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Bloodlines: British Horror Past and Present 

An International Conference and Film Festival at De Montfort University and 

Phoenix Square, Leicester, 4 - 5 March 2010. 

A Report by Michael Ahmed, University of East Anglia, UK 

 

Bloodlines: British Horror Past and Present, was a two day conference aimed at 

bringing together academics and non-academics including filmmakers, 

publishers and authors to allow them a space to contribute ideas and thoughts 

covering the history and potential future(s) of British horror. The conference 

formed part of Cultural eXchanges week, timed to coincide with the opening of 

De Montfort University's new Cinema and Television History (CATH) Research 

Centre. The opening was attended by the filmmaker Ken Loach who contributed 

to a Q&A session on the first day of the conference. In keeping with the diverse 

intent of the conference Bloodlines consisted of a one day academic programme 

aimed at introducing debates around British horror, held at the University's 

Clephan Building and a one day film festival consisting of screenings and public 

talks held at Leicester's newest cinema Phoenix Square. 

Introducing the themes of the conference were Professor Steve Chibnall and Dr 

Ian Hunter (De Montfort University). Steve Chibnall explained that there were 

four reasons for the conference title Bloodlines. Bloodlines can be linked to 

horror themes, including the visceral and gory. Bloodlines can also be used to 

trace a link between the past and the present in terms of understanding the 

historical relationships that exist within British horror. Bloodlines also reinforced 

the continuity with the past history of British horror. And finally Bloodlines is 

intended to invoke the image of a network spreading out and reaching beyond 

academia to other audiences and to forge partnerships with filmmakers and non-

academic audiences. Bloodlines was therefore intended to be deliberately part-

academic and part-film festival in an attempt to draw in a wider audience. 

Professor Peter Hutchings (Northumbria University), who has written extensively 

on British horror, presented a keynote speech on the continuity of British horror. 

Peter, in a thoughtful and insightful paper, began with several questions. Peter 

asked how does British horror cinema 'hold together'? Is British horror in 'our 

blood' i.e. are we meant to make horror films? And how did British horror 

cinema get from Terence Fisher's Dracula to the recent horror film The Children? 

Peter argued that The Children is a representative of a new type of British horror 

film and indicates a movement from the old to the new. However, in 

acknowledging the existence of a new British horror cinema, this raised the 

question of when and how British horror shifted from the old to the new. Peter 

asserted that, following the sporadic production of British horror films during the 

1980s and 1990s, a spate of British horror films arrived in the 2000s heralding 
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the revival of British horror and the advent of a new British horror film. These 

new British horror films included Neil Marshall's Dog Soldiers and The Descent 

and Christopher Smith's Creep and, as Peter pointed out, demonstrated diversity 

both in subject matter and cinematic aesthetic. Peter argued that although these 

films are British horror films they appear disconnected thematically and do not 

look back at a British horror tradition. The new British horror cinema is in fact 

'striking new territory' and connecting with broader international themes. Peter 

concluded that the new British horror cinema represents a new chapter of British 

horror. Peter's paper of course, raised several important questions regarding the 

overall themes and intent of the Bloodlines conference. If Bloodlines represented 

a direct 'line' to the past then how does our understanding of a new British 

horror cinema link with this past? What became clear from the papers presented 

at the conference was that our understanding of British horror was firmly rooted 

in the past and that perhaps discourses around British horror are still attempting 

to evaluate and understand the British horror tradition before shifting on to an 

evaluation of a new British horror. 

The first panel, "Sound, Music, Style" took up the theme of re-examining 

existing discourses around the discussion of British horror through the analysis 

of sound and music. Jamie Sexton (Northumbria University) examined how new 

cultural spaces had been created by using the sounds of fantasy film and 

television. Fan-based organisations like English Heretic, Trunk Records and 

Ghost Box had re-appropriated existing film soundtracks, theme music, 

incidental music and background special effects to create new cultural artefacts. 

Jamie also argued that the makers of these products were using their memories 

to feed into old films and television programmes to create something new, 

nevertheless the new products were also mediated by nostalgia and memory. 

Kevin Donnelly (University of Southampton) shifted the debate on to the use of 

music in the Hammer film Dracula AD 1972. Kevin argued that in trying to 

update the Hammer 'sound' resulted only in a cosmetic change and that an 

examination of how the music is used in the film reveals an ambivalence to 

modernity and the sounds of the counter culture. The sounds of modernity 

becomeforeign, alien and evil and not to be trusted. Paul Newland (Aberystwyth 

University) introduced a fascinating paper on the use of Dolby sound in the film 

The Shout. Paul argued that The Shout made use of Dolby Optical Stereo Sound 

(which was a new technology at the time of the film's release) as a spatialised 

site of horror. The stereo sound effect was used specifically to introduce 

audiences to something they had never heard before and to suggest the horror 

of the everyday. Paul's argument was supported by a clip from The Shout which 

demonstrated how effective the extraordinary sound effect continues to be. Basil 

Glynn (Liverpool Hope University) argued how a particular Hammer visual and 

stylistic aesthetic informed the studio's representation of the past. Basil argued 

that, unlike the horror films of Universal or Val Lewton, Hammer created a world 

that was realistic and not mythical. The horror films of Universal existed in an 

expressionistic universe and the films of Val Lewton suggested an ambiguity to 
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the existence of monsters. Hammer deliberately placed their horror films in the 

past in order to create a world where it would have been believable for monsters 

to realistically exist and that the belief system of the characters in the films 

would be acceptable to modern audiences. The themes of this panel therefore 

suggested that the specificity of British horror is rooted in the past and the 

nostalgia and memories associated with sound, music and visual style. 

The second panel "Stars and International Connections" examined the 

relationship between British horror and the rest of the world. Adam Locks 

(Chichester University), drawing on extensive interviews with the actor John 

Carson, argued for a reappraisal of Carson in the light of the several 

appearances Cason made in British horror cinema, specifically Hammer's The 

Plague of the Zombies. Adam argued that Carson's construction as a 'cut-price 

James Mason' immediately created a link with the Gothic melodramas of 

Gainsborough Studios to Hammer. Adam also argued that because Carson was 

originally born in South Africa and has always thought of himself as an outsider 

to Britain, it is this feeling of otherness that Carson uniquely brings to his roles 

in British horror. This theme was taken up by Justin Smith (University of 

Portsmouth) who examined the presence of Vincent Price in Michael Reeves' 

Witchfinder General. Justin argued that Price's cult film persona worked against 

the wishes of Michael Reeves, who had originally wanted the actor Donald 

Pleasance in the role. Price's charisma and 'looks', illustrated by stills from the 

film, led to the creation of a far more sympathetic character then Reeves 

intended. Basil argued that Price's performance in fact created a far more 

disturbing film and raised important questions about Reeves presence as author. 

Leila Wimmer (London Metropolitan University) examined the critical reception of 

British horror in France. Leila pointed out that initial reaction to these films in 

the late 1950s and 1960s had been negative. And that it was only with the 

introduction in the 1960s of the magazine Midi-Minuit Fantastique that the 

creation of any type of French critical discourse of British horror films, 

specifically the films of Hammer, began. Mark Jancovich (University of East 

Anglia) began his paper with the argument that the horror canon was primarily 

constructed in the 1960s and Ealing's Dead of Night is generally seen as the first 

significant British horror film and that this discourse has been readily accepted 

as the primary discourse without being challenged. Mark argued that there was 

in fact a large mainstream horror cinema that existed before this period and that 

Hammer is a marginal force in British horror. Mark's well argued and researched 

paper explained that 1940s represented a boom period of horror film production. 

Mark's paper raised enormous implications for our understanding of where the 

history of British horror films begins. This is especially pertinent in light of the 

papers presented at conference where the majority of papers were primarily 

informed either by Hammer as the primary focus of British horror. 

The continuing importance of Hammer to the discourse of British Horror Cinema 

was highlighted in one of the last panels of the day, simply titled "Hammer". 
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Thomas Joseph Watson examined the evolution of the zombie genre in British 

Horror Cinema. Thomas argued that the British zombie film began in the 1960s 

with films like The Earth Dies Screaming, Dr Blood's Coffin and The Plague of the 

Zombies. Nevertheless while these films influenced the development of later 

British zombie films like 28 Days Later and Shaun of the Dead, the advent of a 

new type of zombie film can be found with films like I, Zombie, Dead Creatures 

and Colin. These films, Thomas argued, are in fact more closely related to the 

tradition of British Social Realism then a specific British horror aesthetic and 

perhaps signal the beginning of a new cycle of British zombie films. Robert 

Simpson (Trinity College, Dublin) explored how the brand identity of Hammer as 

the 'House of Horror' was a creation of the mid-1960s and that Hammer's 

subsequent re-brandings up until the present day has constantly striven to shift 

away from a horror identity. Robert's paper highlighted how Hammer's identity 

as a producer of horror films was initially a marketing strategy that the current 

owners wish to move away from despite the mainstream definition of the studio 

as the House of Horror. This paper again raised questions about our 

understanding of exactly what British horror cinema is. Michael Ahmed 

(University of East Anglia) introduced ways of re-examining horror films with an 

emphasis on the Frankenstein films Terence Fisher directed for Hammer. Using 

Freudian psychoanalysis Michael explored how the actions of the character of 

Frankenstein could be understood in terms of Frankenstein's unique 

psychological persona. Finally Gavin Baddeley (author) took a fan's perspective 

of British horror films of the 1970s with an attempt to re-evaluate the horror 

films made by Amicus. Gavin argued that the portmanteau structure of Amicus' 

most famous films could be directly traced to the short story format of the 

Victorian 'Penny Dreadful'. 

The final panel of the day was a Plenary Discussion "British Horror Past and 

Present", chaired by Ian Hunter and featuring the authors David Pirie and 

Jonathan Rigby, and Professor Peter Hutchings (Northumbria University). The 

lively discussion that followed examined some of the themes raised by the 

conference and attempted to examine 'what is British horror' and 'what is the 

future of British horror'. Despite some attempts to shift British horror into 

different territories and historical discourses, the discussion continued to revolve 

around the horror films of Hammer and the films that followed the demise of the 

studio. Despite papers earlier in the day that had argued for a different 

interpretation of Hammer, the studio continues to dominate discussions of 

British horror. This theme continued into the second day where during the 

discussion with the filmmaker Pete Walker and later in the day, the directors 

Jake West, Johannes Roberts and Steven Sheil, Hammer continued to appear in 

discussions about British horror. Nevertheless, the future of British Horror 

Cinema remains reasonably optimistic, despite the ongoing problems of 

financing, distribution and exhibition that has been a feature of British cinema in 

general. It was also obvious from the papers presented at the conference that 
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the understanding of British Horror past and present will continue to offer 

interesting and thoughtful areas of debate.  
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IMAGEing Reality 

University of Navarra, Spain, 22– 24 October 2009. 

A Report by Stefano Odorico, University College Cork, Ireland 

 

In October 2009 the School of Communication of the University of Navarra 

(Spain) held the 24th International Conference CICOM, a three-day symposium 

entitled 'IMAGEing Reality'. Organised by Efrén Cuevas and Alberto N. García, 

the conference has been an important meeting for international scholars who 

deal with realism and its value of truth in different fictional and non-fictional 

film, TV and new media genres, forms and formats. 

