the effect of 
technical strategy in relation to filmic conventions

5. Produce practical work that reveals insight and understanding in relation to some of the theoretical and conceptual issues 
raised in the non - practice based film studies courses.

6. Reflect upon finished projects in a critical and analytical manner revealing insight and understanding in relation to the 
theoretical and conceptual issues raised in the finished assessed project.

Preliminary Reading
• Ablan, Dan. - [digital] cinematography & directing 
• Aronson, Linda (2000) Scriptwriting Updated.  AFTRS
• Dancyger & Cooper :  Writing the Short Film. 2nd Ed. Focal Press
• Katz, Steven - Directing: Shot by Shot (Michael Wiese, 1991)
• Katz, Steven - Film Directing: Cinematic Motion (Michael Wiese, 1992)
• Murch, Walter  & Francis Ford Coppola, In the Blink of an Eye: A Perspective on Film  Editing (Silman-James Press, 1993)
• Parker, Phillip.  (1998) The Art and Science of Screenwriting, Intellect
• Tarkovsky,  Andrei - Sculpting In Time (Bodley Head 1986)
• Travis,  Mark W - The Director’s Journey 
• Weston, Judith - Directing Actors (Michael Wiese, 1996)
• Weston, Judith - The Film Director's Intuition: Script Analysis and Rehearsal Techniques

FI609 Moving Image Production                                                 
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) Pitts Dr V
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Contact Hours
3 hours contact per week:
1 hour lecture
2 hour seminar/workshop

Pre-requisites
Core Film modules; FI308/9

Availability
This is only available to Stage 3 Single Honours students who have completed the Stage 1 pre requisite Exploring the Frame 
(FI308 or FI309)

Method of Assessment
Oral Presentation 10% 
Essay  35% - 2000 words  
Proposal  45% 2500-3000 words 
Seminar and Workshop Participation  10% 

Synopsis
Developing projects for screen production involves creative ability and critical acumen along with project management skills 
and creative industry knowledge. This module teaches the interrelated core skills required to develop and pre-produce ideas for 
a range of moving image production environments, such as the film industry, non-broadcast/web video and within higher 
education. In doing so, the module establishes a dynamic exchange between processes and practices associated with various 
aspects of the contemporary moving image ecology. Students will research a specific development context and work towards 
the production of a substantial proposal designed for submission to, for example, a funding body or development agency, a 
company requiring an educational or promotional video, a practice-led post-graduate research degree or our own Moving 
Image Production module.

Learning Outcomes
Students will be able to:
1. Harness a range of creative, critical and project management skills required for developing screen production ideas. 
2. Develop and pre-produce ideas for a variety of moving image production environments, such as the film industry, non-
broadcast/web video and higher education based on developed understanding of key aspects of the film production. 
3. Develop a systematic understanding and contribution to the dynamic exchange between processes and practices associated 
with ideas development in various branches of contemporary moving image production.
4. Conduct sustained research according to the demands of developing a specific creative project for screen.
5. Devise and sustain ideas for moving image production through knowledge of the relevant creative industry or educational 
context

Preliminary Reading
Bloore, Peter (2012). The Screenplay Business: Managing Creativity and Script Development in the Film Industry. Routledge

Flew, Terry (2011). The Creative Industries: Culture and Policy. Sage Publications Ltd.

Harrington, Richard et al. (2011). Professional Web Video: Plan, Produce, Distribute, Promote, and Monetize Quality Video. 
Focal Press.

Murphy, Robert (2009). The British Cinema Book, 3rd Edition. British Film Institute.

Patz, Deborah S. (2011). Film Production Management 101: Management and Coordination in a Digital Age,  2nd Edition. 
Michael Weise Productions.

Ryan, Marueen A. (2010). Producer to producer: a step-by-step guide to low-budget independent film producing. Michael 
Wiese Productions

Sheridan, Sherri (2004). Developing Digital Short Films. New Riders.

Smith, Chris (2012).  The Future of the British Film Industry. Department for Culture, Media and Sport.

Smith, Hazel and Roger T. Dean (2010). Practice-led Research, Research-led Practice in the Creative Arts. Edinburgh 
University Press.

Rea, Peter W and David K Irving (2010). Producing and Directing the Short Film and Video, 4th Edition. Focal Press

FI610 Moving Image Development                                                
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Pitts Dr V
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Contact Hours
4 hours per week: 2 x 1 hour lecture, 1 x 2 hour seminar 

Pre-requisites
compulsory stage 1 film modules.

Method of Assessment
Assessment will be 30% coursework, 70% exam.
3 essays of 3000 words (deadlines weeks 5, 10 and 12), each accounting for 10% of the
final grade.

Synopsis
The organising principle of this course is derived from Giovanni Pietro Bellori’s Vite de’
Pittori et Architetti Moderni (1672). In selecting a small group of twelve exemplary
artists for his history, Bellori was employing artistic biography to expound his theory of
art based on the Idea. This charted a middle way between naturalism and mannerism,
through which the imitation of nature informed by the principles of antique art produced
works which surpassed nature. Among the artists included in Bellori’s corpus are
Annibale and Agostino Carracci, Michelangelo da Caravaggio, and the non-Italian artists
Nicolas Poussin, Peter Paul Rubens, and Anthony Van Dyck. Several of the leading
artists of the period were excluded from the canon, notably Gian Lorenzo Bernini,
Francesco Borromini and Pietro da Cortona. Bellori presumably had these artists in mind
when he condemned his contemporaries who “juggle madly with corners, gaps and
twirling lines, discompose bases, capitals and columns with stucco nonsense, trivial
ornament and disproportions”. The aesthetic and theoretical judgements which informed
Bellori’s exclusion of artists from his book can be glimpsed in this quote. In the art
historical literature on this period such critical judgements are explained in terms of the
dichotomy between “classicism” and “the baroque” (although these were not terms used
in the period). Following Riegl and Wölfflin the baroque has been defined in opposition
to classic art, as an art of becoming rather than of being, addressing the emotions, rather
than the intellect, through a tactile evocation of appearances. Often the theoretical writing
of the period has been characterised as reacting against, or irrelevant to, what was truly
innovative about the work of baroque artists like Bernini and Borromini. These
generalisations will be tested through close study of the works of the artists named above,
and also by exploring how they might relate to contemporary artistic debates, such as
those at the French Académie Royale about the relative merits of Poussin and Rubens, or
between Andrea Sacchi and Pietro da Cortona in Rome over the number of figures which
should be included in a narrative painting. In addition to exploring the acute interest in
stylistic criticism during the seventeenth century, the study of individual artists will also
involve consideration of the role played by their patrons, especially their ideological,
religious and antiquarian concerns. Although the course will progress by studying
individual artists in roughly chronological order, the treatment will be thematic rather
than monographic. Lectures at the beginning and end of the course will introduce and
summarise the more general historiographical themes; the eight remaining lectures will
be on Caravaggio, Annibale Carracci, Bernini, Borromini, Pietro da Cortona, Poussin,
Rubens and Van Dyck.

