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accompanied by Dick's voiceover narration, as he reads the letter aloud: “Dear Wendy, I 

am writing this letter to tell you the story of the two of us as I saw it, but never had the 

nerve to tell you face to face when we were still together. Maybe things would have gone 

differently if I had told you back then. Maybe things would not have had to end this 

way.” This “romance” between a boy and the object of his misdirected desire humorously 

plays on America's (both real-life and filmic) gun obsession by scrambling the tropes of 

the western -  “the gun” has taken the place of “the woman.” Furthermore, the shoot-out 

at the end of the film results in all of “the Dandies” being killed at the hands of trigger- 

happy police force, so that the heroes die on the wrong side of the law, and the very 

corruption of the law prevails, countering the western's embedded genre expectations 

(and ideological preoccupations!). Unlike the classical western that insists on 

heterosexual romance, and the victory of a hero who establishes law and order -  or at 

least a code of honour entrenched in the norms of masculinity -  Dear Wendy represents 

the repressed teenage sexuality of the protagonists confusedly channeled towards futile 

and senseless gun violence. These modifications of the classic genre film corresponds to 

Patricia White's conception of how genre films (in her case, the road movie) can be made 

minor by reconfiguring the parts that assemble to create a genre film. The same can be 

said for Hervé Aubron's understanding of minor cinema, for he posits certain minor genre 

films whose rationale defies the dominant ideology imbedded in the generic values of 

classical cinema through minor revisionism.

Dear Wendy engages in a becoming-minor by foregrounding the semantic and 

syntactic elements of classical genre formulas, only to jumble the connecting points



144

between them: the gun is the love object, the law is chaos, the hero loses the gun battle. 

The film reorganizes the machinic parts of the genre film, plugging generic semantics 

into seemingly incompatible syntactic sockets and vice versa. Similarly to how It's All 

About Love reworks the classical sci-fi or romance film from within through 

incompatible or impoverished wooden dialogue that sends the classical filmic system 

into flight, Dear Wendy accomplishes a similar minoritarian task through a parallel use of 

a dysfunctional genre revisionism. The film maintains the veneer of a generic 

intelligibility, but dismantles and reassembles the generic parts from within, in turn 

enunciating a simultaneous critique of American gun culture and gun violence, and the 

film language that enables the continuous revitalization of American mythology rooted 

on the omnipotence of the gun.

Through the numerous strategies discussed, Dogville. Manderlav. It's All About 

Love and Dear Wendv all politicize language through minor reworkings of Hollywood 

film language and grammar, genre conventions and English-language dialogue. Each of 

these films is attentive to the constructedness of film language, spoken dialogue, and 

generic narrative structures, and the majoritarian forces that seek to naturalize these 

linguistic models for the sake of naturalizing dominant nationalist mythology embedded 

in majoritarian cinema with its ties to the molar institutions of the nation-states. The 

minor reworkings of these films on the molecular plane of language forces the spectator 

into thought about the make-up of dominant cinema invoked by these films, and 

consequentially about the role of America in a globalized world abound with

transnational screen cultures.
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Chapter Five: Guattari's Part-Signs and The (Bodvl Politics of Perception and Love

“[T]he remaining private sphere — family, personal life, free time, and perhaps even 

fantasy and dreams -  everything... became subjected to the semiotics o f capital"

(Félix Guattari and Toni Negri, Communists Like Us 25) 

“man can be in ecstatic contact with the cosmos only communally ”

(Walter Benjamin, On Hashish 133)

In the closing section of Chapter 2 ,1 suggest that It's All About Love reorganizes 

the cartography of love in order to insist on its extension beyond the confines of the 

romantic couple. Through this strategy, It's All About Love utters a collective enunciation 

that posits a people to come, or what I argue constitutes a multitude. Since Hardt and 

Negri's conception of the multitude is rooted in a politicized notion of love, 

representations of love in It's All About Love warrants further unpacking given that they 

are populated with romantic and sexual relationships. It's All About Love constructively 

re-maps and re-imagines a collective and politicized notion of love. It's All About Love 

unfolds like one of Félix Guattari's “schizo journeys” of amour fou, or crazed love that 

dismantles the couple through a privileging of a transnational collectivity, or what 