The question of realism has always (especially since studies carried on by Bazin 

and Kracauer) been at centre of the debate on the moving image, a debate that 

has became more important due to the introduction of new digital technology 

and media platforms. Realism in film is usually associated with the property and 

ability of the film medium to produce an 'impression of reality'. Cinema, TV and 

contemporary digital media, are based on different technologies and different 

theoretical approaches, which increase the issues about the production and 

reproduction of what is considered as real. 

The aim of this event was to create a meeting point for reflection and debate on 

issues related to realism, building on the understanding and analysis of the 

historical, practical and theoretical contexts developed during the last century in 

the field of film studies; exploring, according to the organisers, "the present and 

future developments of our audiovisual societies". As suggested in the call for 

papers, "Contemporary society finds itself increasingly shaped and conditioned 

by audiovisual media, from the traditional ones, such as the cinema and 

television, to the newer platforms, as well as by its growing reliance on the 

Internet as a content supplier." Our contemporary everyday life, through the use 

of different technologies (computers, mobile phones, mp4, etc.), is more and 

more fed by still and moving images, and by sounds registered by omnipresent 

cameras: "professional products for the traditional screens now compete with 

amateur and domestic images, or with the anonymous world of the omnipresent 

security cameras. In spite of the revolution introduced by digital technologies, 

we continue to rely on the audiovisual 'document' – in the form of news, 

documentaries and home videos – and we continue to be captivated by the 

'realism' of the representation of human interactions and conflicts that cinema 

and television offer us, both in the classic modes of fiction and non-fiction and in 

newer formats such as reality TV." 

Although a small conference in terms of the number of delegates, the event 

attracted media scholars and professionals from a number of European countries 

beyond Spain, including the UK, Ireland, Germany, and Denmark, as well as 
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from the US and Australia. Thanks to a top class advisor board, composed of a 

number of well known international scholars in this field: Josep María Catalá 

(Universitat Autónoma de Barcelona), John Corner (University of Leeds), Arild 

Fetveit (University of Copenhagen), Richard Kilborn (University of Stirling), 

Roger Odin (Université Sorbonne Nouvelle), Àngel Quintana (Universitat de 

Girona) and Laura Rascaroli (University College Cork), IMAGEing Reality 

positioned itself as one of the most prestigious European conferences about 

documentary, realism and the new media; an appointment that reflects the 

contemporary interest, dynamism and development of current research on these 

topics. Furthermore, the organisers did stellar work in putting together a varied 

and remarkable program, managing to provide a good range of papers delivered 

by both well-known speakers and upcoming scholars. 

The meeting focused mainly on different aspects of realism in filmic forms, new 

and old media and, more in depth, on all the new tendencies in non-fiction. The 

papers presented moved from issues of realism as theoretical approach (Àngel 

Quintana, Marta Torregrosa) to the analysis of new media, new modes and 

documentary forms (Florian Mundhenke); through reflections on the 

documentary cinema form (John Corner), and cinematic archives. Also issues 

related to ethics, space/time, poetics, reception of violence (Juan José García-

Noblejas) and spectatorship were analysed in depth by the speakers, with 

particular attention given to the problematic concept of the rhetorical and 

ideological aspects of the representation of realism (Laura Rascaroli, Alberto N. 

García, Begoña Glez Cuesta). Among the high quality presentations, I would like 

to note three interesting papers. 'Are there really more than three modes of 

documentary representation?' by Aril Fetveit, associate professor at University of 

Copenhagen, attempted to reshape or, better, to reconceptualise the traditional 

documentary modes (in chronological order: the poetic mode, the expository 

mode, the observational mode, the participatory mode, the reflexive mode, the 

performative mode) theorised by Bill Nichols in his books Introduction to 

Documentary (2001) and Representing Reality (1991). In his paper, Arild Fetveit 

asks if Nichols' modes are useful only at an educational level (in order to teach 

documentary), or if they really are the basic structure for documentary studies. 

According to his paper, the difference between the first three and the last three 

modes is not completely clear and, in addition, the second three have been 

construed later on different models (post-modern). Fetveit concluded his 

presentation by identifying similarities between Nichols' modes and Jakobson's 

model of communication and by suggesting the possibility of using alternative 

models in documentary analysis, such as the earlier Nichols' modes of address 

and John Corner's account in the book The Art of Record (1996). 

Particularly interesting was also the presentation by Roger Odin of the Université 

de Paris III Sorbonne Nouvelle, in which he attempted to articulate the concept 

of a 'making of' mode based on his semio-pragmatic theories. The paper 

conveyed a broad analysis in which Odin argued that in our society the content 
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is frequently disappearing, while everyone's concern is with how they can use 

the tool, rather than with what they can do with the tool: 'making of' in 

opposition to 'making what'. In order to ask questions to the enunciator in terms 

of identity, making of and truth, he proposed a number of examples of uncritical 

use, starting from mobile phones (always present in his studies), to painting and 

to installation works in which the viewer is only concerned with how the work is 

actually working, rather than with what the content of the piece is. 

Finally, regarding new media and new technologies, an important contribution 

was the paper delivered by Josep María Catalá, professor at the Universitat 

Autónoma de Barcelona, which focused on new ways of production and analysis 

in documentary films focussing on the spectator. Catalá has been working for a 

number of years on technological cinematic innovations and non-fiction film, 

with references to classic theories such as 'degree zero' by Roland Barthes. In 

2006, he published the book "La imagen compleja. La fenomenología de las 

imágenes en la era de la cultura visual". In this fundamental text, he tackles 

repeatedly the question of realism in film studies and analyses how the 

incrementing and diffusion of images in our society, as a result of the use of new 

technologies and new media tendencies, changes the way in which we see the 

world using these new images and, at the same time, alters the concept of 

image itself. 

In Pamplona he exposed the concept of interface, in relation to computer and 

digital images, which transforms narrative, within an 'exhibition mode', in an 

enunciational context. Furthermore, in order to analyse the rhetorical 

implications of the interface (and the search for new interfaces), Catalá proposed 

various examples of contemporary documentaries, including web and interactive 

documentaries and cross-platforms. 

In conclusion I would like to draw attention to the fact that the small size of the 

conference permitted those attending to participate fully in the range of events, 

allowing for vibrant and stimulating discussion. Which is something often lacking 

in many other international conferences. 
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The Moving Image: Reconfiguring Spaces of Loss and 

Mourning in the 21st Century 

Centre for Research in the Arts, Humanities and Social Sciences, University of 

Cambridge, 26-27 February 2010. 

Jenny Chamarette, Fitzwilliam College, University of 

Cambridge, UK 

 

Silence, Blueness: Mourning, Memory Studies and the Moving Image. 

The interstices of disciplines, particularly those engaging with public and private 

affect, are often silent ones. The difficulty emerges, then, in trying to make that 

silence speak: to work, sensitively and tactfully, filling in the gaps where 

disciplines collide, to produce new and innovative thinking. In the case of loss 

and mourning, the act of speaking these themes is not a simple one – 

sometimes the impossibility of loss is simply unutterable, and other articulations 

or illuminations must take the place of speech – illuminations such as that work 

of light and dark, the moving image. 

The Moving Image: Reconfiguring Spaces of Loss and Mourning in the 21st 

Century was an exceptional event, in that it offered a sensitive and judicious 

space for speaking these spaces of loss and mourning. Over the course of two 

days, these twin themes were discussed and illuminated in the multiple 

theoretical and practical contexts of the moving image, allowing such contexts to 

unfold across a wide range of academic and practice-based disciplines, including 

film studies, history, psychology, psychoanalysis, anthropology, psychiatric 

practice and counselling, art history and French studies. The latter discipline 

permeated many of the papers presented, and filmmaking figures associated 

with French and Francophone culture often emerged as the locus of discussion 

on issues of mourning, exile, trauma, justice, grief, nostalgia and death. 

Principally organised by Anna Elsner, alongside Richard Armstrong, the 

intellectual significance of this conference far exceeded its brief. Having won 

funding in the prestigious annual conference competition run by CRASSH, the 

highly-regarded centre of interdisciplinary research in the Arts, Humanities and 

Social Sciences at the University of Cambridge, The Moving Image was also 

supported by the French Embassy, the Society for French Studies and the 

Faculty of Modern and Medieval Languages at the University of Cambridge. In 

addition, the event was generously sponsored by Lenore Ruben, a highly 

prominent New York-based psychotherapist who has worked with the families of 

9/11 victims. The significant range of inter-institutional and personal support for 

the conference spoke to many of the conference's concerns: finding ways of 

bridging the gaps between the academic and therapeutic discourses surrounding 
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issues of grief, mourning and cinema, and the personal and interpersonal 

trajectories of treatment, of coping with death, and of rehabilitation via the 

moving image. 

The two keynote speakers, Jay Winter and Carol Mavor, bookended the 

conference with distinctive, but very different approaches to the question of the 

image that moves, both physically and emotionally. Winter, who is the Charles J. 

Stille Professor of History at Yale University, opened the conference with a  

plenary lecture on the role of silence in the moving image, particularly with 

reference to silence as a 'performative non-speech act'. Akin to the speech acts 

invoked by JL Austin and developed in identitarian and political thinkers such as 

Judith Butler, Winter claimed silence as a space apart from the absence of 

synchronised dialogue and diegetic sound more conventionally associated with 

the silent film. 

Winter's discussion of Abel Gance's silent masterpiece J'Accuse (1919) and its 

counterpart remake in 1938, argued that silence, as an instance of refusal to 

speak of the horror of war, in Gance's first film, far outstripped the proclamatory 

monologues of the 1938 remake in their affective intensity. Drawing upon the 

work of Marc Augé and of the composer John Cage, Winter argued for a series of 

categorisations of 'purposeful' silences, demonstrating their own social and 

cultural construction. Specifically, Winter held Gance's J'Accuse of 1919 as 

participating in an essentialist silence, which cannot speak of what is not 

experienced – which contains the secret, for instance, of war as ineffably 

incommunicable to those who did not experience it directly.  With the illusion of 

presence, of 'being there' truncated by the absence of a voice, or diegetic sound, 

the full unknowability of war is respected, and consequently a pacifist respect for 

the dead is fostered. Winter's compelling account of the relation of performative 

silences to political and ethical gesture proved an elegant and persuasive 

opening, which resonated with debates throughout the rest of the conference 

tied both to the gestures and the technicalities of silence in the moving image. 

In papers on succeeding panels, the space for silence – for withholding sound – 

resonated deeply with discussions of the works of Chantal Akerman and Jean 

Renoir, by Marion Schmid and Colin Davis respectively. Schmid argued for a 

compulsive, ritualised time of mourning in Akerman's filmHistoires d'Amérique 

with an exceptionally fine attention to the formal detail of what she described as 

a 'poetics of spectrality as a central visual strategy' of Akerman's work in 

consolidating with, and moving outwards from, her Jewish history. In 

contradistinction, Davis, whose seminal work,Haunted Subjects: Deconstruction, 

Psychoanalysis and the Return of the Dead, was hugely significant to the 

insistent return of ghosts and spectres to the panel's discussions, interwove an 

engagement with mourning and melancholia as discussed by Freud and 

subsequently in Trauma theory, and Renoir's 'The Woman on the Beach' (1947) 

– his most unsuccessful English language film. Davis revealed the beguilingly 

similar processes of acting out and working through, critiquing implicitly the 
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necessity of one process to incite compulsive return to the same and 

consequently the designation of melancholia as an 'unhealthy' state, and the 

other to incite a repetition that will incur healing towards 'healthy' mourning. 