Learning Outcomes
The student should, as a result of taking the course, be able to:
• analyse the formal and stylistic properties of seventeenth-century works of art, in
particular the oeuvres of the artists discussed in lectures, informed by a knowledge of
artistic techniques and working practices, and by direct contact with works of art in
British collections (i.e. national collections accessible to people with mobility
disabilities).
• interpret works of art with an understanding of historical context, both in terms of the
immediate conditions of their production and reception, and in terms of broader
cultural themes (such as the critical dynamic of “classicism” and “baroque”).
• relate seventeenth-century critical and historical writing to the works of art studied
during the course, and also to current historical writing on the period, and theoretical
debates concerning the nature of words and images.
• demonstrate a critical engagement with seventeenth-century art through participation
in seminar discussions, oral presentations, and formal essay writing. These activities
will develop research skills, and foster a self-motivating approach to study together
with original thinking on fundamental issues in the history of art.

Preliminary Reading
E. Cropper & C. Dempsey, Nicolas Poussin. Friendship and the Love of Painting
(Princeton, 1996).
F. Haskell, Patrons and Painters: A Study in the Relations between Italian Art and
Society in the Age of the Baroque (London, 1963).
R. Wittkower, Art and Architecture in Italy 1600-1750 (3rd edition, London, 1973).
L. Marin, To Destroy Painting (Chicago and London, 1995).

HA504 Classicism and Baroque                                                  
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

2  Canterbury   
                     
                     
         

Spring H     30 (15)
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Contact Hours
1 hour lecture and 2 hour seminar

Pre-requisites
compulsory for Stage 2 Single Honours students. 

Method of Assessment
100% Coursework: 2500 word essay (35%); 3500 word essay (45%); seminar performance (20%)

Synopsis
The module examines the development of the western tradition of the visual arts from the Renaissance to the late twentieth 
century, looking specifically at issues about the representation of time and space in painting and related arts.  The module 
begins with the ‘invention’ of linear and atmospheric perspective in the Renaissance and looks at the development of these 
compositional techniques and the tradition of visual illusion they underpin in Europe in the 15th, 16th and 17th Centuries.  The 
course looks at the theories of Alberti and Humanist writers and in particular the role played by perspective in advancing the 
narrative tradition of painting.  The module goes on the examine the critique of the Renaissance tradition in the later 19th 
Century and the breaking away from the tradition of perspective in modernist painting.

Learning Outcomes
1.  Expose students to a range of issues about the representation of time and space in art from the 15th-20th Century
2.  Familiarize students with a number of influential artists on the development of the western tradition from the Renaissance to 
the immediate post war period, including 19th and 20th century photographers. 
3.  Enable students to understand the context of the development of Renaissance perspective and the differences between 
natural and artificial perspective.
4.  Examine the relationship between painting and photography from the later 19th century to the early 20th century.
5.  Develop a knowledge of subject-specific skills employed by art historians, in the analysis of visual works of art, particularly 
in the construction of pictorial space.
6.  Develop an understanding of art history and theory’s interdisciplinary scope, and of the wide range of concepts and methods 
that are pursued by art historians and theorists.

Preliminary Reading
L.B. Alberti, On Painting
M. Baxandall. Painting and Experience in 15th C. Italy
J. White. The Birth and Rebirth of Pictorial Space
S. Alpers. The Art of Describing
E. Panofsky. Perspective as a Symbolic Form
M. Kemp . The Science of Art: Optical Themes in West Art, 1992
R. Shiff. Cezanne and the Ends of Impressionism
I. Stoichta. The Self-Aware Image
A. Albus. The Art of Arts
J. Shearman. Only Connect
H. Foster ed. Vision and Visuality
N. Bryson ed. Calligram

HA507 Reading the Image                                                       
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Kear Dr J
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Contact Hours
The module will be taught through lectures and seminars:
11 hours lectures, 22 hours seminars.

Pre-requisites
Students will normally have completed Part I courses or equivalent modules HA315 The Shock of the Now: Themes in 
Contemporary Art  and HA318/HA319 Now That Is Art! Aesthetics and the Visual Arts on the f/t undergraduate programme. 
Prospective entrants may also have completed (or be studying concurrently) the Intermediate (I) core module Reading the 
Image (HA507). 

Method of Assessment
Coursework = 100%
(Essay = 40%)
(Gallery Evaluation = 40%)
(Seminar performance = 20%)

Synopsis
This module explores a range of neo-avant-garde and post-conceptual art practice from the 1960s through to the contemporary; 
from the Minimalism & Pop Art of the 1960s through to the YBAs and after. It will introduce and discuss some of the key artistic 
figures within the period, exploring their practice, critical contexts and legacy. Taking a thematic approach to one of the most 
innovative and stylistically diverse art historical periods, we will consider a range of genres – painting, sculpture, installation, 
performance and land art – exploring how artists have re-defined and developed their practice in the cultural period following 
Modernism. Artists discussed will include Jake and Dinos Chapman, Gilbert & George, Eva Hesse, Jenny Saville, Yinka 
Shonibare, Gerhard Richter and Rachel Whiteread. 

 The module learning aims:
• To explore critical theories, ideas and texts relevant to postmodern art
• To introduce and discuss a range of art practice by genre and medium
• To survey practice by some of the leading British, American and European artists of the period
•  To discuss some of the themes and issues which artists have mediated through their work and the critical and commercial 
contexts of their making and reception.

Learning Outcomes
This module aims to:

1. Introduce and evaluate concepts (and chronologies) of the Postmodern with particular reference to painting, installation, 
sculpture and performance art practice 
2. Identify, define and situate key terms within contemporary art theory and practice 
3. Explore and describe influential and alternative approaches to ways of making and conceptualising art which have 
characterised the period under consideration (with reference to American, British and German practitioners) 
4. Account for the demise of Modernism, and to explore the plurality of art which followed as a partial response to earlier visual 
and critical orthodoxies 
5. Survey and discuss canonical texts which have been influential both in approaches to art making and cultural discourse 
since 1967 

Preliminary Reading
David Hopkins, After Modern Art 1945-2000 (OUP 2000)
Grant Pooke, Contemporary British Art: An Introduction (Routledge 2010)
Julian Stallabrass, High Art Lite: The Rise & Fall of Brit Art (Verso 2006)

HA554 Contemporary Art:From Warhol to Whiteread: Postmodernity & Visual Art Pr
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Pooke Dr G
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Contact Hours
4 – 6 hours per week, comprising lecture, seminar and screenings

Pre-requisites
Students are required to take either HA661 Art and Film or HA556 Art and Film in Stage 2 or 3. Please note that this module 
runs in altenate years. Students cannot take both modules. 