Michael Hardt and Antonio Negri term “multitude,” as a rallying point for future 

collectivities that overrun the limits of national identity. In this chapter, I argue that 

Guattari's thoughts on love and madness enrich a politicized reading of perception in It's 

All About Love, allowing for a connection to be established between the film's use of 

colour and soundscapes to its reworking of the romance narrative arc to the potential for 

collective mobilization and social reorganization.
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In a little-known piece, Guattari discusses Terrence Malick's 1973 film Badlands 

in the Parisian [then] leftist newspaper Libération. He expresses interest in the film's dual 

representation of love and madness and its “paradoxical structure [wherein] the film is 

built around the idea that [Kit, the main character] is not really mad,” (Guattari, 

Chaosophv 247), but Guattari insists that he is. The same paradox rests at the heart of It's 

All About Love. John and Elena don't know who to trust, authenticity is in question, 

paranoia sets in, and the absurdity of the world prevents the characters from establishing 

stable mental co-ordinates in a universe of inconsistencies. It's All About Love similarly 

constructs a diegesis on a zone of indeterminacy between a potentially mad character 

subjectivity and objectivity in a mad world. This is precisely what Guattari identifies in 

Badlands as constitutive of a “schizo journey,” where “at every turn, we are on the edge 

of madness” (Guattari, Chaosophv 247). Badlands and It's All About Love construct 

worlds on the edge of madness through what Guattari terms “a-signifying part-signs” 

which, according to Gary Genosko “provide lines of escape from the snares of 

representation” (Genosko, A Critical Introduction 146) and take the form of “colours, 

non-phonic sounds, rhythms, [and] faciality traits” (Genosko, A Critical Introduction 

148). Similar to the “intense, agonizing blues” that attracts Guattari to Badlands. It's All 

About Love's film-style visualizes a narrative of amour fou  through a colour palate of 

piercing blues, purples and yellows. Before looking at some examples of how these part- 

signs construct a potentially mad character subjectivity which short-circuit dominant 

modes of representation, it is worth quoting some of Guattari's most provocative thoughts 

on love and sexual relations, and the connection between sense/perception (which is
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undoubtedly ever-present in loving/sexual relations) and its possible aesthetic expression.

Guattari points out that “the despotism which exists in conjugal or familial 

relationships arises from the same kind of libidinal disposition that exists in the broadest 

social field” (Guattari, Chaosophv 156). Varied societal institutions, just as conjugal or 

familial relations are sites of desire and its repression. Personal relations are necessarily 

social, inasmuch as desire can never be cut off from broader assemblages, as much as the 

mythos of romantic love may encourage such an isolation. Or to return to the second 

characteristic of a minor literature, the personal (and thus the sexual/conjugal/familial) is 

political. Guattari specifies his critique of closed familial relations with reference to 

Hollywood and its perpetuation of constraining (gendered) social types. He writes:

The fact that a certain figure of the family has imploded is something we already 

know. It is not new: it becomes deterritorialized in the same speed of Integrated 

World Capitalism, spurred in fact by its very logic. What is left of it is an empty 

repetition of the post-Fordist conjugal cell and Hollywoodian characters -  a 

certain figure of man, a certain figure of woman; a certain heterosexuality -  

entirely devoid of sense. Left without compass, diverse are the paths that we 

experiment31 (Molecular Revolution in Brazil 4171.

