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SAMUEL AMAGO

Almodovar’'s Cinema of Complexity: Visualizing the Real in Bad Education

Bad Educations perhaps Pedro Almoddévar’s most challenging,fiboth in terms of its complex narrative
structure and dramatic meditations on sexual, ematiand professional exploitation, subterfuge and
abuse. The film is also one of the most self-réflexvorks of Almoddvar’s oeuvre, a fact that has
generated more than a little speculation aboutlifetor’'s early childhood and Catholic educatiorthie
Spanish provinces during the Franco years. But wWieeste autobiographical observations have tended to
ignore is how the director manipulates real time space through a critical (sometimes bewilderusg

of editing and montage that draws attention toiogeint notions of truth and fiction and to the
constructedness of all narrative accounts of histoe it personal or national. The proposed papalyaes
the film’s complex temporal and structural framigd asks how its self-conscious narrative strategy
relates to Almodovar’s overarching concern withggresentation of personal and national historical
realities through cinema.

NEIL ARCHER

Heart is where the home is: ‘transnational’ soundtacks to narratives of itinerance and loss.

Recent years have seen considerable critical atteoh aspects of the ‘transnational’ in visualtarg.
This work has often focused on narratives featudisglaced or itinerant peoples, thinking the cqbde
terms of rupture, the loss of home, and the newneonities and industrial practices that follow is it
wake. | however aim to explore a slightly differeonception, in terms of an aesthetic rather than
geographic category, expressing not the traumasifigd home, but losing ‘home’ as a consequence of
trauma. More specifically, | will consider the saltracks in several European films from the 1990%fa
which rethink the transnational less in terms sptiiced peoples than of people displaced and dedeny
loss. Focusing mainly on Manuel Poirievesterrand Almodévar'All About My Mother both of which
foreground itinerancy as a response to emotiomsiscr | will examine the notion of home and comrityin
as emotional rather than geographical categoribsrevthe national or regional loses its cohesiveefo
This is achieved in both films largely through thisjunctive juxtaposition of ‘foreign’ music anddtive’
image, to create resonant and poignant expressidimee and space, and the search for meaning and
belonging.

DAVID ARCHIBALD

Surrealism and the Past: Fernando Arrabal and the Banish Civil War

This paper explores the representation of the Shabivil war in two films directed by Fernando Aved,
iViva La Muerte!(1971) and_'Abre de Guernica/The Tree of GuerniE75). The films deal both with
Arrabal’s traumatic personal history during thisftict and the wider context of the event. Plagiiva
La MuertelandL’Abre de Guernica/The Tree of Guerniangside the work of other film makers who
have been influenced by Surrealism, and directetsfset during this period, (Victor Erice, Carlaauga,
Julio Medem, Guillermo del Toro) the paper expldiesextent to which a Surrealist cinematic practic
can adequately respond to and/or represent the rgetrmuma and truth of this complex historical eive

EYLEM ATAKAV

A Clandestine Resistance? Silence in Innocence

When women speak ‘the untranslatable to the maddirtaied language’ by remaining silent, silencegurn
into a form of expression. — Asuman Suner, Hay&alet

If it is accepted that female subjectivity is mastomplished and made perceptible when the female
subject is to be seen without being heard, theasdizciating the female voice from the female imafers
to ‘freeing up the female voice from its obsessind indeed exclusive reference to the female body.’
Furthermore, dislodging the female voice from thméle image may serve in the creation of a feminist
stance by bestowing the power on the female sulijgctaking on one of the most important auteurs of
Turkish art cinema, Zeki Demirkubuz and his filmmocencg1997), as a case study and focusing on the
use of silence in the film, the paper attemptsit@stigate how silence is used as a form of a elstimke
feminist resistance. Indeed, the film, on the baed, identifies a feminist intervention to cultuog
employing the idea of disassociation of sound amalge; and dislodging the female voice from the fema
image, which may be considered as a method of istnigsistance. On the other hand, it reiterates th



norms of patriarchy whilst repeating, thus mythdagy the subordination of women in film as wellias
Turkish culture; in other words, it depicts womesigpression as the systematic denial of their
subjectivity through silence.