Method of Assessment
100% Coursework: 2000 word essay (40%); 2000 word essay (40%); seminar mark (20%)

Synopsis
Art & Film will explore the longstanding relationship between these visual media and the different ways this relationship has 
been conceived and evolved over the course of the twentieth and twenty-first centuries. Though special emphasis will be 
placed on the post second world war period, which has seen artists and filmmakers increasingly exploring intermediality, the 
course will begin by examining the field of visuality out of which cinema emerged and will look at the shared visual traditions 
that existed between them within the rapidly changing visual culture of the nineteenth century. The development of cinema and 
photography will be examined in relation to new technologies for the production of visual knowledge and imagery and the new 
modes of spectating that accompanied their inception. During the course students will deepen their understanding of the impact 
of critical theories on art and culture on the production and reception of works of visual art by being introduced to key critical 
texts. Within this context the course will also look at institutional frameworks and settings (e.g. the museum, the gallery, the 
cinema etc.) in which works of art and films are produced and viewed, examining how these settings inflect the experience of 
those works.

Learning Outcomes
- Have looked at the development of film and art in the context of debates about modernity from the period of the late 19th 
century to the present.
- Have discussed a spectrum of issues about the relationship between art and film.
- Have looked at artists working in video and other filmic media.
- Have discussed the meanings attached to such terms as art house film, avant garde art, Expressionism, Surrealism, 
modernism and post-modernity.

Preliminary Reading
CHARNEY, Leo and SCHWARTZ, Vanessa - 'Cinema and the Invention of Modern Life', University of California Press, 1996
ELSAESSER, Thomas and BARKER, Adam eds. - 'Early Cinema: Space, Frame', Narrative, BFI, 1990.
STAM, Robert - 'Film Theory :  an Introduction', Wiley-Blackwell, 1999
CRARY,  Jonathan - 'Techniques of the Observer : on vision and modernity in the nineteenth century', October, 1990 
BENJAMIN, Walter - 'Illuminations', Schocken Books, 1968
KUENZLI , Rudolf E.(ed.) - 'Dada and Surrealist Film', Willis, Locker and Owens, 1987

HA556 Art and Film                                                            
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Kear Dr J
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Contact Hours
No less than 140 hours undertaking an internship, 10 x 2 hour seminars during the term.

Pre-requisites
Compulsory stage 1 film modules

Method of Assessment
100% Coursework: Internship Journal (40%); 1 Essay of 2500 words (30%); Seminar Preparation (15%); Seminar Presentation 
on host organisation (15%)

Synopsis
Students studying this module will undertake internships in art galleries and other visual arts related organisations. Students 
will also take a course of 10 seminars, that will facilitate critical reflection on their experiences in the arts industry, and 
contextualisation of these experiences in terms of theoretical and practical issues currently faced by the visual arts industry in 
the UK and internationally.

Under the supervision of the module Convener, students intending to undertake the module must successfully apply to an 
organisation in which they are interested in working as an intern. A number of organisations will be identified in advance as 
willing to take an intern from the module, but students are permitted to arrange internships any organisations they wish, 
provided it can be demonstrated that such an internship will effect delivery of the relevant outcomes listed above, at 10 and 11. 
While the module Convener will provide guidance, advice and support to students in approaching potential host organisations, 
it is the responsibility of the student to apply for and negotiate an internship that satisfies the parameters of the module.  

Working hours will be negotiated between the organisation and the student, but should be no less than 140 hours in total (one 
full day per week for the duration of teaching weeks during both terms, or equivalent), and must not impinge on students’ other 
UoK study commitments. Provided an internship satisfies these requirements, and those described below, there will be 
flexibility about when the internship itself is undertaken. With the module Convener’s agreement, the internship may begin as 
early as the summer term of the previous academic year. However, internships must be completed in time for the finished 
internship journal (see 16) to be marked

An important goal of these internships is students’ acquisition of the knowledge, skills and experience to facilitate employment 
in the visual arts industry. Accordingly, so far as is practical, students are expected to work on a broad range of activities 
related to the day to day operation of the organisation (or department, if the student is placed in a large institution). While 
appropriate duties will therefore vary from organisation to organisation, in a small gallery appropriate duties might include: 
assisting with installation and demounting of exhibitions, preparation of the exhibition space for exhibitions, assembling 
information for reports, grant applications etc., editing and proofreading, general administrative duties, answering queries from 
the public in person, by phone or email, writing media releases and other promotional material. In any case, it is expected that 
successfully undertaking appropriate duties will directly effect the subject specific learning outcomes listed above, at 11.1–2, 
and the generic learning outcomes listed above at 12.3–8. Duties are to be undertaken with close supervision by a 
representative of the host organisation, especially in the initial weeks of the internship.

The course of seminars making up the seminar component of the module will be held through the Autumn and Spring terms. 
Students will be required to discuss and reflect on their experiences undertaking the internships, to read and discuss a number 
of set texts that relate to theoretical and practical issues currently faced by galleries and arts organisations in the UK and 
internationally, and to make a presentation on their host organisation. It is intended that the practical experiences of students 
undertaking internships will critically inform their understanding of these subjects. As part of this seminar component, students 
will also be required to write an essay focusing on such an issue.

Learning Outcomes
As a consequence of taking the module, students will,
• have undertaken a broad range of tasks contributing to the operation of an arts organisation;
• have been equipped with practical knowledge, skills and experiences needed to obtain employment in the visual arts industry, 
especially in art galleries and other visual arts related organisations; 
• have gained insight into the functioning of the visual arts industry, including an understanding of the professional opportunities 
available to them within the industry, and the challenges working in this industry poses; and,
• have developed an understanding of a range of key theoretical and practical issues currently faced by the visual arts industry 
in the UK and internationally.

Preliminary Reading
Extracts from some of the following will be made available in a reader, and studied as part of the seminar component of this 
module. 
Brian O’Doherty, Inside the White Cube: The Ideology of the Gallery Space, University of California Press, 2000.
Nicolas Bourriaud, Relational Aesthetics, Dijon: Presses de Reél, 2002.
Dave Hickey, ‘Dealing’, in Air Guitar: Essays on Art and Democracy, Los Angeles: Art Issues. Press, 1997, pp. 102–113.
Nicholas Serota, Experience and Interpretation: The Dilemma of Museums of Modern Art, London: Thames & Hudson, 1996.