It's All About Love uses the empty repetition of the couple embodied by Elena's clones 

and their eagerness to endlessly perpetuate the repetitive and endless cycle of figure 

skating performances to show the trappings of molar identity and social types produced

31 Hardt and Negri echo Guattari's thoughts on the bankruptcy o f familial and conjugal affairs under 
capitalism. They write: “The modem concept o f love is almost exclusively limited to the bourgeois 
couple and the claustrophobic confines o f the nuclear family. Love has become a strictly private affair. 
We need a more generous and more unrestrained conception o f love. We need to recuperate the public 
and political conception of love common to premodem traditions” (Multitude. 351)
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by capitalistic subject-formation. Hollywood figures of man, woman and heterosexuality 

depend on a certain promise -  despite how fantastical an illusionist Hollywood film may 

be, the formation of a monogamous couple has a real redemptive quality. This redemptive 

promise depends on the belief that the repression, exploitation and alienation that one 

experiences in the spheres of capitalist society outside of one’s home and conjugal 

relationship can be mitigated, or even resolved by a 'successful' romantic coupling. This 

celebration of the romantic couple and the analogous notion that love conquers all 

implicitly accepts the state of the world, its suffering, its injustices, and worse, its modes 

of domination. It's All About Love reunites the once-separated couple but on the 

condition that the couple cannot collapse in on itself and remain closed off from the rest 

of the world. The film reworks the Hollywood romance narrative through a style and 

découpage that insists on the spectator's awareness of the couple's interconnectedness to 

global flows of people, weather and capital, also deploying Guattarian a-semiotic part- 

signs such as vivid colours and noises that give expression to the couple's lived- 

experience of this very interconnectedness. The film then effectively enacts what Guattari 

terms “sense without signification.” Guattari writes:

I assert that only sense without signification produced by a diagrammic economy 

of signs is able to thwart the dead ends specific to semiologies of signification, 

insofar as it introduces into semiotic assemblages an additional coefficient of 

deterritorialization allowing sign machines to simulate, 'duplicate,' and 

'experience' the relational and structural nodes of material and social flows 

precisely at the points that would remain invisible to an anthropocentric vision





In recognizing the flows of part-signs that work prior to representation and serve to 

undermine Hollywood's signifying logic, including its insistence on individuated 

character psychology, It's All About Love plays the majoritarian romance of Hollywood 

in a minor key, and also recognizes the potential for challenging the current global order 

through new socio-political formations that recognize and respond to the desires of the 

multitude that challenge and exceed limits of national identity. Berardi writes: “Minor 

literature is the gaze from the outside, the gaze of somebody who observes the ritual 

without knowing the code and thus understands its a-signifying nature” (Berardi 91). It's 

All About Love provides us with this gaze that understands the a-signifying components 

of Hollywood codes, and calls for a collectivity around this shared gaze.

The collective quality of the love that It's All About Love calls for is clearly in 

line with Hardt and Negri's identification of love's potentially revolutionary charge, 

which is itself inspired by Deleuzo-Guattarian becoming. Hardt and Negri write:

The multiplicity of the multiple is not just a matter of being different but also 

becoming different. Become different that you are! These singularities, act in 

common and thus form a new race, that is, a politically co-ordinated subjectivity 

that the multitude produces. The primary decision made by the multitude is really 

the decision to create a new race, or rather, a new humanity. When love is 

conceived politically, then this creation of a new humanity is the ultimate act of 

love (Multitude. 356).

This insistence on becoming-different, on creating a new humanity based on love is 

doubly important. Firstly, becoming is central to the transformations of John and Elena's

154



subjectivities throughout the course of It's All About Love as they become-nomad. 

Secondly, it corresponds to this thesis' emphasis on a minor cinema that challenges 

national identity. Hardt and Negri's call for love based on becoming-different, is also a 

call for undercutting rigid identities. This reinforces Guattari's statement that “identity is 

what causes singularity to pass from different ways of existing to a single identifiable 

frame of reference” (Molecular Revolution in Brazil. 94). If identity places limits on a 

singularity's frame of reference, then it also places limits on a people's capacity to 

(be)come-other, to open onto new modes of social organization. While limits are not 

necessarily counter-productive or counter-revolutionary (the very innovation of Dogme 

95 grows out of limits), national identity inherently acts to prevent progressive collective 

mobilization that expresses the desire of the subaltern whose interests lie in overturning 

the power structures embedded in the nation-state. It's All About Love's use of intensive 

part-signs that short-circuit standardized commercial film-style to express a minor 

romance of amour fou  allows for the suggestion that mad-love can actually form the basis 

for revolutionary collectivities. Mad-love unhinges capitalistic subjectivity, 

rhizomatically connects desire to currents beyond the couple, and therefore collectivizes 

(and by extension politicizes) the personal and sexual without reterritorializing onto the 

plane of national identity and its tired rhetoric.