COLETTE BALMAIN

The Sound of Silence in the films of Hiroshi Teshi@hara

This paper explores the use of sound and silentteée films by the Japanese New Wave directoqdhir
Teshigahara Pitfall (Otoshiana)WWoman of the Dung§&una no onna: 1964); ak@dce of AnothefTanin
no kao: 1966). All three films are based upon nebgl Kobo Abe and have soundtracks composed by
Toru Takemitsu. The paper focuses on the mannehich the minimalist musical scores by Takemitsu
add to the evocative strangeness of these monbewarsions into alienation and estrangementas th
situated self of the traditional ie system comés gonflict with the independent self associatethwi
Westernisation and modernisation as embodied bfighee of the salaryman as master signifier of
corporate Japan. While the use of silence artiesltte spiritual emptiness and the psychical tranfnaa
defeated Japan, the eclectic use of music candfigginly understood in terms of the Lacanian ‘reathe
existence of (historical) trauma — which disrups $ymbolic functioning of society. Using closettext
analysis, | suggest that the interplay betweems@eand sound mimics the dystopic mise-en-scene of
Teshigahara’s films and by doing so ‘challengéfis] $ocio-political basis of Japan’s postwar ecoromi
prosperity through a stylistic assault on realiang thematically, through an attack on social mores
(Standish 2006: 2001).

JEREMY BARHAM

Plundering Cultural Archives: Mahler's Music as ‘Overscore’

Research has revealed over 120 examples of Malnherséc being used to score works for the small and
big screen, from documentary to fictional featuh®.fOn one level this may not be surprising givea
pervasion of large areas of moving-image scoristphy and repertoire by allusive, quasi-Mahlerian
structures and styles. On another level, howeles paper explores the potentially powerful, qadiNe
aesthetic leap from underscore to ‘overscore’ nipdihe practice of employing pre-existent music in
screen contexts, particularly that of such a caltymarked composer as Mahler. Through investigati
varied instances of appropriation and re-processittyor without intended semantic resonances thieei
Mabhler’s persona, his musical/cultural contexthar Visconti legacy, this discussion raises issnes a
draws conclusions about audience competency, petatt vs commercial and European vs Anglo-
American aesthetic divides, as well as ownershioéption histories and perceptions of culturaitea
surrounding the viewing experience.

ANNE BARNES

The Implications of the Soundtrack in Australian Intercultural Gothic Cinema

In Laura Marks’s booKThe Skin of the Filprshe proposes a dynamic of intercultural cinemihvhas
proven particularly generative in film debates.isTaper builds on Marks’s work by focusing on soaic
implications of the soundtrack in intercultural@mna. My focus in this paper is the role of the stitack
in gothic intercultural Australian cinema. Thelgotgenre has been particularly potent for interoal
cinema largely because of the ways it allows fdiams of identity and home to be explored and
challenged. Looking at such films gght Cries — A Rural Tragedyf racey Moffatt, 1989), anRadiance
(Rachel Perkins, 1998), | argue that the probleratitin of history, identity and nation in thesenfil is
largely driven by the work of the sound track. t farward three concepts; the sonic artefact, thecs
fetish and the sonic spectre, and use these cantteprice the ways sound operates within the Alisir
gothic and Intercultural genres to renegotiatenieanings and myths of nation. | argue that the
soundtracks of Australian cinema are natural resesv¥or analysing a diasporic, hybrid, traumatized
postcolonial nation. My examination highlights thay recent intercultural Australian films have
repositioned iconic sounds in such a way thatgates a violent aural shock to the senses, oftan in
schizoid address to earlier films such as Jeddar{& Chauvel, 1954) and Walkabout (Nicholas Roeg
1971). These iconic sounds become sonic artefatishes and spectres in an Australian cinematic
archaeological dig.