HA579 Visual Arts Internship                                                  
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn and 
Spring

H     30 (15) 100% Coursework                         
                                                       
     

Hammer Mr M

1  Medway        
                     
                     
        

Autumn and 
Spring

H     30 (15)
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Contact Hours
One 3 hour seminar per week

Pre-requisites
compulsory stage 1 film modules

Restrictions
This modules may be available as a wild module but HPA students will be given priority inadvance of accepting students from 
outside the subject. 

Method of Assessment
100% Coursework: three photographic assignments (75%) and one working album (25%) 

Synopsis
This module is a practical course in photography and investigates the ways we see and how photography shapes our everyday 
vision. Various exercises are designed to enable the students to explore the medium creatively while learning the basics of 
35mm photography such as shutter speed, depth of field and aperture.  The students will learn black and white darkroom 
technique and experiment with some alternative processes such as the pinhole camera and the cyanotype, gaining an 
awareness of photography as writing with light. The seminars will closely examine the work of different artists and 
photographers and discuss how they use photography as a creative tool. Students will learn how to think photography, to 
understand the language of the photographic medium and to develop strategies of seeing and picture making. Strong emphasis 
is placed on the cultivation of the inner eye through practical work (photographic assignments) and critical thinking. Students 
are expected to participate actively in class discussions and weekly critiques. Towards the end of the course, students will be 
given the chance to organise an exhibition of their photographic work.

Learning Outcomes
Upon completion of the module Camera, Light and Darkroom (30 Credits) students will: 
1. Have acquired technical knowledge in using the 35mm photographic camera. 
2. Have acquired basic black and white darkroom skills, including film development and printing. 3. Have expanded their 
knowledge of the works of various photographers and artists. 
4. Have acquired the skills to apply theoretical and critical concerns relevant to the History and Philosophy of Art programme to 
photographic practice. 

Preliminary Reading
The emphasis of this module is practical. However, the following books are recommended: John Hedgecoe, New Manual of 
Photography; Michael Langford, Basic Photography, Pierre-Yves Mahé and Richard D. Zakia, Beginning Photography using 
the Stop-System. Students will be given specific articles to read which are relevant to the topics discussed in the module. 

HA580 Camera, Light and Darkroom: Intro to Black & White Photography          
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Mikuriya Ms T
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Contact Hours
One 3 hour seminar per week

Pre-requisites
Pre-requisite module: HA580: Camera, Light & Darkroom

Restrictions
Not available as a Wild Module

Method of Assessment
100% Coursework: 4 Photographic Assignments (80%); Journal (20%). Students are required to submit a production journal 
(500-800 words) with each assignment. 

Synopsis
This module is a continuation of HA 580 Camera, Light and Darkroom. Intuition plays an important role in the photographic 
process- not only during the taking of the photograph, but also in the anticipation of capturing the image as well as in the final 
printing process.  This is found in the work of a number of photographers taught in the course, e.g. Henri Cartier-Bresson and 
the “decisive moment”, the poetic abandonment of Robert Frank and stillness in Hiroshi Sugimoto’s images. Various in-class 
exercises and assignments are designed to help students develop strategies of seeing and picture making while providing 
them with an opportunity to deepen their technical skills of photography- fine-tuning their understanding of exposure, shutter 
speed, aperture and darkroom printing. Students will be introduced to different types of cameras such as the medium format 
camera, the Holga toy camera and the 8 x 10 camera. The seminars will closely examine the work of different artists and 
photographers and discuss how they use photography as a creative tool. In the summer term, guest photographers will be 
invited to teach on various topics, such as platinum printing, still-life photography, documentary photography and landscape 
photography.

Learning Outcomes
Upon completion of Photography and Intuition (30 credits) students will:
1. Have acquired advanced technical knowledge in using the 35mm photographic camera.  
2. Have been introduced to different camera formats including the medium format camera and the 8 x 10 camera.
3. Have been introduced to colour photography.
4. Have acquired advanced black and white darkroom skills, including fibre-based printing.
5. Have expanded their knowledge of the works of various photographers and artists.
6. Have acquired the skills to apply theoretical and critical concerns relevant to the History and Philosophy of Art programme to 
photographic practice. 

Preliminary Reading
The emphasis of this module is practical. However, the following books are recommended: Pierre-Yves Mahé and Richard D. 
Zakia, Beginning Photography using the Stop-System, Michael Langford, Advanced Photography (6th edition), Minor White, 
Rites and Passages, Eleanor Lewis, Darkroom and Wendy Ewald, Secret Games. Students will be given specific articles to 
read which are relevant to the topics discussed in the module.

HA594 Photography and Intuition                                               
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Mikuriya Ms T

1  Medway        
                     
                     
        

Autumn and 
Spring

H     30 (15)

Contact Hours
6-8 x 1 hour lectures by external speakers concerned with employment contexts and opportunities within the arts and heritage 
sectors

8 x 2 hour seminars introducing the practice and principles of copy writing and submitting work for commissioning

4 x1 hour small group tutorials to support students in drafting and composing their personal statement 

Pre-requisites
None[Although the module will complement the vocational orientation of the existing HPA Visual Arts Internship module].

HA595 Visual Arts Writing                                                     
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Pooke Dr G

1  Medway        
                     
                     
        

Spring H     30 (15)
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Method of Assessment
Assessment components will be 100% coursework assessment broken down into four elements as follows: 

2x 500 word exhibition reviews undertaken to house style for a selected publication (20%)

1x 2000 word extended profile of an artist for a selected publication (50%)

1000-word  self-assessment/personal statement  (20%)

A short seminar presentation (10%) .

Synopsis
• This module will be for final year students who are interested in gaining employment within the art and heritage press and/or 
marketing sectors. It will complement the vocational and work-based emphasis of the existing HPA Internship module (HA579). 
It will comprise a series of taught seminars supplemented by visiting speakers from the art/trade press, and from across the 
marketing and heritage sectors [6-8 speakers per module delivery].

• NB: This is not an NCTJ validated course and makes no pretence at providing the full competencies of such. What it will 
provide will be an introduction to a range of press and related activities within the visual arts and heritage sectors. It will be of 
relevance for those students considering the possibility of working within these areas and for those who wish to explore some 
of the practicalities of researching and submitting copy and undertaking related promotional and marketing activities.

• The module will start by considering examples from the range of trade, specialist and institutionally affiliated publications 
which service the art and heritage markets. It will consider their target readerships, commissioning practices and particular 
subject and industry angles. Publications such as The Antiques Trade Gazette, The Art Newspaper, Tate Magazine and Art 
Monthly will be among those evaluated.