The force of a-signifying part-signs that challenge anthropocentric vision and 

undercut the primacy of vision over bodies and sense in It's All About Love also leads to 

a consideration of how the body becomes a site of politics. Guattari's brief interview 

responses evoking Badlands and a cinema of amour fou  do not delve into how exactly the
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body is implicated in love, sex, marriage or madness. It's All About Love is certainly

attentive to the politics of the body and this attentiveness compliments the film's schizo-

joumey along a path of amour fou  where affective a-signifying material forces are felt

and sensed by the bodies of John and Elena, and these feelings are then redirected

through intense colours towards the spectator. The film features two sex scenes and a

drama about cloning; the body is certainly a fundamental site of the film's political

engagement, and rightfully so. As Erin Manning points out: “Politics is not beyond the

body it is of the body” (Politics of Touch 121)33. When John and Elena take flight, their

love reignites. There are two sex scenes that confirm their revitalized desire for living life

(Elena used to be a heroin addict, so had dabbled with death), and for each other. These

sexual encounters occur when it is freezing outside (even though it is the summer). The

frigid conditions encircle their relationship, surrounding them, encouraging their desire to

reunite physically. The high degree of alienation under capitalism is manifested

thermodynamically, and permeates the social field. The state of the world is devoid of

meaningful connection, meaningful touch, touch that carries the desire to transform the

world. John and Elena's sexual (re)connections happen outside the domain of marriage,

without the sanction of Elena's father, on the run from the repressive arm of the state. The

positioning of their fugitive bodies, conjoin in defiance of the normalized mass

acceptance of the status quo in Vinterberg's 2021 and thrive only outside of the state's

33 Franco Berardi echoes Manning's emphasis on the interconnectedness between the body and politics. He 
also expands on this connection to account for the importance of emotion and sense, two central 
components o f It's All About Love, given my discussion o f the relationship between sense and a-signifying 
material. Berardi writes: “Capitalistic acceleration, the rarefaction of the contact between bodies, replaced 
by communication, planetary ethnic deterritorialization, the disagregation [sic] and collapse o f traditional 
anthropological models: all o f these act on the modalities o f elaboration o f the social mind and above all, 
on sensibility. The e m o tio n a l b o d y  is th e  s i te  in w h ich  th e  m o s t d e lica te  a n d  ex trem e o f  b a ttle s  is  b e in g  
w a g e d ’ (32) [italics are my emphasis].
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reach.

Fugitive sex makes use of the body as a desiring site of resistance to the state. 

Erin Manning delineates what is at stake in the uneven and tumultuous relationship 

between the body and the state. She writes:

Conceivably, the nation-state could be called the body-state. This is why the 

state's body-politic is so focused on drawing an image of the body that must 

remain dependent on the imaginary of the nation-state. If we remove the body 

from the state, the conflation of identity and territory cannot be sustained. If we 

imagine the body not as a container that returns to the state for sustenance, but 

that challenges the state's pre-determined enclosures of belonging and insecurity 

through its unpredictable states of metamorphosis, we are left with a state-less 

body and body-less state. This state-less body touches across space and time, not 

reaching toward striated grids of intelligibility but toward new networks of 

power/knowledge. This body is alive in its infralanguage, not in its silent 

recitations of the state's incarnations of sovereignty ('Politics of Touch 64).