Intertwining the narrative depictions of the film, and the personal difficulties of 

the filmmaker, Renoir, Davis produced a highly compelling account of these dual 

attempts to retain some kind of fidelity to the dead in 1947. Resonating, or 

perhaps returning to some of the questions of repetition in Schmid's paper on 

Akerman, these more academic avenues of enquiry were framed by a 

presentation from Colin Murray Parkes, the Emeritus Consultant Psychiatrist to 

St Christopher's Hospice, Sydenham, with a long and illustrious career in 

treating trauma, grief and bereavement. His gentle critique of contemporary 

media in producing incessant exposure to violence and horrific imagery 

suggested that better training for the media, and for audiences, in 

understanding responses to death and to national disasters, might contribute to 

a less horrifyingly numbed attitude to violence, and a greater ease in dealing 

with the inevitability of death and of loss. 

In subsequent panels, attention was drawn both to the ideological disparities of 

film, and its healing potential, in papers from Lisa Downing, and Emma Wilson, 

alongside myself. Drawing on Lee Edelman's profoundly anti-heteronormative, 

anti-reproductive volume, No Future, Lisa Downing engaged powerfully and 

profoundly with the fallacious visual rhetoric of childlessness as a form of death, 

or of the death of a child as a hierarchical 'worst form' of death. Downing 

critiqued Nicholas Roeg's Don't Look Now (1973) for its endorsement of this 

fantasy, while endorsing Lars Von Trier's recent film Antichrist (2008) for its 

excessive exposure of this fantasy, which invites self-reflexivity and critique on 

the part of an audience which all-too-easily participates in the ideological 

assertion of childlessness as death. By contrast, Emma Wilson's elegant and 

understated account of palliation, the call to touch, and the spaces of healing in 

a developing corpus of work that might be described as palliative art, focussed 

on the film Histoire d'un secret directed by Mariana Otero in 2003. Wilson's 

delicate enunciation of the spaces of palliation in the case of a film dedicated to 

uncovering Otero's lost mother, herself an artist who died of a secret backstreet 

abortion when Otero was young, drew upon the quietness and silence of painting 

as a locus of touch, of female homosociality and consensuality, as well as the 

museum and the gallery as a space of letting-go, and of the circulation of grief. 

This contrast between the creation of space for mourning, the refutation of 

grief's ideological manifestations, and the possibility of silence as a kind of 

justice or fidelity to the dead, reoccurred in discussion throughout the 

conference. Laura McMahon's delicate paper articulated the spaces of justice in a 

complex negotiation between the writings of Jean-Luc Nancy and Jacques 

Derrida on mourning and justice, and a formally finessed and refreshed regard 

towards the films they discuss. This kind of justice of the image – an image just 

in time – was echoed in a later paper by Song Hwee Lim on Tsai Ming-Liang's 
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cinema of slowness, who, employing Laura Mulvey's Death 24 X A Second, 

argued for a cinema that lingers on the long, still take, as a cinema that both 

memorialises the image and frees the spectator to reflect upon the intersection 

of the present moment and the past resurfacing of memory, crystallising the 

nostalgic 'bereavement' of the cinephile who laments the passing of the great 

age of cinema. 

Nostalgia, both for a past lost and a past imagined, also permeated the 

discussions held over the course of the two days. In particular, Martine 

Beugnet's paper on Frédérique Devaux's 'K' films drew on the power of the 

nostalgic image, such as found footage, and on the processes of mourning 

enacted both through the repetitive, incantatory qualities of sound, rhythm and 

movement in the films, and practiced in the painstaking process of preserving 

and altering the found footage film, frame by frame. Her film becomes an active 

process of mourning practice, whether palliative, in Wilson's sense, or perhaps 

repetitive, in Davis' manner. Such processes of mourning, of lament, and of 

allegorical commemoration, were equally present in papers given by Omri 

Grinberg, of the Hebrew University, Jerusalem, and of theorist-practitioner 

Ariella Azoulay, who articulated practices in film such as Atash (dir. Tawfik Abu 

Wael, 2004) and Azoulay's 16 minute film Food Chain from 2002, which occupy 

interstitial territories between personal mourning, civil laments and political 

imagination. 

It would prove almost impossible not to speak of the political imagination with 

relation to cinema and mourning, and indeed the shadow of the most horrifying 

events of the 20th century did entwine with discussion of that most 20th century 

medium, cinema. In a panel dedicated to The Living Dead, spectres of the 

Holocaust inhabited all three papers. Exploring a small facet of his broader 

AHRC-funded collaborative project with Griselda Pollock on the Concentrationary 

Imaginary, Max Silverman focussed on games and death – or rather death 

games, in Michael Haneke's Funny Games (1997). He argued that the kinds of 

hypervisibility and double exposure of the spectator at work in Funny Games 

commented critically on the reality game show model of programmes such as 

The Weakest Link and Big Brother. The chilling and compelling injunction, 'You 

Decide', inFunny Games as in its game show reality TV counterparts, represents 

for Silverman a constituent part of strategies of dealing with death, that both 

aestheticise and banalise inhumanity. Silverman argued that this perilous and 

ultimately annihilating gesture, albeit usually sugar coated and removed, forms 

in part a concentrationary logic, whose unknowable horror lies beneath our 

contemporary cultural landscapes. 

Libby Saxton's more specific interrogation of the 'unequal hierarchies of loss 

produced by mainstream media' engaged highly persuasively with Nicolas Klotz 

and Elisabeth Perceval's La Question humaine (English title: Heartbeat Detector, 

2007) to discuss what may still be revealed of the question of human tragedy 

and grief within a relatively mainstream, high-distribution film. Saxton 
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eloquently produced a counter-reading of La question humane, not as a 

corporate thriller which savagely critiques neoliberal capitalist profiteering via 

analogous relations to the Third Reich, but as a kind of horror film of non-

generic proportions, that explodes myths of racialised hierarchies of grief. This 

extraordinary paper developed its central argument via meticulously close 

analysis of the forms, textures, and backgrounds of the film, in particular wall 

hangings, colour tints, industrial backdrops, in conjunction with nuanced and 

deeply enlightening engagements with Zygmunt Bauman's writing on modernity 

and the concentration camps, Giorgio Agamben on 'bare' life, and Judith Butler 

on 'grievable' life. By contrast to Silverman, Saxton argued along the lines of 

Agamben – namely that the question of human horror, the logic of exception as 

exposed in La Question humaine pre-empts the concentrationary horror and has 

circulated a great deal longer than this particular sorrow of the 20th century. 

Kristian Feigelson's paper, situated between these two arguments, and precisely 

in the realm of filmic archive and mourning the horror of the Holocaust, 

presented the Nazi propaganda film that exists now only in fragments, Der 

Führer Schenkt den Juden eine Stadt (English title: The Führer Gives a City to 

the Jews, 1944). Feigelson's paper raised hugely significant questions on what 

precisely to do with such material – a film that was made in Theresienstadt, the 

Jewish ghetto where so many thousands of Jews starved, died of disease, or 

were transported to labour and concentration camps. Leaving the space for a 

quieter kind of contemplation in the face of material that does not present but 

which rather encodes horror, Feigelson asked, 'Is film an agent of a source of 

history?' 'What is it to act one's own death?' Or to be forced to perform in the 

face of its inevitability at others' hands? In a sense, the Theresienstadt film 

espouses precisely what Benjamin had written in his Écrits français – 'the 

continuity of history belongs to the oppressors – the history of the oppressed 

reveals discontinuity'(Benjamin, 1991: 38). 

Much material then was condensed into the space of less than 24 hours, and yet 

the sum of the papers given and the enthusiastic discussion established with the 

conference audience, far exceeded the whole. Professor of Art History and Visual 

Studies at the University of Manchester, Carol Mavor's poetic, meditative 

reflections upon the colour blue, the blueness, the reticence, the impossible 

unknowability of Proust's Albertine in A la recherche du temps perdu and 

Akerman's Ariane  in her filmic quasi-adaptation, La Captive (2000), unfolded 

and refolded pathways of thinking and seeing blue, the colour of impossible 

mourning, in a final performance that was breathtaking, while also leaving 

spaces for breath. The incorporation of blue objects, artworks, clips from La 

Captive and associative objects with the works of Proust served to leave space 

for associative thinking, rather than rhetorical linearity. 

Aside from the ground-breaking work achieved at this conference in finding ways 

of speaking silence, of silently articulating death, of rejecting hierarchies of 

mourning  and of producing a grounds for fidelity to the dead, one of the most 
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striking aspects of this conference was its openness to multi-disciplinary ways of 

speaking. While the length of this report cannot do justice to the moments of 

space, silence, and performative speech, The Moving Image: Reconfiguring 

Spaces of Loss and Mourning in the 21st Century also permitted consenting and 

dissenting voices to be heard across a spectrum of academic, therapeutic and 

artistic practice. Though relatively small in size, this conference will no doubt 

contribute significantly to producing a shared language with which to speak, 

even silently, of the place of death and the spaces of mourning. The convenors 

and CRASSH should be warmly congratulated for it. 

Bibliography 

Benjamin, Walter Écrits français Paris: Gallimard, 1991. (Feigelson's translation) 

  

  



  Conference Reports 
 

Issue 18, October 2010  17 
 

NECS  2009 3rd Annual Conference: Locating Media 

Lund, Sweden, 25 - 28 June, 2009. 

A Report by Andrea Virginás, Sapientia University, Cluj-

Napoca 

 

Thanks to the smooth confluence of scientific sessions and chill out events, as 

well as the quietness and serenity of the Lund University location, one 

sometimes felt compelled to lose sight of the dense scientific charge of the 2009 

NECS conference site. This charge was primarily manifested in the five or six 

sessions unfolding in parallel mode from Thursday to Sunday. Therefore the fact 

that the rooms for presentation were within reasonable distance from each other 

and mostly had a back entrance, was most welcome for those who kept surfing 

between panels. Scientific charge was also constituted in the serious topical and 

conceptual challenges addressed to us during the three keynote addresses, held, 

in order, by Ginette Vincendeau (King's College London), Duncan Petrie (York 

University) and Janet Staiger (University of Texas). 

The sessions I attended betray my personal interests: the idea of genre, 

approaches to Hollywood, and ways of conceptualizing perceptually saturated 

filmic experiences. However, there were further topics – emphasized enough "on 

location" – which also caught my eye: minutely researched production practices 

in particular historical contexts or the convoluted links between space and its 

(visual) or (conceptual) representation, not to mention the analyses of the films' 

reception processes. Still, because of too many panels happening at the same 

time, and my being new to a NECS conference showcasing so much valuable 

research, I was unable to carefully follow the "arty" end of my interest, the 

conceptualization of recent New Waves in European cinema. Unfortunately, 

space won't allow me to relate all the presentations I attended, so I will 

concentrate on those that proved to be truly challenging. 