• Seminars will introduce some of the basic principles of trade writing: standing up and presenting copy proposals for 
commissioning; adapting copy to differing house-styles; preparing for and undertaking interviews for writing briefs and useful 
sources of information for generating ideas for prospective writing projects. Seminars will also consider the arts-related 
promotional work typically undertaken by press and marketing departments within auction houses, public art galleries and 
within government-funded organisations such as the British Council, and those local and regional authorities with heritage 
related responsibilities and sections (Canterbury City Council, Medway Unitary Authority etc). 

Learning Outcomes

By the end of this module, students will have:

1.been introduced to the copy styles of a range of non-academic art writing associated with the trade and specialist press;

2.explored some of the basic writing principles and protocols associated with trade journalism and submitting art related copy 
for publication;

3.considered the forms and roles of non-academic art writing and their contribution to the understanding and reception of the 
visual arts;

4.been familiarised with some of the basic techniques of preparing for and conducting interviews in support of arts-based 
feature and review writing;

5.identified some of the press, promotional and marketing activities undertaken by the arts and heritage industries more 
broadly;

6.These learning outcomes support the achievement of many of the programme outcomes, but relate in particular to those 
outcomes concerned with intellectual skills (especially B 6 and 7), subject-specific skills C1-8 and transferable skills D1-6.

Preliminary Reading
Art Business, Iain Robertson, Routledge 2007

Uncovering the Secrets of Magazine Writing: Writing Creative Non-Fiction for Print and Internet Publication, Nancy Hamilton, 
Allyn & Bacon, 2004

What Happened to Art Criticism? James Elkins, Prickly Paradigm, 2003

Writing About Visual Art, David Carrier, Allworth, 2003
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Contact Hours
4 hours per week

Method of Assessment
100% Coursework: 15% Journal; 50% Critical essay; 35% Short essay

Synopsis
Surrealism is an important artistic, literary, and philosophical movement in the 20th century. This course traces the rise of 
Surrealism from the 20’s to the present day, looking at the ways in which photography was used by the Surrealists as a tool to 
explore key concepts such as “objective chance,” “automatism” and “the marvellous.” We will examine the role that 
photography played in Surrealism, how it was used as a vehicle for representation, exploration, and subversion. We will reflect 
upon its legacies in contemporary art, notably in photographic work by Anna Fox, Gregory Crewdson and Eikoh Hosoe. 

Learning Outcomes
On this module you will acquire
-       an understanding of the Surrealist movement and knowledge of its history, including its precursors and major thinkers.
-       critical awareness of the photographic medium and the relationship between image and text.
-       an understanding of critical approaches to visual and textual analysis.
-       skills of critical reading and analysis of a range of primary and secondary texts, including visual materials. 
-       improvement in your ability to write coherent, informed and logical arguments in a well-organised and well-presented 
essay.

Preliminary Reading
BRETON, A - 'Manifestoes of Surrealism', (1969) 
BRETON, A -  'Nadja' (1972) 
KRAUSS, R., and LIVINGSTON, J. (eds.) - 'L'Amour fou: Photography and Surrealism' (1985)

HA599 Surrealism and Photography                                              
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring H     30 (15) 100% Coursework                         
                                                       
     

Mikuriya Ms T
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Contact Hours
Four hours per week, consisting of a two hour class combining lecture and seminar, and a two hour drawing seminar

Pre-requisites
A related but distinct postgraduate module will run alongside this module, and students taking the M level module will be free to 
attend lectures and seminars for the H level module.
compulsory stage 1 film modules

Method of Assessment
The module will be assessed 100% by coursework. This will consist of an essay of up to 3000 words (50%) and two critical 
analyses of up to 1000 words each of a drawing in a British collection (20% each). Finally it will be necessary for each student 
to submit a portfolio demonstrating that the course of 10 drawing exercises set in the seminars has been satisfactorily 
completed (10%). 

Synopsis
This module will pursue three interrelated aims through the use and study of drawing:
Firstly, it will introduce students to the range of drawing techniques used by the Old Masters, the different types of drawings 
they produced and their function in the process of designing and executing works of art. It will equip students with the tools for 
analysing and identifying drawings, providing the foundations for effective connoisseurship. Working with collections of Old 
Master drawings such as those at the British Museum, the Courtauld Institute, the Strang Print Room and the Victoria & Albert 
Museum it will familiarise students with a representative range of graphic art from the European tradition by such artists as 
Leonardo da Vinci, Raphael, Michelangelo, Dürer, Annibale Carracci, Rubens and Van Dyck.
Secondly, it will equip students with a practice-based understanding of the role of drawing in artistic training and of its 
importance as a tool for creative work. Students will participate in drawing seminars where they will carry out exercises 
modelled on artistic practice during the period 1400-1700 and illustrated with examples of Old Master drawings to provide 
guidance. These will begin with rudimentary conventions for drawing eyes and ears, through copy drawings to mechanical 
drawing methods like perspective and shadow projection, tracing and the use of the grid. The exercises will then build on these 
simple beginnings and develop towards portrait drawing informed by anatomical analysis of the skull, drawing from sculptural 
casts, from the draped and nude figure, sketching the landscape, and finally working towards the compositional drawing and 
methods for enlarging it. Drawing exercises will clarify for students the processes of artistic visualization and design, and make 
available to them an important tool of visual and art historical analysis.
Thirdly, the module will provide students with historical insights into the importance of drawing for art in the Western tradition, 
and of the theoretical expression of this importance in the concept of ‘disegno’. It will explore theories defining drawing as an 
intellectual process of design (as well as a graphic technique), and related debates concerning the relative importance of 
drawing and colour, and painting and sculpture.

Learning Outcomes
Upon completion of the module Drawing on History students will
1) have a good understanding of the important role of drawing in the design and execution of works of art in Europe during the 
period 1400-1700.
2) be able to identify the various techniques of drawing used by the Old Masters, and have acquired some knowledge of the 
technique of connoisseurship with respect to drawings.
3) have been introduced to the theoretical concept of ‘disegno’ and its role in writings and debates about art during the period 
1400-1700.
4) have developed a practical understanding of the role played by drawing in artistic training and creative design through 
completing a series of drawing exercises based on workshop practice.
5) have further developed the generic skill of visual analysis through the processes of visualization and formal analysis opened 
up by the use of drawing as an art historical tool.
6) have visited and become acquainted with the holdings of several of the leading collections of Old Master drawings in the UK.