Love outside of sovereignty, sense outside of signification, sex outside of state -  bodies 

in It’s All About Love certainly do reach towards new networks of power/knowledge, 

towards a multitude that defies the state's empty claims to sovereignty over the body. The 

film's critique of the status quo that is Empire is largely advanced through the figure of 

Elena's clones. The clones are a perverse concoction of capitalist power that possesses the 

body and first world privilege, traffics the body from impoverished zones in Eastern 

Europe, holds patriarchal influence over the female body and orchestrates the mass
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craving for infantilizing spectacles of femininity. Elena’s clones are the automatons who 

do as they are told, worship Elena, internalizing her identity as their own without any 

regard for the cycles of exploitation that this perpetuates. The clones are without creative 

capacity and are incapable of original thought or loving touch. They are bodies emptied 

of political intention, and receptacles of a regurgitated semiosis. John and Elena's shared 

refusal to be silenced and contained is precisely why they are a threat to the state and why 

“states live in fear of bodies” (Manning, Politics of Touch xxii). States live in fear not 

only of bodies but of sensing bodies, bodies of amour fou. If “love serves as the basis for 

political projects in common and the construction of a new society,” as Hardt and Negri 

suggest (Multitude 351), then Vinterberg's report on the state of the world which 

concludes with the title line “it's all about love,” is really about re-defining love, and 

advancing a mad-love that renders the most seemingly personal of all emotions, 

collective, and thus political.
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Conclusion

This thesis has deployed the theory of minor cinema in an attempt to figure the 

political relevance of the Danish films It's All About Love. Dogville. Manderlav. and 

Dear Wendy. The thesis seeks to expand the ways that these films uniquely link politics 

and aesthetics. A key focus of the thesis has been these films' critique of 

Americanism/nationalism in the age of Empire. The anti-nationalist critiques advanced by 

these films has in turn allowed for this thesis to re-consider the nation-derived framework 

that under-pins much of the contemporary scholarship on the theory of minor cinema.

Not only does this thesis question the viability of nation-based models of minor cinema, 

it also troubles the previously perceived compatibility between the theory of minor 

cinema, and its embedded sub-concepts such as “collective enunciation” and “people to 

come,” with strictly national groupings. Instead, this thesis follows the critiques advanced 

within the four films in order to call for an intrinsically transnational and global minor 

cinema -  a minor cinema capable of responding to the stratified modes of control and 

domination integrated under global capital.

In addition to challenging the tendency towards nation-state models within 

scholarship on minor cinema, the thesis also privileges the oft-overlooked contributions 

of Félix Guattari to the theory of minor cinema. In addition to the book on Kafka written 

by Deleuze and Guattari, this thesis addresses Guattari's dispersed and more obscure 

writings on minor cinema which emphasize the importance of cinematic a-signifying 

part-sings that (in)form film aesthetics. Additionally, the thesis also engages with 

Guattari's writings on a cinema of anti-psychiatry/amour fou  because the “alternative



canon” of films that Guattari mentions in these writings enrich the theory of minor 

cinema, providing concrete film examples and analyses that differ from Deleuze and 

Guattari's shared approach to Kafka, and Deleuze's own writings on what he terms 

“modem political cinema”.

After surveying the contemporary film studies scholarship on minor cinema in 

chapter one and testing the applicability of the theory to It's All About Love. Dogville. 

Manderlav. and Dear Wendv in chapter two, the thesis goes on analyze the films on the 

molecular level. Chapter three finds that these films, in their critique of American 

exceptionalism are astute in the attention that they pay to the politics of space. Each of 

the films use aesthetic experimentation and narrative cues to foreground movement 

in/through space, so as to reinforce the thematic critiques of Americanism/nationalism 

with attention to how nation-states demarcate space to limit and restrict movement 

through the cultural currency of normalized patriarchy. The attention paid to space, and 

limitations on movement through space, in these films, and in chapter three compliments 

the thesis' earlier arguments about the need to think of a transnational, rather than 

national, minor cinema. Chapter four is also attentive to the transnational through its 

discussion of the politics of language in the four films. These films' use of film-dialogue 

reconfigures American movie-English through a “stuttering” or impoverished film- 

dialogue that undercuts the naturalized dominance of unaccented English in cinema. And 

finally, chapter five concludes these close film analyses with a deployment of Guattari's 

theory of cinematic a-signifying part-signs to theorize how It's All About Love triggers a 

machine of amour fou. It’s All About Love, as the cutting edge of an assemblage
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comprised of these four films, can be considered a work of minor cinema that bridges 

both Guattari's solo writings and Guattari's collaborative work with Deleuze. The film 

constructs a potentially-mad character subjectivity through part-signs that circumvent the 

dominant signifying logic of commercial cinema, in addition to undercutting the 

ideological presuppositions of the romance narrative arc.