LOUIS BAYMAN

The Italian tenor and the drama that interrupts performance

While drawing on the opera tradition, Italian mascconfine their numbers to a stage space sefdanate
the rest of the narrative world. Framed in reldtiveninventive ways, the performances are rarelykex
by fantastic sequences or dance routines. Yeaitatiusicals are not simply variety films that inseng
randomly; the interruption of the narrative wonfdd the performance space is a deliberate misntaath
forms the motor of dramatic development. In lookétighe 1940s films of popular tenor Beniamino Gigl
and in particular Solo per te, this paper asks wlationship between narrative and music these
interruptions set up in the Italian musical. Thef@enances suggest a desire for an unhindered puoifsu
artistic beauty which is distracted by personalffiécts. At the same time, the personal conflicteegi
greater meaning to the performance, by involvirggghrformer in private difficulties parallel to g®he
dramatises as a performer. The Italian musicakthecontrasts the performer’s emotional expregsivit
with his awkwardness in love, an awkwardness thatudates difficulties surrounding the male
performer’s role as provider of aural pleasure.slthe Italian musical may be distinguished fromrape
Hollywood by the separation of performance andatare space, but their mismatch and eventual
reincorporation explores the relationship betwemot@®nal expressivity and dramatic narrative
fundamental to both the musical and to melodrama.

JON BEASLEY-MURRAY

Projections: Zorro and Hollywood’s Latin Unconscious

The Zorro franchise spans cinema history. Eaclogédras had its own version of the foxy Spanish
nobleman who moonlights as bandit liberator. Fdanston McCulley’s original 1919 short story to
Douglas Fairbanks’s classic 1920 silent treatnmensequels, the 1930s B Movies and serials, Tyrone
Power’s dashing 1940 swashbuckler, Guy Williamate 1950s Disney Zorro, Alan Delon’s 1975 Euro-
Zorro, George Hamilton’s 1981 “gay blade,” and namtonio Banderas’s playful 1998 and 2005
incarnations, the shapeshifting Zorro has provetar&ably resilient and adaptable. Zorro was the
cinema’s first superhero, directly inspiring simijadoubled figures such as Clark Kent aka Superman
But he is also a specifically Californian figureheoge story is set at a time when Los Angeles whgait
of the Spanish Main. So he invites an exploratibAollywood’s own often unacknowledged Latin rgots
its implantation within a postcolonial Spanish Amar This paper, then, traces the history of Zaiso
synecdoche for the history of cinema. It examieso’s performativity as a metaphor for the cinéima
illusion itself. And it argues that Zorro’s ambleat position in an ill-defined gray zone betweemgho
and Latin America, simultaneously establishmentsutaversion, also sheds light on Hollywood’s own
peculiar transnationalism, its Latin unconscious

STAN BEELER

Out of Sync and Out of Time: Anachronistic PopularMusic in Television

In the final episode of Dennis Potter's groundbirggkeriesThe Singing Detectiyéhilip Marlow flatters
his nurse with the comment: “You're the girl inthlbse songs...The songs you hear coming up the sta
When you're a child. When you're supposed to eepsiThose songs.” Potter's 1986 series usesagopul
music from an earlier generation to flesh out thmplex psychological narrative of his semi-
autobiographical character. Although one might amsthat poplar music in contemporary television is
always carefully selected to fit a specific demgdpia and target audience, anachronistic musicahefts
are, in fact, not uncommon. Series creators arkamelre that musical taste is an important indicafo
community and sub-cultural bonding, yet music asded with a given cultural group or demographic is
often re-purposed for another group through chaigstyle, artist, instrumentation or cultural cextt

This paper will discuss the use of deliberate caltdissonance in the selection of popular music to
enhance the visual and narrative elements of @tavi Examples may be drawn from television raggi
from The Singing Detectivi1986) toCalifornication (2007).