Preliminary Reading
Francis Ames-Lewis and Joanne Wright, Drawing in the Italian Renaissance Workshop, Victoria & Albert Museum, 1983.
Francis Ames-Lewis, Drawing in Early Renaissance Italy, New Haven and London, 2000.
Carmen C. Bambach, Drawing and Painting in the Italian Renaissance Workshop, Cambridge, 1999.
Cennino Cennini, The Craftsman’s Handbook, trans. Daniel V. Thompson, Dover, 1960.
Bernard Chaet, The Art of Drawing, 1988.
Edward Olszewski, The Draftsman’s Eye, Cleveland Museum of Art, 1981.
Giorgio Vasari, Vasari on Technique, trans. Louisa Maclehose, Dover, 1960.

HA648 Drawing on History                                                      
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Thomas Dr B
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Contact Hours
One 2-hour lecture per week (total 20 hours) and one 2-hour seminar per week (total 20 hours). 

Pre-requisites
None

Method of Assessment
The module is 100% coursework assessed: two essays of approx. 3500 words each (40% each) and a seminar presentation 
(20%).  

Synopsis
This module traces art in Russia between c.1870 to c.1940, a period when many artists responded to the significant historical 
challenges of national identity, war, revolution and a new political order.

Russia’s desire to embrace the west is characterised by the establishment of the Imperial Academy of Arts in St Petersburg 
and later embraced by the Mir iskusstva (World of Art) group. But there was a concerted, if not consistent, challenge to 
westernisation by artists who wanted to assert Russian identity through their art. This manifested itself in the subject matter of 
Peredvizhniki (Wanderers’) paintings and the establishment of art and craft colonies, notably at Abramtsevo and Talashkino.

In the years before the First World War, a small but vociferous and influential artistic avant-garde developed, establishing 
Russian art as a melting pot of styles and tendencies manifest in a range of exhibitions and publications. Symbolist groups, 
such as Mir iskusstva (World of Art), Zolotoe runo (Golden Fleece), and Golubaya roza (Blue Rose), held sway in the early 
years of the twentieth century but by the end of its first decade, European avant-garde art, such as Fauvism and Cubism, was 
exerting its influence in the cultural circles of Moscow and St Petersburg. Frequently encompassing indigenous artistic forms, 
such as icons, lubki (popular prints) and even shop signs in order to ‘Russianize’ their work, avant-garde artistic styles ranged 
from Neo-Primitivism and Cubo-Futurist to Rayism and Suprematism.

The 1917 Revolution saw many avant-garde artists take on political responsibilities and there ensued a struggle between artists 
of various stylistic and doctrinal persuasions to assert their ideas. Suprematism, Constructivism and realism vied with each 
other as the legitimate form of art for the new socialist society. By the mid-1920s, avant-garde art was being marginalized and, 
with the support of the Communist Party, realism was in the ascendancy. By the early 1930s, Socialist Realism became the 
‘official’ art of the Soviet Union. It was a style not unlike that of the Peredvizhniki (Wanderers), with which this module begins, 
and it was as if Russian art had passed through a gamut of styles, going full circle in just seventy years.

Learning Outcomes
Upon completing this module students will have;

• reviewed and evaluated the principal developments in Russian and Soviet art from c.1870 to c.1940;
• developed an understanding of the main social, intellectual and aesthetic debates which delineate this period of Russian and 
Soviet cultural history; 
• surveyed and evaluated the stylistic interconnections between the pre- and post-Revolutionary Russian art and related 
developments to aspects of  western modernism; 
• explored the changing institutional frameworks within which Russian and Soviet artists worked.

Preliminary Reading
Bowlt, J.E. (1988) Russian Art of the Avant-Garde: Theory and Criticism 1902-1934, London: Thames & Hudson.
Elliott, D. (1986) New Worlds: Russian Art and Society 1900-1937 London: Thames & Hudson. 
Figes, Orlando (2002) Natasha’s Dance. A Cultural History of Russia London: Allen Lane/Penguin.
Gray, Camilla (1986) The Russian Experiment in Art 1863-1922 London: Thames & Hudson.  
Guggenheim Museum (2005) Russia! Nine Hundred Years of Masterpieces and Master Collections New York: Solomon R. 
Guggenheim Museum.  
Riasanovsky, N. (1977) A History of Russia (3rd edition) Oxford: Oxford University Press
Sarabianov, D. (1990) Russian Art: From Neoclassicism to the Avant-Garde. London: Thames & Hudson
Service, R. (1997) A History of Twentieth Century Russia London: Allen Lane

HA650 Russian Painting from the Academy to the Avant-Garde                    
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15)
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Contact Hours
Contact hours are 4 hours a week, involving a mixture of learning styles - lectures, seminars and practice-based sessions. 

Pre-requisites
compulsory stage 1 film modules

Method of Assessment
One 2500 word essay (50%), and a self-directed practical-based photography project (50%). 

Synopsis
Surrealism is one of the major aesthetics and philosophical movement in the 20th century. This course traces the rise of the 
Surrealist movement from the 20’s to the present day, looking at the ways in which photography was used by the Surrealists as 
a tool to explore key concepts such as “objective chance,” “automatism” and “the marvellous.” We will examine the role that 
photography played in Surrealism, how it was used as a vehicle for representation, exploration, and subversion. We will look at 
the precursors to Surrealism and examine its legacies in contemporary art, notably in photographic work by Anna Fox, Gregory 
Crewdson and Eikoh Hosoe. 

Learning Outcomes
Upon completion of this module students will have: 
1. Developed a deeper understanding of Surrealism and its legacies over a broad continuum of time span.
2. Developed a deeper conceptual understanding of the photographic medium.
3. Gained some experience in photographic practice, using a darkroom to experiment with various Surrealist techniques.

Preliminary Reading
Dawn Ades and Simon Baker, Undercover Surrealism: Georges Bataille and Documents (2006).
David Bate, Photography and Surrealism: Sexuality, Colonialism and Social Dissent (2004).
Yves Alain-Bois and Rosalind Krauss, Formless: A User’s Guide (1997).
André Breton, Manifestoes of Surrealism (1969).
André Breton, Nadja (1999).
Rosalind Krauss and Jane Livingston (eds.), L'Amour fou: Photography and Surrealism (1985).
Miryam Sas, Fault Lines: Cultural Memory and Japanese Surrealism (1999).
Ian Walker, City Gorged with Dreams: Surrealism and Documentary Photography in Interwar Paris (2002).

HA655 Photography and Surrealism                                              
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

2  Canterbury   
                     
                     
         

Spring I     30 (15)
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Contact Hours
Contact hours will include a two-hour lecture and two-hour seminar each week. 