The pressing question that must eventually be answered, is: are It's All About 

Love. Dogville. Manderlav. and Dear Wendv works of minor cinema? Yes and no; much 

more yes than no. Each of the four films were released at the height of the Bush-Cheney 

era and its accompanying disastrous foreign policy and hard-right rhetoric, and each of 

the films challenge the historical era's dominant (American) ideology. The films 

accomplish this through politicizing space, language and perception, attacking American 

exceptionalism and its roots in American mythology through a re-imagining of the 

Hollywood couple, and the couple's relationship to society more generally. During a 

highly tumultuous period in American and world history when Hollywood proved 

incapable of radically challenging the status quo, these four films by Vinterberg and von 

Trier provided representations of America through a European cultural imaginary that did 

indeed confront both the socio-political climate and Hollywood's complicity in it all.

Each of these films proves capable of connecting to counter-publics disenchanted with 

the state of the world and America's place in it. Furthermore, these films do not counter 

Americanism with a reterritorialization onto a European or Danish nationalism, but rather 

provoke multitude-formations through transnational collective enunciations consisting of 

a high coefficient of deterritorialization, such as; nomadic characters on lines of flight,
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botched English dialogue, blacked-out mise-en-scène, etc. The films remained open and 

accessible to large segments of the global population through the use of star-images and 

the English language as popular vehicles. The films used the major code of English and 

Hollywood genre to speak to alienated and politically frustrated global populations, an 

audience who may not otherwise have seen these highly subversive films. Yet the films 

play Hollywood in a minor key, raising political consciousness and opening up the 

possibility that transnational audiences reassess their relationship to commercial 

American cinema.

While these films can certainly be read as works of minor cinema for the 

numerous reasons that the thesis has outlined, this is not an attempt to create a canon of 

minor films, or to hail Lars von Trier and Thomas Vinterberg as “minor auteurs” -  quite 

the opposite. The rationale for considering the 2003-2005 assemblage of von Trier and 

Vinterberg films as a minor assemblage is their shared transnational expression of shared 

political and thematic concerns during the same era of American history. The 

methodology that this thesis has followed figures the theory of minor cinema as a tool 

that can be productive in key situations, depending on the political climate and historical 

circumstances. A film can at one point in time constitute a collective enunciation and 

provoke a multitude's becoming-minor, yet completely change its meaning, and thus 

function differently in a different historical moment when the milieu and circumstances 

surrounding the film has changed. This thesis has read these films as an “event” of minor 

cinema, as a transnational assemblage that produced certain deterritorializing effects that 

connected a constellation of minor enunciation with a collectivity/multitude.



Six to eight years later, in today's changed American and world socio-political 

climate, not to mention the altered public perception of Lars von Trier due to mass-media 

coverage of his comments at the 2011 Cannes film festival, this assemblage of films will 

undoubtedly produce different types of spectatorial responses. Or, as Guattari lucidly 

points out: “any reading of the past is inevitably overcoded by our references to the 

present” (Guattari, Chaosmosis. 99). Here, I have modestly attempted to show that 

Deleuze and Guattari’s theory of the minor, in addition to Guattari's solo writings on the 

“minor” and political cinema, can be used productively to map the highly political 

aesthetic experimentation which earmarks how the Dogme brothers “did 

America/Hollywood.” By traversing the Dogme brothers' experimental terrain, this thesis 

hopes to unseat the nation and its majoritarian predispositions from its unduly privileged 

-  and dangerous -  position in the scholarship on minor cinema.
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