On Thursday, from among the last group of sessions, I chose the one entitled 

Tourism and Geography. Miklós Kiss (Groningen) reversed the basic question of 

how tourism to certain destinations develops because of films and instead dealt 

with the (narratological) motivation of 'real places' (products?) placed in 

otherwise fictional stories, based on such examples as Mamma Miaor In 

Brugges. He concluded that successfully placed real life entities don't necessarily 

have (or need) a storyline motivation as well, simply because they are credible 

as such. The last two speakers both recreated Liverpool: Les Roberts (Liverpool) 

contrasted a shiny and spectacular City Council promotional with the imaginary 

and elliptical cityscape emerging from Alex Cox'sThree Businessmen, stressing 

the importance of long takes in creating a real sense of place, while Ryan Shand 

(Liverpool) analyzed two 1960s amateur videos, one fictional and one 
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documentary, which mimed the look of suburban travelers to the busy city in 

which they remained outsiders, as demonstrated by the images worthy of any 

tourist visit. 

On the 26th of June the Questions of Locality and Globality session united four 

strong presentations: Ben Goldsmith (Brisbane) spoke about the location of 

international (actually Hollywood) film and television productions on Australia's 

Gold Coast, backed by statistics. The last items were of great help to Kristian 

Feigelson (Paris) as well in his  argument that Hollywood is not the only 

synonym for "global" or even "glocal" cinema, since Europe, and furthermore 

India and China all have significant film productions, even if they do not invest 

as much in "overseas" export as does Hollywood.In turn, Peter Krämer 

(Norwich) synthesized "Hollywood's global imagination" as global stories of 

global threats and redemptions for global audiences", and he offered a most 

ingenious vision about global Hollywood (and I hope to quote it correctly): "a 

medium for creative global self-representation and self-imagination used by all 

people". However, and most sympathetically, he dared to introduce a personal 

touch; namely whether one's personal preoccupation  with global order, climate 

change and ecological issues  has a justified existence in the field of media and 

film studies.  Can this discipline offer any answers to the intellectual challenges 

our real lives are facing – besides analyzing happy ending stories about humans 

meeting extraterrestrials? The last presentation of the session by Per Vesterlund 

(Gävle) was a most interesting case study about a 1959/60 Swedish-American 

(transnational) co-production, a horror movie entitled 13 Demon Street/The Girl 

in the Glacier. Vesterlund's speech traced the production process of the film and 

the mutual disagreements and problems both on the part of the "professional" 

Hollywood faction, and the "amateurish" Nordisk Tonefilm. 

In the noon group on Friday, Angelos Koutsourakis (Sussex) spoke about films 

that recreate and imitate theater space to their own specific ends of questioning 

the transparency of the (filmic) medium, with such examples as Dogville, and 

Travelling Players  in a paper entitled Sites of Art and/in Cinema. Florian 

Mundhenke's (Leipzig) topic was constituted by James Benning's landscape films 

from 1981 to 1999, among them Great Central Valley; in the case of which the 

camera is placed in a more or less accidental position and begins filming for the 

length of one film reel, in extremely long takes, with no previous dramaturgy. As 

Mundhenke argued, the frame itself becomes a narrational tool, allowing for the 

emergence of something more real (even if only a metaphor) in the image of the 

landscapes than in the case of most films. Ágnes Pethő's paper examined two 

films by José Louis Guerín, In the City of Sylvia and the werkfilm Photos from 

the City of Sylvia, through the filters of theories about inter- and remediation, as 

well as (photographic) flânerie. To my great surprise, during the NECS 

conference, gender(ed) screen theories were hardly visible, attesting to the 

vanishing of the mainstream usage of this methodology. Still, Malgorzata 

Radkiewicz's (Cracow) fourth presentation about two Polish feminist video artists 
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was an exception, with well chosen clips that illustrated the argument about 

emphasis on the personal and embodied experience of these artists, filming for 

example in Budapest's public baths. 

I visited one panel of the two afternoon time slots; the one convened by the Film 

Festival Research Work Group and entitled Out of the Ordinary: Festival Spaces. 

Mark Gallagher (Nottingham) spoke about the recent years of Steven 

Soderbergh's career, with a special attention to how big budget successes such 

as the Ocean-films earn critical and review success to a commercially viable 

Hollywood director, the profile of whom, in contrast, changes radically in the 

light of his low budget personal projects which nearly exclusively participate in 

the festival circuits, such as The Girlfriend Experience or Che. Gallagher called 

Soderbergh "a bipolar industry agent", perceived as such by the industry 

reviewers themselves: an auteur who may fail in experimenting, but a high 

profile director who always lives up to previous Ocean-films. Charles-Clemens 

Rüling (Grenoble) presented an interesting sociological case study of the Annecy 

International Animated Film Festival and Market, conceptualizing this important 

event with the help of organization theory and ecologies of learning. Rüling's 

main thesis was that such business festivals as Annecy, fully concentrating on 

the needs and perspectives of the animation industry rather than the 

expectations of the audience (as in Cannes), constitute good contexts for 

mimetic learning processes, where the industry agents may learn reducing 

search costs and ambiguity, revising their aspiration levels and mediating the 

tension between learning and competition. 

With a further good and structured panel on genre on the last day of the 

conference, by Spanish presenters, Locating Genre, one could gain a well 

contoured image of genre movie research á la European, so I will unite the 

report on these two panels. Besides the clearly visible standpoint that (post 2nd 

World War) European film production has been relying on generic panels 

imported from Hollywood or Hong Kong, reworking these in the process of 

appropriation, the other major idea emerging from these panels was a 

"Europeanized" reading of truly American genres such as crime or road movies, 

along questions of spatial determination or an ethical-humanist problematic. 

In his richly documented presentation Harald Steinwender (Mainz) spoke about 

the European western of the 1960s, emphasizing the irony but also the 

persistence of brutality and sheer aggression in pieces of the genre when 

compared to American contemporaries. He argued convincingly that the 

paradigmatic turn in the American western, in the films of Arthur Penn or Sam 

Peckinpah can be seen as a continuation of preceding European developments. 

Alexander Zahlten's (Mainz) topic were Asian-European co-productions in the 

1960s/1970s (more than 10 films), mainly related to the Shaw Brothers' firms, 

and examined such "signs" of co-production as a Chinese Samurai figure into 

which an aristocratic European vampire is transformed. 
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The "Spanish" genre panel, Locating Genre, was a carefully organized one by the 

Genre Research Group at the University of Zaragoza, where all the presentations 

related to a 1981 theoretical axiom by Thomas Schatz, according to which there 

are genres that happen in determinate spaces (the western), and others which 

happen in indeterminate spaces (as the romantic comedy). Juan A. Tarancón 

(Zaragoza) spoke about contradictions in the mythic landscape of the western, 

with highways and malls "scarring" the natural views. Luis Garciá-Mainar 

(Zaragoza) examined recent crime filmswhere a melodramatic twist is also 

present in the light of the thesis about New Individualism. In the Valley of Elah 

we find the same desaturated, 1970s crime film images as inZodiac or No 

Country for Old Men, the other New Individualist movies, where realism and 

stylization are in harmony with breaking the Schatzian rule of the crime genre, 

the characters not being isolated from the surrounding space, but deeply 

involved with it. Carmen Indurian (Navarra) followed the process of the road 

movie's space becoming more indeterminate from the 1940s onwards, 

concluding that by the 1990s in such films as To Wong Foo…the spaces are 

utopian, and embracing all types of minorities. Beatriz Oria (Zaragoza) disagreed 

with comedy's happening in an indeterminate space, and gave interesting 

examples from the television series Sex and the City, where New York is a good 

place to live and contrasted  with the rigidity of Los Angeles as in Woody Allen's 

comedies. The last presentation by Iván Álvarez (Zaragoza) focused on the 

current "fictions at the limits of the real", the blurring of boundaries between 

fiction film and documentary inSunday, Bloody Sunday for example, where in 

spite of the grainy shots and handheld camera what we see is a fictional film. His 

most memorable example was a 2000 film b M. Gomez, This Dear Month of 

August, where what begins as a documentary film becomes a fictional one 

simply thanks to style, as a filter is placed on the camera's viewfinder without 

changing the shot itself. 

The last session I want to mention was the Sunday Colour Aesthetics, with two 

beautifully documented presentations: Kristian Moen (Bristol) spoke about 

Eisenstein's colour theory as applied and mirrored in Walt Disney's 1930s 

animated cartoons, arguing that similarly to Eisenstein, the American 

cinematographer was also interested in colour in itself, "in orange as separated 

from oranges". Sarah Street presented  on the early years of introducing colour 

in British cinema, and made several intriguing observations: that colour was 

used to present Heaven, while Earth remained black-and-white, that flowers 

became spectacles in themselves because of their colourfulness, thus the 

representation of nature on colour film achieved a hyper-realistic and magical 

effect. 
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New Waves: XII International Film and Media 

Conference 

Transylvania, Romania, 22 - 23 October 2009. 

A Report by Hajnal Kiraly, Independent Scholar 

 

The story of Film and Media Conferences in Transylvania goes back to the late 

nineties, when a small group of graduate and post-graduate students from the 

local state university gathered around Professor Ágnes Pethő (who, at that time, 

held facultative courses of 'Film Poetics' at the Faculty of Humanities), and 

organized seminars, symposions and workshops on inter-art dialogue and 

intermediality, reflexivity in films, film specificity, film-image-text issues and on 

Greenaway's Pillow Book. After this pre-institutional phase the Sapientia 

Hungarian University of Transylvania and the Department of Photography, Film 

and Media was founded, and these isolated workshops grew into a series of 

increasingly prestigious international conference dealing with the most actual 

issues of Film Theory and Intermediality: Synchronic Structures in 2004, 

Chances of Film as Art(2005), Imagination and Interactivity (2006), Words and 

Images (2007), Reality or Fiction?(2008) and finally New Waves on 22-23 

October 2009. 

Inspired by the 50th anniversary  of the beginning of the French New Wave –

films like Godard'sBreathless, Truffaut's Four Hundred Blows, Hiroshima Mon 

Amour by Alain Resnais, Bresson'sPickpocket all premiered or were produced in 

1959 – the call for papers went far beyond the celebration or even re-

interpretation of the most influential cinematic phenomenon in Film History. 

Besides the legacy of the French New Wave and other European National New 

Waves, the proposed topics included all New Films and New Cinemas or any 

defining, original tendencies, contemporary experiments with film language. The 

issues to be addressed were the following: the reinterpretation and re-evaluation 

of the more or lesser known works of the French New Wave; the issue of 'reality 

and 'fiction'; the combination of the elements of 'cinema vérité' and intellectual 

abstraction characteristic to the French New Wave; the analysis of the influence 

of French New Wave films on different national films, on the (independent) 

American cinema or on popular culture (e.g. Hal Hartley, Quentin Tarantino); 

parallel phenomena between developments in post-1989, post-communist 

Eastern European cinema, and the New Wave (a  highlighted topic constituted 

the "new waves" in contemporary Hungarian and Romanian cinema) and finally, 

"New waves," generational stylistic phenomena in the context of "World Cinema" 

that may be compared to the French New Wave.  
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Thirty-eight scholars, post-graduate and graduate students from all around the 

world – mostly from Europe, but Africa, Australia and the United States were 

also represented – responded to this call, not only covering the proposed topics, 

but also adding new points of view and interpretations to it. The extremely rich 

program, running in two parallel – English and Hungarian – sessions followed a 

top-down structure: while the first day, opened by keynote speaker Yvonne 

Spielmann, addressed mostly theoretical and meta-theoretical, conceptual 

questions related to the conference topic, the second day presentations, 

introduced by the plenary lecture of Doru Pop on the New Romanian Cinema, 

were concerned with the emerging New Cinemas all around the world and their 

affinity to the 'old' New Wave. 