PAUL BEGIN

Alternative Views of Domestic Abuse in Spain ime doy mis ojos

Gender-based violence is a long-standing issu@amiSh society that only recently has come to lebfuil
and in turn produced government intervention inftren of the Ley integral contra la violencia dengéo,
passed in December 2004 in order to provide womrrignlegal protection from abuse, spousal or
otherwise. This shift from a laissez-faire approtichctive intervention is due, at least in partatdrastic



change in social outlook and public awarenesswiaatgenerated by the popular press and, at ledht, pa
by social issue cinema, through films suctLasuena estrellgRicardo Franco, 1997%olas(Benito
Zambrano, 1999), antie doy mis ojoéiciar Bollain, 2003), to name just a feWe doy mis ojos of
particular importance within this context as itkease date immediately precedes Spain’s new lae. Th
film nuances this structure by providing insightbimther machinations, even offering a glimpse th®
abuser’s psychology, thereby lending the film arsgrsense of authenticity that, to quote Harss esiék
“seem very real”. Yet Harss also suggests the “§ilartlessness [that] gives it a feel of a tragisecstudy,”
and it is here where one must recall André Baziictum that “realism in art can only be achievedie
way—through artifice”. Subsequently, this papenfes on how mise-en-scéne and montage are
developed iMTe doy mis ojos order to capture both the terror of domestigsgbas well as its
contradictions.

JONATHAN BIGNELL

Where are we?: Transatlantic and Trans-national Te¢vision Historiography

American television has always been a point ofregfee for British television, and the ‘British T\&ma
and Acquired US Programmes’ AHRC project (Univgrsit Reading, 2005-8) addresses the relationships
between British TV drama and the most globally-duamni television culture, that of the USA. This
includes the ways in which British broadcastersehaggotiated the import of US programmes, forms and
formats, how they have been presented to audighomsgh scheduling and publicity, and how theyteela
to domestic output. This issue is affected by k&tguy regimes, the expectations of audiencestelaive
significance of genres and forms in particulartisien contexts, and matters of cost and incomelsb

has an important impact on the aesthetics of tell@vj such as in debates about quality, styledstar and
narrative form. US television functions both as@ded for British television practices and also as a
stigmatised other against which domestic produaedsaudiences have defined an identity for themaselv
To a lesser extent, our work considered Britistaboasters’ attempts to offer their programming & U
broadcasters, and the problems and opportunitiefé#s involved. This paper presents the ratiofuale

and design process of the AHRC project, in relatithe lineage of funded research conducted pusisio
at Reading, and the shifts in debates in the ti€lfelevision Studies that prompted the idea. pager

will discuss what the project has achieved, andjssgwhich research questions remain to be addresse
about trans-national and comparative television

ANDY BIRTWISTLE - See Ken Fox

MATS BJORKIN

Music for Homes, Music for Industries: Electronic Music in 1950s Industrial Films

Industrial film could be characterised as quitéitianal in its use of sound and music. But durting

1950s and 1960s electronic music became more ofied as ways of emphasising modernity and a
technologically sophisticated culture. This papscuasses how electronic music and sound effectsevhe
used as tools of communication in films for Swediskd American home appliance manufacturers
(washing machines, refrigerators etc), negotiatirgsounds of homes (television sets, radios shefid
home appliances) and industries. | will show tlwattemporary musical tendencies (elektronische Musik
musique concrete) and contemporary theories of placke music and music and sounds in education, may
improve our understanding of electronic music amthsl effects in particularly nonfiction film and
television during the space age. Through films adtiag the technologisation and industrialisatibthe
home, | will argue that those non-theatrical filomtributed to creating the soundscape of the nmder
western post-war family.

ALESSANDRA BRANDAO

Traveling Sounds: The Politics of Music in Braziliam Road Movies

Within the context of Brazilian and Latin Ameridarf studies, the critical emphasis on the imag(ig)of
the national has somehow obscured the audiovisuate of cinematic discourse, neglecting the meagler
of sound and music as a source of political meanifnich is revalorized by multiculturalism (Stamdan
Shohat). The contemporary Brazilian interest inrtveed movie genre, in which music often follows the
spatial mobility as it tends to change with thedity of space and crossing of both geographicdl an
identitary borders, offers an opportunity to sarizie the power-laden nature of music as cultuitijce.
From Chico Buarque's theme in Carlos' DiegBgg' Bye Brasi(1979) to more recent productions, the