Pre-requisites
None

Method of Assessment
100% Coursework:
Short essay 1500 words (35%)
Long essay 2,000-2,500 words (45%)
Seminar preparation (20%)

Synopsis
The module examines the development of the western tradition of the visual arts from the Renaissance to the late twentieth 
century, looking specifically at issues about the representation of time and space in painting and related arts.  The module 
begins with the ‘invention’ of linear and atmospheric perspective in the Renaissance and looks at the development of these 
compositional techniques and the tradition of visual illusion they underpin in Europe in the 15th, 16th and 17th Centuries.  The 
course looks at the theories of Alberti and Humanist writers and in particular the role played by perspective in advancing the 
narrative tradition of painting.  The module goes on the examine the critique of the Renaissance tradition in the later 19th 
Century and the breaking away from the tradition of perspective in modernist painting.

Learning Outcomes
1. Been exposed to a range of issues about the representation of time and space in art from the 15th-20th Century.
2. Been familiarised with a number of influential artists on the development of the western tradition from the Renaissance to the 
immediate post war period, including 19th and 20th century photographers. 
3. Acquired an understanding of the context of the development of Renaissance perspective and the differences between 
natural and artificial perspective.
4. Examined the relationship between painting and photography from the later 19th century to the early 20th century.
5. Developed a knowledge of subject-specific skills employed by art historians, in the analysis of visual works of art, particularly 
in the construction of pictorial space.
6. Developed understanding of art history and theory’s interdisciplinary scope, and of the wide range of concepts and methods 
that are pursued by art historians and theorists.

Preliminary Reading
L B ALBERTI - 'On Painting', Yale, 1977 
M BAXANDALL - 'Painting and Experience in C15 Italy', Oxford, 1972 
N BRYSON - 'Vision and Painting', Yale, 1983 

Version Campus Term(s) Level Credit (ECTS) Assessment Convenor
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Contact Hours
1 hour lecture and 2 hour seminar each week

Pre-requisites
Students are required to take either HA661 Art and Film or HA556 Art and Film in Stage 2 or 3. Please note that this module 
runs in altenate years. Students cannot take both modules. 

Method of Assessment
100% Coursework
1 Short Essay (1,500 words) -  35%
1 Long Essay (2500 words) - 45% 
Seminar Performance - (20%) 

Synopsis
Art & Film will explore the longstanding relationship between these visual media and the different ways this relationship has 
been conceived and evolved over the course of the twentieth and twenty-first century. Though special emphasis will be placed 
on the post second world war period, which has seen artists and filmmakers increasingly exploring intermediality, the course 
will begin by examining the field of visuality out of which cinema emerged and will look at the shared visual traditions that 
existed between them within the rapidly changing visual culture of the nineteenth century. The development of cinema and 
photography will be examined in relation to new technologies for the production of visual knowledge and imagery and the new 
modes of spectating that accompanied their inception. The influence of traditions of painting on early cinema will be studied in 
relation to shared codes of gesture, composition and tableaux, but the course will also assess the early influence of cinema on 
painting. In this context the development of serialism in art in the late 1880s will receive special attention.
The course will then look at both early experimental film within the context of modernist and avant garde practice in the first part 
of the twentieth century and Hollywood filmmakers in the 1920s and 30s, whose films continued to make overt references to 
Academic and non-Academic traditions of painting. The module will examine the impact of theories of modernism on the 
evolution of film and art before moving on to consider the way artists and filmmakers have engaged with the issue of 
intermediality in the post-1945 era.
In the context of studying particular artists, filmmakers and movements in the visual arts, students will be engaging with a range 
of thematic and aesthetic issues that cut across the boundaries of different visual media, exploring questions about 
perspective, colour and light, movement, montage, temporality, narrative and resistance to narrative, and the transposition of 
one medium into another, (e.g. the portrayal of painting, photography, drawings, prints and sculpture in film and other media). 
During the course students will deepen their understanding of the impact of critical theories on art and culture on the production 
and reception of works of visual art by being introduced to key critical texts. Within this context the course will also look at 
institutional frameworks and settings (e.g. the museum, the gallery, the cinema etc.) in which works of art and films are 
produced and viewed, examining how these settings inflect the experience of those works.

Learning Outcomes
The students  will:
1. Have developed and deepened their knowledge of a broad range of contemporary artists and filmmakers whose work 
explores the relationship between different visual media.
2. Be able to analyse important critical writings on art, film and related media (e.g. video, televisual, time based media etc.) and 
use key concepts and an appropriate vocabulary for examining visual works of art.
3. Have investigated a number of important themes in analysing the relationship between film and contemporary art practice, 
and be familiar with key theoretical issues and texts on art and film.
4. Have explored the development of critical writing about art and film with special reference to recent work in the contemporary 
arts.
5. Have been introduced to a number of key concepts and modes of discourse that help to ‘frame’ our understanding of film 
and art, and will be able to use them accordingly.
6. Understand how the general principles and information outlined above can be applied in the critical analysis of individual 
works of art, film and related visual media.

Preliminary Reading
Dalle Vache, Angela, Cinema and Painting, University of Texas Press, 1996.
Dalle Vache, Angela, The Visual Turn: Classical Film Theory and Art History, 2002.
Butler, Christopher. Early Modernism, Oxford UP, 1996.
Adams, Steven ed.  The Avant Garde Film: A Reader of Theory and Criticism, New York University Press, 1978
Crary, Jonathan, Techniques of the Observer, MIT press, 1990.
Crary, Jonathan, Suspensions of Perception, MIT, press, 2001.
Walker, John,  Art and Artists on Screen, Manchester University press, 1993
Stam, Robert, Film Theory :  an Introduction, Wiley-Blackwell, 1999
Stallabrass, Julian, Gargantua: Manufactured Mass Culture, Verso, 1996.
Rosen, Phil ed, Narrative, Apparatus, Ideology: A Film Theory Reader, Columbia University Press, 1986
Leyda, Jay  Kino: A History of the Russian and Soviet Film, Macmillan, 1960.
Deleuze, Gilles, Cinema 1: Movement/Image, University Of Minnesota Press,1989.
Deleuze, Gilles, Cinema 2: Time/Image, University Of Minnesota Press,1989.
Bryson, Norman, Holly, Michael Ann and Moxey, Keith (eds.). Visual Theory: Painting and Interpretation. Cambridge: Polity 
Press, 1991.

HA661 Art & Film                                                              
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Spring I     30 (15) 100% Coursework                         
                                                       
     

Kear Dr J
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Contact Hours
4 hours a week including a 2 hour class combining lecture and seminar and a 2 hour drawing seminar. In addition trips to 
London will be organised during reading weeks to study drawings. 