Professor Yvonne Spielmann from the University of the West of Scotland, an 

authority in media and intermediality studies and the research of visual and 

digital cultures, as well as hibridity, author of, among others, Video. The 

Reflexive Medium, in her plenary lecture New Waves in Contemporary Media 

Culture conferred a metaphorical and meta-theoretical interpretation to the 'new 

wave' idiom. The presentation relied strongly on suggestive examples from the 

international experimental video-art production and a presentation of their 

creating process – collecting data, documentation and synchronisation – a basis 

on which all her theoretical considerations were built. These mainly concerned 

the audiovisual inter- changeability (visualizing the non-visual: hence the 'wave' 

as image of the sound) and the need to overcome the barriers between arts and 

cultural discourses, arts and media. As a logical continuation of these principles, 

the first sessions of the conference dealt with the practice of 'reframing' and 

reflexivity, one of the most distinctive legacies of the French New Wave. The 

presentation of Professor László Tarnay (University of Pécs, Hungary) On the 

Aesthetics of Simulation, while discovering a kind of continuity between the 

visuality of 'new cinema' and that of computer game graphics, went on analyzing 

this new kind of reflexivity, 'framing of the diegesis' and the immediate and 

immersive character of the 'new' film, achieving a 'perfect imitation' by 

expressing experience by experience. The case study of Annika Wik (Stockholm 

University) on Swedish artist Lina Selander's artwork reframing Godard's La 

Chinoise was concerned with multiple reframing, 'reframing reflexivity', adding, 

by appropriation (we're seeing films 'bleeding over into another') new theoretical 

notions to it. One of the most obvious, contemporary practices of 'reframing', 

that of film and video installations was the topic of the parallel, Hungarian 

session, raising issues like the similarities between the forme balade and 

theflâneur of the modern movie and the spectator of film installations (Andrea 

Éva Tóth, Ph D student, Charles de Gaulle University, Lille), the forms of 

'performative participation' in the case of a contemporary film by Hungarian 

Benedek Fliegauf, also presented as video installation (Krisztián Faluhelyi, 

University of Pécs, Hungary). Finally, this media-anthropoligocal approach was 

completed by an attempt at a narratological-aesthetical re-interpretation of the 

anthropological film of Jean Rouch  (Elemer Szabó, Hungary). 
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After this immersion in some theoretical concepts inherited from the New Wave, 

a closer look at the latest works of its most influential representants followed.  

Host Ágnes Pethő had her presentation on the possible figurations of 

intermediality and its relations to reality in some recent films by "the 

grandmother" of the New Waves, Agnès Varda. The thorough analysis of Les 

Plages d'Agnes and varied examples from many other films concentrated on the 

poetic figure and narrative device of metalepsis, a leap between levels of fiction 

and reality, performed by intermediality. Marco Grosoli (University of Bologna, 

Italy) brought a homage to Godard by a systematic decoding of his Nouvelle 

Vague (1990) and Helas pour moi, both taking the myth of auteur to its 

extreme, by death and resurrection, similarly to today's Author-concept of being 

nowhere and everywhere. Horváth Emőke Ágnes, a former student of the host 

department, attempted a revision of Chris Marker's films, based on Deleuze and 

Belting, but also on neurological findings on mechanisms of memory. The 

parallel Hungarian session tackled the influence of the New Wave in some 

specific Hungarian adaptations (Miklós István Szentpályi and Miklós Sághy), as 

well as the issue of teatrality in the contemporary Hungarian film (Lóránt Stőhr). 

The last sessions of the first day were dedicated to some sociological, cultural 

and civilizatoric affinities to the New Wave (cinéma vérité and documentation of 

poverty; as well as representation of Roma by Andrea Pócsik, Hungary; 

Samantha Michele Riley from the USA on a trans-national queer AIDS cinema 

and Ferenc Boné from the host department interpreted the presence of the same 

jukeboxes in Godard's and Kaurismaki's films).  The  Hungarian session was 

dedicated to some narrative issues of the New Wave (chromatic structures as 

narrative components in New Wave films by Dóra Börcsök; the interferences 

between the New Wave and Hitchcock'sRebecca, by Emese Pfuscher and the 

narrative characteristics of the sci-fi genre in the French New Wave by Dániel 

Vízkeleti). A film screening – featuring a selection from films made by students 

of the host department – closed the evening. 

This thematic diversity was carried forward on the second day by the numerous 

case-studies on new cinemas from all around the world. The highlighted topic of 

Romanian and Hungarian New Cinemas was opened by Doru Pop's plenary 

lecture on The Grammar of the New Romanian Cinema, concerned with the 

general characteristics (parametrical, non-subjective, indirect and psychological 

motivation, a cinema of dialogue) of  some latest, award-winning Romanian 

films. After a very animated discussion on the necessity to compare this cinema 

to other contemporary East-European cinemas, a session dedicated to the 

National New Waves from the sixties (András Szekfű, Hungary) and the new 

Romanian film followed (Andrea Virginás from the host university had her 

presentation on allegorical readings of Hungarian and Romanian New Wave films 

and Diana Popa was concerned with the original representation of authority and 

power in these films). The parallel session opened the series of case studies on 

the so-called World Cinema, concentrating on Turkish, Middle-East and Far East 
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productions: Hajnal Király raised the issue of Abbas Kiarostami's controversial 

relationship to the French New Wave and modernity in general, Tolga Hepdincler 

from Turkey analyzed the male gaze and misoginy in contemporary Turkish 

cinema, while Marco Grosoli, in his second presentation at this conference, 

compared the films of Korean Hong Sang-Soo to Eric Rohmer's moral tales. 

A remarkable  attention was reserved for the Berliner Schule and German New 

cinema: Maria Vinogradova (Russia) placed it within the tradition of new 

cinemas, Thomas Schick from Germany focused on Thomas Arslan's films in the 

context of the School, Zsolt Győri (Hungary) analyzed the role of these films in 

developing alertness to socio-cultural conditions and unconscious mechanisms 

that facilitated fascism, and Katalin Turnacker (Hungary) was concerned with the 

issues of authorship in this new cinema. These sessions were completed by 

Mátyás Csiszár's presentation on contemporary French Extremes. 

The last sessions filled the remaining gaps: Stefano Baschiera brought 

arguments for the existence of an Italian New Wave, denied by most critics, 

even attempting a new definition of it by placing the accent on its transnational 

aspects; Paulo Jorge Granja and Paulo Cunha, from the University of Coimbra, 

Portugal, realized a comparison between the New Portuguese Cinema of the 

sixties and contemporary Portuguese Cinema, and, respectively, tackled the 

influence of the French New Wave on the new Portuguese Cinema; András 

Verpeléti (Hungary), André Crous and Jacqui Miller went on presenting the new 

Hollywood Connection: Verpeléti analyzed the absurd in Wes Anderson's movies, 

Crous focused on "new realities" in films by Wes Anderson, Spike Jonze and 

Charlie Kaufmann; while Miller suggested an intertextual approach of Melville's 

Le Samourai, discussing its American legacy. The sessions and the conference 

ended with a surprising return to the figure of Jean-Luc Godard and, through 

him, the influence of the New Wave in Mozambique, Africa: Daniel Fairfax 

(Australia) related the story of Godard's failed contribution to the "Birth of (an 

image of) a nation", to the creation of a "televisual state apparatus". 

The main issues of the conference and the discussions left open were debated 

formally at the final round table discussion (which included the presentation of 

the new Film and Media Studies Journal of the Sapientia University) and 

informally at the closing dinner. With the publication of the best essays in the 

mentioned journal – expected for June, this year – the circle temporarily closes, 

just to re-open for new discussions in October 2010, on the occasion of the next 

conference having the topic Film in the Post-Media Age. 
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Open Graves, Open Minds: Vampires and the Undead in 

Modern Culture 

University of Hertfordshire, Hatfield, Hertfordshire, April 16 - 17 2010. 

A Report by Darren Elliott-Smith, Royal Holloway, University 

of London, UK 

 

As the University of Hertfordshire's conference on Vampires and the Undead in 

Modern Culture looked set to surpass its already overwhelmingly positive media 

attention (with articles appearing in both broadsheet (Guardian, Telegraph) and 

tabloid press) the tendrils of Eyjafjallajokul's volcanic ash plume threatened to 

strangulate many of the international delegates attempts to attend. Nevertheless 

though the gaseous grasp of the fittingly vampiric volcanic dust cloud did make 

some impact into the promisingly bursting set of parallel panels (a total of 70 

papers in all reduced to around 40-50), those that did manage to make it were 

instead gathered into a collective of thought-provoking, interdisciplinary children 

of the night. 

The conference reflects the University's development of its MA in Modern Literary 

Cultures, with a new module for 2010 in Reading the Vampire.  Conference 

organizer Dr Sam George went on record in press interviews stating her 

intentions were for the conference not to "be a stuffy traditional conference, I 

wanted it to be exciting and inspire people to become interested in vampire 

fiction." George indicates that a selection of the successful papers will be 

gathered as a collection to be implemented as a course booklet for the proposed 

MA. Indeed, the sheer variety and wealth of papers, however reduced, was 

testament to the popularity of vampires and the undead across mainstream 

media and academic research. 

Dr Catherine Spooner's opening keynote, 'Gothic Charm School or, How 

Vampires Learned to Sparkle' led the way for an analysis of the most recent 

incarnation of the vampire, in Stephenie Meyer's Twilight a 're-imagining' of the 

teen vampire sub-genre. Spooner's discussion of Meyer's 'de-fanged' and 

sparkling Cullen family was likened to Jillian Venter's (Gothic's very own Lady of 

the Manners) book, a bible on the Gothic aesthetic Gothic Charm School: An 

Essential Guide for Goths and Those Who Love Them (2009), both of which re-

cast the vampire and the Gothic style as accepted into mainstream culture and 

rendered somewhat anodyne. Capturing both the teen and middle-aged/middle 

class zeitgeist, it was no surprise that Twilight's controversially divisive (among 

enthusiasts and academics alike) vampires would re-emerge throughout the 

conference in various papers, yet none of which collectively threatened an 

exhausted analysis. A particular highlight among the many Twilight saga papers 
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was Dr Sarah Artt and Dr Sara-Patricia Wasson's (Edinburgh Napier University) 

paper on the 'Twilight Saga and the Pleasures of the Broken Body and the 

Shining Body' which sought to parallel the Bella's feminine masochism with that 

of Edward Cullen, seeing his diamond hard, but simultaneously shattered 

sparkling body as an indicator of his own masochistic physicality. Just short of 

dominating the line- up, the papers discussing Twilight, though varied, may have 

benefited from a move away from heteronormative readings of the Cullen's 

familial group, the influence of Mormonism and overarching the teen romance 

narrative. 

Similarly Charlaine Harris' Sookie Stackhouse series of books, like Meyer's 

fictions, share origins in popular novels, and the wealth of papers on True Blood 

also demonstrated the TV vampire as a fertile icon for academic analysis. Alex 

Tankard's paper 'You beautiful piece of dead meat: the negotiation of intimacy 

and sexual exploitation in Charlaine Harris's Sookie Stackhouse novels' was a 

fascinating exploration of the differences found between Ball's TV adaptation of 

Harris's novels which are primarily led by Sookie's interior monologue, while 

Xavier Aldana Reyes (Lancaster University) headed up a panel on Bad Blood and 

Infection with his own paper discussing the concept of blood anxiety and disease 

as empowerment. 'Who Ordered the Hamburger with AIDS?: Blood Anxiety in 

True Blood' focused mainly on the show's marginal black gay male character 

Lafayette as the series'  true possessor of threatening 'Otherness' in the face of 

the (largely) assimilated vampires of Bon Temps. 

The vampire as a metaphor for the marginal elements of Western society is a 

longstanding one. Of particular interest were papers that discussed the 

vampire's affinity with racial and sexual otherness including an enlightening 

discussion of representations of erotic ethnic lesbian vampire fiction such as 

Jewelle Gomez's The Gilda Stories (1991) in Dr. Victoria Amador's (Heriot-Watt 

University, Edinburgh) 'Dark Ladies: Vampires, Lesbians and Women of Colour'. 

Amador argued convincingly that queer vampires of colour are often empowered 

by their vampirism a move away from the plethora of reluctant male vampires 

from contemporary culture including Joss Whedon's Angel and True Blood's Bill 

Compton. All of which gave rise to a challenging panel on The Gay Undead which 

took in an analysis of the vampire as homosexual metaphor and the gay family 

in Poppy Z Brite's Lost Souls (1992) by Ian J. Scales (York St. John University), 

and an insightful consideration of right wing religious fundamentalism as pitted 

against the plight of vampire/gay rights in the Deep South in Alan Ball's second 

season of True Blood in True Blood, Real Life? Religious Fundamentalism, Gay 

Rights and the American South' presented by J Ryan Parker (The Graduate 

Theological Union). Parker's observations drew parallels between real life 

television married Baptist ministers Joel and Victoria Osteen, and the fictional 

'Light of Day Institute' husband and wife founders  Steve and Sarah Newlin. Both 

papers were indicative of a recent movement of narratives that present out gay 

vampires. Set against the vampire as homosexual metaphor the proceeding 
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discussion questioned what happens to the symbolic when vampiric 

homosexuality is explicit, finding that in such cases the figure often  operates as 

a cipher for further critiques of gay and lesbian sub-cultures, particularly in the 

case of Brite's fiction and HereTV!'s The Lair (2007) 

As the conference subheading suggests the vampire was not the only undead 

creature subject to analysis. Despite the specter of the shadowy hand of volcanic 

ash all but wiping out the promising Zombies! Panel, the shambling corpses 

proved resilient as the remaining paper, Darren Elliott-Smith's (Royal Holloway) 

'Death is the New Pornography!': Gay Zombies and Hypermasculine Cannibalism 

in Queer Horror', a challenging study of Bruce LaBruce's recent forays into queer 

zombie-ism was relocated into a neighboring panel. The possible threat of a 

sudden appearance of an unannounced zombie paper rewarded said sessions 

with a frisson of unpredictability.  However, with the vampire largely taking 

centre stage, the conference also allowed for recent interpretations of Victorian 

and Literary traditions and a panel devoted to Bram Stoker's iconic count, 

Dracula Lives! Standout contributions from these collective panels included: Dr 

Ivan Phillips' (University of Hertfordshire) multimedia oriented paper, 'The 

Vampire in the Machine: exploring the undead interface' was a refreshing 

consideration of the concept of the spectral, literary and digital interfaces via 

which the figure of the vampire is accessed by readers and spectators alike. 

Phillip's paper, part of a wider set of research considering the digital and 

analogue interface in new and old media, took in iconic texts such as Dreyer's 

Vampyr (1932), Tobe Hooper's Salem's Lot (1979) and their own visualization of 

screens, mirrors and windows as portals that can be mapped onto vampiric 

narratives within new media and how the fear of new technologies in the digital 

age lives onvia the vampire motif.  

Stacey Abbott's (Roehampton University) absorbing keynote 'Cancer with a 

Purpose': Putting the Cinematic Vampire Under the Microscope' ended the first 

day of panels with a plethora of examples from contemporary film and television 

that have seemingly 'medicalised' the vampiric state. As such Abbott's discussion 

called for a rediscovery of the vampire grotesque, the vampire as physical 

monstrosity in an age of the assimilative and increasingly anodyne undead. She 

argued that the horror genre predilection for the 'here comes the science part' of 

vampire narratives perhaps leads the way forward for the re-emergence of the 

truly monstrous vampire withinseemingly normative vampire races. Illustrating 

the point with Blade II's (Del Toro, 2002)  'reaper virus' as a particularly 

nightmarish example alongside recent film release Daybreakers (Spierig 2009) 

the keynote opened up to an illuminating debate taking in the conflation of 

science with religion in contemporary TV vampire fiction and intra-vampire sub-

cultural prejudices. 

Gothic themes and décor were delightfully evident throughout the two days. I 

would keep the following section in with tea and Gothic cup cakes being served 
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out of large coffins and culminating in a conference dinner in which delegates 

where invited to choose main courses from Whitby Salmon and Fillet Steak in 

Blood Sauce, from candle scorched parchment menus at tables decorated with 

dead roses. he conference closed with a keynote delivered by Marcus Sedgwick 

considering the creative energies involved as a writer of children's gothic and 

vampire fiction, with titles such as White Crow (2010) and Blood Red, Snow 

White (2009), the presentation allowed for a more rounded insight into the 

passion for the icon of the vampire within contemporary society. Bringing 

representatives from the publishing industry together with academics the 

keynotes were indicative of the gathered conference delegates, a refreshing mix 

of academia and genuine vampire enthusiasts.  

Despite the threat to air travel and, as a consequence - a few Twilight-top-heavy 

panels, Open Graves, Open Minds more than proved itself as (debatably, if we 

include Cine Excess III's International Conference on Undead in the Media, 

Brunel University, 2009) the first international conference on vampires and the 

undead and proved to be a truly fascinating and accessible yet academic study 

of the vampiric revenant within contemporary culture.  
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Re-Living Disaster 

Birbkeck College, London, 29-30 April 2010. 

A Report by Ozlem Koksal, London Consortium, London, UK 

 

Re-living Disaster was a two-day graduate conference organized by five PhD 

students: Sarah Joshi, Alexandra Brown, Astrid Matron, Caroline Rothauge and 

Geesa Tuch.  The event was supported by the London Consortium and took place 

at Birkbeck College between 29 and 30 April 2010. The conference consisted of 

four panel sessions, a film screening, a workshop and a plenary session, all 

looking to understand the filmic representations of natural and man-made 

disasters in film. The panels were titled as: Reclaiming National Identity, 

Rewriting World War II, Sense of Crisis and The Landscape After the Fact. The 

participants, coming from various different countries, looked at films that deal 

with disasters and catastrophic experiences, examining the ways film re-

members and re-presents these events. 

The first two presentations of the conference were about two distinct parts of the 

world with very contested histories. The first presenter Klaudia Sabo talked 

about the representation of Serbian youth in recent Serbian films. Sabo looked 

at how 'turbo folk' and gangster culture became the center of films in Serbia in 

the recent years. It was pointed out that these films, more often than not, see 

the crisis of society as the crisis of masculinity, a point that was returned to a 

number of times during the discussions throughout the conference. The following 

presentation also raised an important point to which the attendees came back to 

often in their discussions of the films. In her paper, Corinna Kaiser looked at a 

number of recent Israeli films, including the box office hit and critically acclaimed 

Waltz with Bashir (Ari Folman, 2008), and argued that film making can be 

therapeutic, not only for the filmmaker but also for the viewer. 

The points raised during the first two presentations were returned to during the 

workshop. The main topics of discussion included disaster movies and their 

connection to the idea of community building, the uniqueness and the singularity 

of the 'event' and various theories concerning individual and collective memory 

as well as technologies of memory in the process of remembering traumatic 

experiences. The concept of "postmemory" (Hirsch, 1997) as well as "prosthetic 

memory" (Landsberg, 2004) were discussed in detail in terms of their similarities 

and differences. 

The second panel of the day started with Maren Röger's presentation on the 

Andrzej Wajda filmKatyn (2007), based on the Katyn massacre, one of the most 

severe traumas in Polish history. After the recent plane crash that killed many 

government officials, including the Polish president, Röger decided to change her 
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originally scheduled presentation and talked instead on the public reaction to the 

plane crash, as the Wajda film became one of the main reference points of 

discussions in the media in Poland. Her analysis of the Wajda film looked at the 

film in relation to Polish national identity and how the film itself came to be seen 

as a historically accurate representation of the event itself in the Polish public 

sphere as well as providing a brief overview of how the two events – Katyn 

Massacre and the plane crash – were connected in the Polish media in the 

immediate aftermath of the plane crash. 

The following presentations in this session focused specifically on the Second 

World War and the post-war French cinema. Friederike Klemm looked at Joseph 

Losey's Monsieur Klein (1976). Putting the film in a historical context, she 

argued that contrary to the myth of a homogenous French resistance during the 

Second World War, which was the dominant narrative of the films made before 

the 1970s, beginning with the 70s a more multidimensional picture of French 

society emerged that looked at the collaboration with Nazi Germany and the 

French involvement. The last presentation of the day was Mika Kioussis' analysis 

of the Cocteau's Beauty and the Beast(1946) within the framework of post-war 

France. Using psychoanalysis, Kioussis argued that the film could be read as a 

subversive critique of the French society's view of women, paying specific 

attention to the use of the female body. The first day ended with a screening of 

the film Anonyma/A Woman in Berlin (Max Färberböck, 2008), based on a book 

by an anonymous woman chronicling her experiences during the Russian 

invasion of Berlin towards the end of the Second World War.  The screening was 

followed by a discussion. 

The second day of the conference started with the keynote address by Dr. Laszlo 

Strausz titled "Pictorial Tropes and Historical Memory: Allegory and Symbol in 

Recent Romanian and Hungarian Films". Dr. Strausz looked at various films that 

deal with the emblematic year of 1989.  Paying particular attention to the 

concept of allegory, its differing and changing definitions and its function in 

remembering social experiences, Dr. Strausz argued that the binary opposition 

between allegory and symbol is an unproductive one and the two should be seen 

as interconnected rather than as opposing terms. 

The panel that followed opened with Hauke Lehmann's analysis of the 

documentation of the Altamont killing in Gimme Shelter (Albert and David 

Maysles, 1970). He argued that the viewing process of the film affects the notion 

of the sovereignty of the individual spectator and plays a role in redefining 

his/her position with regards to community and history. In a similar vein, Marlie 

Christine Centawer examined Donald Cammell and Nicholas Roeg's Performance 

(1970), which offers a provocative portrayal of the 'Swinging London'. Both 

papers looked at the visual style of the films explicitly in relation to its potential 

role when portraying the sense of crisis. The last paper of this session was on 

Tarkovsky's Solaris (1972). Tom Slevin, historically locating the film as post-

Hiroshima and establishing the connections between the film (and Stanislav 
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Lem's original text) and the sense of crisis with regards to scientific 

advancements, argued that the film is a meditation on the state of human 

existence as it blindly began imposing itself upon the universe. 