Pre-requisites
compulsory stage 1 film modules

Method of Assessment
The module will be assessed 100% by coursework, consisting of: Essay of 3000 words (40%), Critical analysis of 1000 words 
of a drawing in a British collection (30% each), Drawing portfolio (30%) 

Synopsis
This module will pursue three interrelated aims through the use and study of drawing:
Firstly, it will introduce students to the range of drawing techniques used by the Old Masters, the different types of drawings 
they produced and their function in the process of designing and executing works of art. It will equip students with the tools for 
analysing and identifying drawings, providing the foundations for effective connoisseurship. Working with collections of Old 
Master drawings such as those at the British Museum, the Courtauld Institute, the Strang Print Room and the Victoria & Albert 
Museum it will familiarise students with a representative range of graphic art from the European tradition by such artists as 
Leonardo da Vinci, Raphael, Michelangelo, Dürer, Annibale Carracci, Rubens and Van Dyck.
Secondly, it will equip students with a practice-based understanding of the role of drawing in artistic training and of its 
importance as a tool for creative work. Students will participate in drawing seminars where they will carry out exercises 
modelled on artistic practice during the period 1400-1700 and illustrated with examples of Old Master drawings to provide 
guidance. These will begin with rudimentary conventions for drawing eyes and ears, through copy drawings to mechanical 
drawing methods like perspective and shadow projection, tracing and the use of the grid. The exercises will then build on these 
simple beginnings and develop towards portrait drawing informed by anatomical analysis of the skull, drawing from sculptural 
casts, from the draped and nude figure, sketching the landscape, and finally working towards the compositional drawing and 
methods for enlarging it. Drawing exercises will clarify for students the processes of artistic visualization and design, and make 
available to them an important tool of visual and art historical analysis.
Thirdly, the module will provide students with historical insights into the importance of drawing for art in the Western tradition, 
and of the theoretical expression of this importance in the concept of ‘disegno’. It will explore theories defining drawing as an 
intellectual process of design (as well as a graphic technique), and related debates concerning the relative importance of 
drawing and colour, and painting and sculpture.

Learning Outcomes
Upon completion of this module students will:
1) have a good understanding of the important role of drawing in the design and execution of works of art in Europe during the 
period 1400-1700. 
2) have become proficient in identifying the various techniques of drawing used by the Old Masters, and have acquired some 
knowledge of the technique of connoisseurship with respect to drawings. 
3) have developed a practical understanding of the role played by drawing in artistic training and creative design through 
completing a series of drawing exercises based on workshop practice in the period 1400-1700. 
4) have further developed the generic skill of visual analysis through the processes of visualization and formal analysis opened 
up by the use of drawing as an art historical tool. 
5) have visited and become acquainted with the holdings of several of the leading collections of Old Master drawings in the UK. 

Preliminary Reading
Francis Ames-Lewis and Joanne Wright, Drawing in the Italian Renaissance Workshop, Victoria & Albert Museum, 1983.
Francis Ames-Lewis, Drawing in Early Renaissance Italy, New Haven and London, 2000.
Carmen C. Bambach, Drawing and Painting in the Italian Renaissance Workshop, Cambridge, 1999.
Cennino Cennini, The Craftsman’s Handbook, trans. Daniel V. Thompson, Dover, 1960.
Bernard Chaet, The Art of Drawing, 1988.
Edward Olszewski, The Draftsman’s Eye, Cleveland Museum of Art, 1981.
Deborah Rockman, The Art of Teaching Art, 2000.
Giorgio Vasari, Vasari on Technique, trans. Louisa Maclehose, Dover, 1960.

HA666 Drawing on History                                                      
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn I     30 (15) 100% Coursework                         
                                                       
     

Thomas Dr B
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Contact Hours
Contact hours will include a 2 hour lecture and a 2 hour seminar session each week.

Pre-requisites
compulsory stage 1 film modules

Method of Assessment
100% Coursework:
1 short essay (1500 words) - 30% 
1 long essay (3000 words) - 50%
Seminar presentation - 10%
Study journal - 10%

Synopsis
The development of British and American art reveals patterns of affinity, divergence and mutual interplay, against a backdrop of 
the wider of an international Modernism centred to a large degree on Paris. This module examines such themes as the 
following: the currency and influence of realist, abstract, and surrealist aesthetics in the first decades of the 20th century
(focussing on figures such as Walter Sickert, Edward Hopper, Ben Nicholson, Stuart Davis, Henry Moore); the impact of the 
Second World War (and of Picasso’s Guernica as an exemplary artistic response to conditions of war); the emergence after the 
war of painterly abstraction (Jackson Pollock, Mark Rothko, Peter Lanyon), alongside new approaches to expressive figuration 
(Willem de Kooning, Francis Bacon); the development of constructed sculpture (David Smith, Anthony Caro) and ‘post-
painterly’ abstraction (Frank Stella, Bridget Riley) on either side of 1960; parallel manifestations of Pop, Minimalist, Conceptual 
and Land Art (Richard Hamilton, Jasper Johns, Richard Long, Robert Smithson); attitudes to photography as an artistic and 
documentary medium (Walker Evans, Bill Brandt, Diane Arbus).  

Learning Outcomes
As a consequence of completing this module, students will have:
1. Acquired a systematic understanding of the key principal figures, histories and debates relating to the development of British 
and American Modernism;
2. Gained detailed knowledge and in depth understanding of methodological approaches to the interpretation of modern non-
figurative and representational art;
3. Developed an appropriate vocabulary for describing and addressing such works which can be applied to specialised and non 
specialised audiences; and,
4. Achieved an in depth and systematic understanding of the cultural and theoretical presuppositions and implications of the 
major approaches to modernism employed by artists, critics, theorists and (other) audiences in the two centres. 

Preliminary Reading
Anfam, David Abstract Expressionism. London: Thames & Hudson, 1990
Art History. Special Issue: Anglo-American: Artistic Exchange between Britain and the USA David Peters Corbett and Sarah 
Monks (eds), Volume 34, Issue 4, September 2011
Gooding, Mel Abstract Art. London: Tate Publishing, 2001
Harrison, Charles, and Paul Wood (eds.) Art in Theory 1900-2000: An Anthology of Changing Ideas. Oxford: Blackwell, 2003
Livingstone, Marco Pop Art: A Continuing History. London: Thames & Hudson, 2000
A categorised bibliography is included in the module handbook.

HA668 Transatlantic Dialogues: British and American Art c. 1900-1970          
Version Campus Term(s) Level Credit (ECTS) Assessment Convenor

1  Canterbury   
                     
                     
         

Autumn H     30 (15) 100% Coursework                         
                                                       
     

Hammer Mr M
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