The last panel of the conference was called "The Landscape After the Fact". As 

the title suggests, the papers in this session looked at films representing various 

catastrophic events and their aftermath. Daniela Agosthino, looking at the 

aftermath of the Yugoslav wars, argued that the construction of women as 

ethnic and national subjects transformed the female body into a battleground. 

Her analysis of a recent Bosnian film Grbavica (2006, Jasmila Zbanic) looked at 

how a specific female experience and memory of catastrophe is represented in a 

post-traumatic context. Bill Balaskas, on the other hand, looked at the alien 

invasion films after 9/11 in American cinema. Balaskas examined remakes of 

1950s' films that were produced in post-9/11 Hollywood and argued that the 

attacks of 9/11 and the "war on terror" became catalysts for the production of a 

new generation of alien invasion films. The final paper of both the session and 

the conference provided a critical analysis of mainstream documentary films on 

Darfur that came from the West. Andrea Schofield, by way of close textual 

analysis, argued that these films largely present the conflict from the Western 

perspective hence not speaking to the experiences of the people in Darfur. 

The conference ended with closing remarks from the organizers as well as the 

participants. Throughout the discussions several themes and questions were 

raised continuously, some of which included women and nation building and the 

relation between memory, history and film, as well as the notions of shame and 

nostalgia in relation to identity and memory. 
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SCMS @ 50/LA (Society for Cinema and Media Studies): 

Archiving the Future, Mobilizing the Past 

Los Angleles, California, US, March 10-14, 2010. 

A Report by Jason Kelly Roberts, Northwestern University, 

USA 

 

The front and back covers of the massive program for this year's annual SCMS 

conference gesture toward the history of two institutions: filmmaking and 

academia.  The former is evoked in a black-and-white photo of the California 

desert, wherein the ramshackle Hollywood sign now reads "SCMS 2010."  The 

latter is memorialized by the reprinting of the entire program—a single page—for 

the first such conference, held in 1959, when the organization was called The 

Society of Cinematologists.  Throughout the week, I didn't give much thought to 

that picture of the Hollywood hills, though I did enjoy a cinephilic shiver when I 

noticed the Griffith Observatory not too far from my hotel.  But I spent a lot of 

time wondering about the implications of that modest initial step and where the 

field of film (and media) studies has gone in the meantime. 

Back then, the Cinematologists introduced their new conference by recalling the 

reason the Society was founded: "for the purpose of studying the moving 

image."  That phrase, the moving image, reverberated in my mind across a 

dozen panels and dozens of papers.  In the contemporary parlance, to refer to 

the cinema and its audiovisual cousins (television and New Media) as "moving 

images" is to be in the vanguard of a purported move away from technological 

determinism and celluloid fetishism.  But maybe the Cinematologists knew 

something when they first met that we've spent the last 50 years attempting to 

learn anew.  For example, Lisa Dombrowski (Wesleyan University) presented a 

paper on the Independent Film Channel (IFC) on the morning of the conference's 

first day, laying out the young history of a company that releases many of its 

films day-and-date, i.e., releasing films in the theater and on digital platforms at 

the same time.  As Dombrowski argued, IFC has become a major player, but it 

remains an open question whether or not their business model will be 

economically viable in the long run.  Without the benefit of even the narrowest 

of theatrical windows, the overwhelming majority of films released directly to 

competing home video platforms struggle to return any kind of profit.  Five days 

later, at the penultimate panel I attended before heading back home to a 

Chicago that promised to be much colder than the Los Angeles I'd be leaving 

behind, Chuck Tryon (Fayetteville State University) delivered a paper on the 

rental services Redbox and Netflix.  Not only have films moved out of the brick-

and-mortar theaters in which they were traditionally exhibited; home video 

retailers now reach their customers online or through vending machines.  Tryon 
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also noted that many of the assumptions and predictions he made in his book, 

Reinventing Cinema: Movies in the Age of Media Convergence, already needed 

reconsideration.  The book was published in the summer of 2009.   

The technologies of the moving image move rapidly, constantly transforming to 

meet the demands of capital and creativity.  And yet, the more things change, 

the more they appear to stay the same.  Just as the field spent the last decade 

scrambling to redefine a medium that keeps shifting underneath its analytical 

gaze, those intrepid Cinematologists also gathered for "a series of exploratory 

meetings designed to arrive at a comprehensive definition of the cinema."  That 

adjective, comprehensive, is the ghost that haunts critical film discourses.  The 

ultimate question—What is cinema?—still fuels the entire enterprise.  A half 

dozen panels have grown into hundreds, and a single-paged program has 

expanded to more than 150, but the cinema remains impossible to pin down.  

(My friends that "do TV" will forgive my obvious bias, I hope.)  Moreover, as 

Barbara Klinger (Indiana University) reminded us, we've also failed to chart 

alternative histories of film aesthetics and spectatorial practice in our obsession 

with the big screen.  In her paper, "The Aftermarket: Film, Television, and 

Immortality," Klinger examined the monumental role that television has played 

in preserving both the experiences and memories of cinema, while 

simultaneously demonstrating that the stylistic, financial, and phenomenological 

consequences of the cinematic aftermarket stubbornly remain largely 

unremarked upon. 

As a goal, "comprehensive" might be a marker of academic hubris.  But it also 

seems a fitting description of an event so enormous in sheer volume and 

diversity that it would have been impossible to see (and hear) everything that 

caught your eye in that totemic program (and it must be noted here that this 

year's conference loosened its belt by a notch or two to accommodate many of 

the panels and papers that were casualties of the Tokyo conference's brush with 

Swine Flu, mine included).  Of course, that didn't stop a whole lot of attendees 

from trying to cover all their bases.  They may not have been designed that way, 

but the doors dividing the many rooms at the Westin Bonaventure (aka the 

Fredric Jameson hotel) in which the conference took place were decidedly 

revolving.  Apparently, the desire to panel hop was profound, and catching.  I 

don't recall a single panel that wasn't interrupted, often in the middle of a 

presentation, by human traffic moving in and out.  The only other trend I noticed 

was the lightly amusing irony of watching countless media experts fail to 

properly execute the classroom technologies each room was equipped with.  

Compounding the problem, undoubtedly, was the lack of wireless Internet 

access in an otherwise famously postmodern hotel. 

It may no longer be possible to speak of the field aiming itself in a new direction, 

and that must be for the better.  The likelihood of a truly shared conversation 

may be hopelessly diminished, but it's also difficult to imagine that any interest 
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can't be reached by locating or creating the proper niche.  Indeed, the field itself 

looks more and more like a patchwork quilt of passionately informed (and 

defended) niches, stitched together to make a scrappy combination of the 

collective and the individual.  I went to a lot of panels and heard a lot of papers, 

but my efforts were rewarded by a stunning range of subjects: film festivals, 

digital exhibition and distribution, cinephilia, exploitation films, New Media, 

multiple international cinemas, amateur filmmaking clubs, fandom, animation 

and architecture, made-for-TV movies, piracy, and the future of film criticism, a 

perennial topic if there ever was one.  And this list is merely a sampling, dictated 

by the limits of my interests and imagination.  

Among the many highlights, I found Roya Rastegar's (University of California, 

Santa Cruz) paper, "New Frontiers off the Screen: 'Physical Cinema' at the 

Sundance Film Festival," to be particularly fascinating.  Furthermore, Rastegar's 

research on the unique installation space that occupies a tiny corner of the 

Sundance behemoth exemplifies the current catholicity of film tastes within 

academic film studies, while also testifying to the available array of 

methodologies in the analyst's tool box.  Rastegar's paper deftly combined 

textual analysis, auteurism (focusing on the curator of New Frontier, Shari 

Frilot), phenomenology, and industrial context to illuminate the ways in which 

Frilot's vision of "physical cinema" offers fresh encounters with the medium and 

demands that we expand our understanding of it.  In an altogether different 

vein, J. D. Connor (Yale University) gave a paper on the appropriation of the 

term "independent" by major Hollywood studios with off-the-charts enthusiasm.  

In his widely ranging presentation, "Why No One Want Make Hulk 2?: 

Independence, Rebooting and Reflexivity," Connor examined the production 

history of Ang Lee'sHulk (2003) and traced the winding path of a Hollywood 

intellectual property as it experiences rebirth through the "franchise reboot." 

The Society for Cinema and Media Studies celebrated its golden anniversary with 

a dual purpose: looking backward and projecting forward.  The conference 

represented a triumph of sorts, from the early days when the field was 

dominated by quixotic exiles from stodgy English departments, to the present, 

when SCMS boasts of a membership in the hundreds and supports a body of 

research that is dizzyingly broad and deep.  It is a marker of the conference's 

success that I left the week feeling both exhausted and invigorated. 
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SCMS @ 50/LA (Society for Cinema and Media Studies) 

Los Angeles, California, March 10-14, 2010. 

A Report by Martin L. Johnson, New York University, New 

York, USA 

 

When the Society of Cinematologists began fifty years ago, its founders intended 

it to be an amateur society dedicated to the study of film art. The early society 

presidents took the cinema, if not always themselves, very seriously, and at one 

point proposed modeling their organization after the French Legion, with a fixed 

number of members who would be replaced only in the event of their death. For 

the first decade and a half, the society held its annual meetings in Jewish delis 

and passed on applicants like Pauline Kael, whose criticism they thought was too 

popular for their tastes. 

Then a funny thing happened. The academic study of the cinema began in 

earnest, and within a few years newly minted Ph.D.s took control of a society 

formerly dominated by amateurs and English professors who found themselves 

teaching film history courses. In 1969, the society renamed itself—they were 

always being confused with cosmetologists—and the Society of Cinema Studies 

rapidly professionalized itself as the home for the academic study of film in the 

United States. This year's conference, titled "Celebrating Fifty Years: 

Archiving/Screening/Mobilizing the Pasts and Futures of SCMS," was intended to 

be part of a year-long celebration in which two conferences—one in Japan, and 

one in Los Angeles—would represent the breadth and depth of scholarly work on 

the cinema. 

Unfortunately, the H1N1 flu scare forced the cancellation of the Tokyo 

conference, and the society folded in many of those panels into a five-day super 

conference at the Westin Bonaventure Hotel in Los Angeles (hold the Fredric 

Jameson jokes, please). But, this turn of events had the unexpected 

consequence of underlying how successful the Society of Cinema and Media 

Studies (the "Media" was added in 2002) has been in its effort to hold its own 

against the even newer fields of cultural and visual culture studies. 

In a large conference, with hundreds of papers and 17 concurring sessions, it is 

impossible for one reviewer, or even a herd of them, to fully evaluate the 

conference. But in my view, the Los Angeles conference showcased several 

strengths in contemporary cinema studies scholarship—medium specificity, 

institutional awareness, and a willingness to embrace new media. Most of the 

panels I attended focused on film history, moviegoing and audience studies, and 

documentary and nonfiction film. But, even the lines of research inquiry that 

were at the heart of the society's work when it started have been transformed in 
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recent years, as scholars have incorporated new research methodologies and 

archival materials into their work. 

Nowhere was this shift more evident than in the panel "Towards A New Cinema 

History," which featured film historians—Richard Maltby, Kate Bowles, Robert C. 

Allen, Jeffrey Klenotic, Philippe Meers,—who have used geo-coded maps, city 

directories and newspaper articles to document the actual experience of the 

cinema in a variety of places around the globe. Maltby and Bowles, who 

presented together, argued for a "new cinema history" that positions 

moviegoing, not individual films, at the center of its historical inquiry. As Maltby 

argued, the social "norms of the moviegoing experience" is rapidly diminishing, 

which makes the experience of the cinema a historical object. By "studying 

topics not previously thought to have a history," including histories of individual 

theaters, distribution, and itinerant exhibitors, scholars need to turn to new 

methodologies and sources of evidence. Maltby suggested that the work of 

Ferdinand Braudell on the longue durée, Max Weber on the process of 

routinization, and John Sedgwick's recent scholarship on economic histories of 

the cinema are a few ways forward for a "new cinema history" concerned with 

the experience of cinema, rather than the films themselves. 

While many panels I attended took up the cause of the "new cinema history" by 

looking at the experience of cinema and other media in new ways, this audience-

centered approach has had the unexpected consequence of producing new 

categories of films to analyze and explain. One of the more productive panels in 

this vein was "Nontheatrical Media from Celluloid to YouTube," which was 

sponsored by the Nontheatrical Film and Media Interest Group. Kirstin Ostherr 

and Charles Tepperman, who work on medical and amateur film, respectively, 

presented on contemporary forms of their research interest. Tepperman, who 

wrote his dissertation on the Amateur Cinema League, the most prominent U.S. 

society dedicated to amateur film from the 1920s to the 1960s, presented on 

contemporary amateur film sites that perform many of the same critical and 

social support functions as their historical predecessor, even though the 

contributors to the site think of themselves as "pre-professionals." 

Likewise, Ostherr, whose recent work is on the production of medical films for 

exhibition to doctors, examined the Second Health Project, a space in the virtual 

world Second Life that was created to simulated medical environments. She 

argued that while screens had long been seen as a part of medical education, 

increasingly screens were being used in medicine itself, making the simulation of 

the hospital environment in Second Health more similar to actual hospitals than 

one might think. 

In past years, one could expect certain forms of theoretical and historical 

engagement with the cinema, and audience familiarity with a few key directors 

and films. But at this year's conference, one was likely to encounter a paper 

about films sponsored by the National Audubon Society as they were to 
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encounter a paper about Cecil B. DeMille. The diversity of topics is a testament 

to both the size of the conference, and to the society's openness to topics that 

may have in the past been treated as minor or unrelated to the core mission of 

understanding the history of psychology of Classic or Art cinema. 

Fifty years in, the Society of Cinema and Media Studies is only beginning to fully 

represent the experience of cinema across historical, geographical, and 

institutional boundaries. By looking deeper and broader into moving image 

media, scholars have shown that there's much more research to be done on the 

history of the cinema, and on the many institutions that have adapted or used 

the cinema for their own purposes. While this year's conference was intended to 

be a retrospective on the society's history, the panels showed that SCMS's future 

is even more promising. 
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Straight Outta Uttoxeter: Studying Shane Meadows 

University of East Anglia, 15 - 16 April 2010. 

A Report by Emma Sutton, University of York, UK 

After almost 15 years of prolific filmmaking in the realms of British cinema, 

Uttoxeter born director Shane Meadows finally receives the academic recognition 

that we have all been waiting for in the form of this innovative and well 

anticipated conference. From the release of Smalltime back in 1996 to Meadows' 

most recent film Le Donk and Scor-Zay-Zee (2009), and the gems that areDead 

Man's Shoes (2004) and This is England (2007) slotted within that timeline, the 

auteur's work has, unbelievably, obtained limited scholarly attention. Given 

unequivocal support from the UEA, the event was kept inclusive and small scale 

through being affordable to a variety of delegates including those who are 

unsupported by academic institutions which, in turn, made for a more diverse 

and intimate examination of Meadows' cinema. The conference brought to the 

surface diverse and fascinating collection of interpretations and readings of 

Meadows' films that are long overdue. Whilst presenting my own paper and 

listening to others, I couldn't help but think about what Shane would make of all 

this.  Like one of Meadows' characters might say, "it's about friggin' time" and it 

most certainly is. 

What was encouraging about this conference was the collective passion for 

Meadows' cinema. All  conversation was Meadows-related in varying manners 

and the enthusiasm for his work was a reflection on just how important this 

filmmaker is.  The fervour expressed towards Meadows was evident through all 

papers, with speakers ranging from 'fanboys' to academics. Delegates had made 

their journeys from all over England, Scotland, Wales and Ireland and one even 

made their journey from across the pond. The atmosphere was serious yet 

obscurely comedic with a touch of the carnivalesque in the Bakhtinian fashion, 

right in the sense of Meadows' cinematic tradition and off the cuff humour. The 

level of work from all delegates from both in and outside the boundaries of 

academia was insightful and provoked a wide range of debates which in turn, 

could have added a couple of extra days onto this long anticipated event. 

Moreover, the conference allowed both academic and fan responses to unite 

together in their love for this young, British, successful filmmaker. 

The calibre of research presented at Straight Outta Uttoxeter was outstanding. 

The panels were arranged carefully and the question and answer sessions that 

followed uncovered further tangents splicing from Meadows' oeuvre. From the 

filmmakers' renewal of the British social realist tradition and its influencing of 

directors such as Lynne Ramsey and Andrea Arnold to the representation of 

Polishness and migrant communities in Somers Town (2008), the papers offered 

provided an extensive backdrop on the autobiographical, contextual and visceral 

nature of Meadows' filmmaking.  Bill Edwards' (a Derby based graphic designer 
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who won the opportunity to design the opening animation for Le Donk and Scor-

Zay-Zee) paper represented a departure from the more theoretical approach 

(and reflected the appeal of both the director and a study of the director to an 

audience outside of Higher Education). Bill's paper was refreshing and personal; 

connecting with Meadows' comedic and passionate style.  With talk of 

improvisation and character building techniques from Jared Wilson (Left Lion / 

Nottingham) came the more theoretical analysis of Meadows' cinema in terms of 

spatiality and locality in the form of Sarah N. Petrovic's (Northern Illinois) paper 

" Changing Spaces of "Englishness": Spatial Practices in This is England 

andSomers Town" from the panel entitled 'Space and Place.' 

Petrovic argues 'in This is England (2006) Shaun's identity becomes a contested 

space as he grapples with the nature of his adult role in society as it is 

constrained by an ideology of "Englishness." ' Moreover, Petrovic states: 'Somers 

Town represents an actual multicultural space and suggests how it is 

representative of a more contemporary England.'  The paper argues how people 

project themselves onto physical space through graffiti and so forth. Shaun's 

amalgamation into the skinhead gang is finalised by the environment that 

surrounds him; he is a product of his physical space and environment. Petrovic's 

paper sparked a fruitful debate on the notion of space in Shane Meadows' 

cinema. Regionalism and locality are recurring themes in Meadows' oeuvre, yet 

that space is never clearly identified; we assume This is England is set in 

Nottingham as it has been filmed there, yet there are two points in the film 

where the protagonist is by the sea. 

Due to Meadows' strong links with the Midlands (only Somers Town is set 

outside of the region), the inclusion of the sea suggests that not only are we at 

the end of England, but the boundaries of England have been blurred; the 

Midlands do not border the sea. In this discussion, theissue of accents also 

arose. Ordinarily, physical space and location can be defined through accent and 

dialect, yet in This is England, all the skinhead group members have different 

accents. This effect can also be seen in Once Upon a Time in the Midlands; it is 

only the title that confirms the location of this film. In discussion at Straight 

Outta Uttoxeter, accent sparked strong debate in terms of regionalism and how 

Meadows presents 'his' Midlands.  Meadows has  a romanticised vision of the 

Midlands; it is his home, his heritage, yet he combines this with his desire to use 

unknown actors who are right for the character that he wants to create. What 

Meadows presents is a fusion of the real and the imaginary through the regional, 

habitual nature of his films. 

Another interesting topic arose from the 'Men and Mothers' panel and this was 

the subject of British femininity; 'No Mom for Romeo Brass: Shane Meadows, 

motherhood and British Femininity' presented by Louise Fitzgerald (UEA) and 

Sarah Godfrey (UEA). Meadows' cinema is, largely, concomitant with British 

masculinity, Fitzgerald and Godfrey argue that there is a place within for a 
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feminist reading, particularly in regards to motherhood; 'the mother figure 

within Meadow's films is cast as wholly inadequate, inept, damaging and often as 

an absent figure.' The paper was rich in content, tracking the relation between 

British and American cinematic mother figures. Moreover, Meadows' films are, 

on the whole, engaged in the representation of masculinity, with exception, to 

an extent, of Once Upon a Time in the Midlands where relationship between 

mother and daughter comes to the fore and the two male protagonists Dek 

(Rhys Ifans) and Jimmy (Robert Carlyle) coming to blows over  Shirley (Shirley 

Henderson). In the opening sequence of the film, we see mother Carol (Kathy 

Burke) appearing on Vanessa Feltz's show in order to try sort her marriage out. 

The key focuses for her are her children and also, the lack of attention her 

husband gives her. Carol is a strong, feisty lady; a double for the timid and 

indecisive Shirley. There is a lot of scope for analysis on British femininity and 

gender politics in regards to Once Upon a Time in the Midlands which would 

produce another paper within itself. Fitzgerald and Godfrey's paper opens up 

wider debates into the representation of British femininity and, in addition the 

abundance of masculinity that frequently haunts Meadows' movies. 

To mention one last paper, I feel that Paul Elliot's (Essex) paper, '"I'm the 

monster now": Remembering, Repeating and Working-through in Twenty Four 

Seven and Dead Man's Shoes' was a meticulous psychoanalytical interpretation 

of the two films through Freud's 1914 essay. Personally, the idea of performing 

such a reading at first appeared, on paper, to be at risk of detracting from the 

actual nature of Meadows' cinema. However, Paul provided a paper that applied 

Freud's theory to the depths of Dead Man's Shoes; rather than the film just 

presenting a revenge narrative, Elliot also applied the Death Drive to the film. 

The actions carried out by Richard (Paddy Considine) act as a type of therapy; a 

release, yet by the end of the film, he has become an even more guilty character 

than his victims.  

This idea of 'remembering, repeating and working-through' struck a chord with 

me as Elliot was presenting his paper. Meadows' films are all seem to have a 

'little piece of him' within them. This paper made me think that each of the 

filmmaker's texts are a release for him; he is remembering, repeating and 

working through until this comes to his ultimate cathartic climax in This is 

England.He uses a great quote from Meadows; 'The whole basis of Dead Man's 

Shoes' he says, 'Is evicting all that fucking guilt.' I would be inclined to argue 

that this is also the case with This is England, the film being a release for the 

director; a memory, a repetition and a working-through of a thirty  something 

man of his skinhead summer of 1983. 

By creating a forum that opens up such rich debate about Meadows' reflects his 

importance and relevance as a contemporary British film director. My only qualm 

was with the lack of material onOnce Upon a Time in the Midlands; the 'black 

sheep' of Meadows' work; the conference put this film on the table within the 

scholarly deficit that is already evident. Nevertheless, Straight Outta Uttoxeter 
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marks an exciting turning point for scholarly work on Shane Meadows with the 

surfacing of "Straight Outta Uttoxeter: Critical Essays on Shane Meadows which 

will feature some of the key papers from this important and undoubtedly 

necessary conference 

 

 