deployment of Brazilian popular music in such filoften engenders a meaningful void between soudd an
image, allowing the trope of irony (Hutcheon) talth&é mosaic of political perspectives in the
archaic/modern articulation of the local/globalkfiistam) that also informs hybridity and heteroggne
(Canclini). InMovies, Aspirins and Vulturg2005), for instance, diegetic popular music ewoke

imagery of Brazil as "the land of hope", whereas\itewer is presented with the arid, infertile lsacape of
the backlands, where hope is reduced to survival.

TOM BROWN

Making a spectacle of himself: ‘ambivalent’ mascuhity in Maurice Chevalier’'s French musicals

After first addressing the problematic status bé‘Erench musical’ within film studies, this pagarveys
what could be said to be a convention of Frenchicaliimmaking: an approach to musical spectala t
is more cynical, more ambivalent than in the Holbpd model. Many French musical films from the 1930s
onwards appear more sceptical about the abilith@imusical number to resolve the problems of the
narrative, and are often ‘ambivalent’ in their sagk simultaneously, to emulate the glamour of fAetod
while pointing to the shallowness of such glam®ithin this ‘French’ approach to musical spectacle,
particular notions of gender are the clearest marékthis ambivalence and ‘making a (musical) spde
of oneself’ is often associated with femininity agen prostitution. First surveying the way in whic
figures like Josephine Baker and the chanteusistéabere represented in French cinema of the 1988s
paper will turn to the musical vehicles of MaurChevalier. Chevalier was, in the late 1920s, rafiytéhe
world’s highest-paid stage performer and was sulesatty, for a couple of years in the early-30s,
Hollywood and the world’s most famous film star. Méimaking some comparison with his American
vehicles, the paper shall focus on his French fifiitras in which he is ‘feminised’ in a number of
revealing ways. One example comes from Julien Ders/remarkable L’'’Homme du Jour (1937), which,
while celebrating Chevalier’s skills as a perforn@esents a relatively clear analogy between ralsic
stardom and ‘whoring oneself'.

WILLIAM BROWN

Digital Deleuze: Is the Digital Special Effect a N@ Form of Time-image?

In his second book on cinema, Deleuze outlinesraét@ms of time-image, including the time-imageatt
is created when the virtual cannot be distinguidheiwh the actual. Images featuring digital speefécts
involve not only the actual (actors and other pnaifi elements that were placed in front of the caye
but also the virtual (often digital explosions oea&tures, which have no physical existence). Gilien
photorealism of the virtual elements of the dig#pécial effect, it becomes indistinguishable fitb
actual, with the two often interacting as if paracsingle, continuous reality (as opposed to hgilumto
two distinct realms of the virtual and the actuBBr this reason, this paper will propose thatdiggtal
special effect is by its very nature a new forntilme-image, one that forces us to re-evaluate uario
aspects of Deleuze’s initial definitions of the ¢éifimage. This re-evaluation must take place restle
because most digital special effects occur in amenthat is often thought to be dominated by aciwh
the movement-image: contemporary Hollywood. Filrssdssed includdurassic Park1993) and-ight
Club (1999).

MARK BROWNRIGG

What The Soup Dragon Didn’t Eat: Vernon Elliott’s M usic for The Clangers

While the days of complaining that inadequate sathyphttention was paid to film music are over, it
remains true to say that music is something a Calldefigure when it comes to television studi®ghile
Frances Bonner (2003) points out that “ordinarygvesion is often overlooked as the study of news,
current affairs and documentary is privileged, ntitstanding work such as that by Lury (2005) and
Corner (2005) one might equally remark upon thgdemt marginalisation of the role music plays i th
construction of every-day television texts as sat®foreground the study of format, image and tigga
or focus on explicitly music-driven programming.usc lies at the heart of much television produiced
children, and adults are as likely to experien&@ustian moment when confronted with the theme or
incidental music from a childhood favourite as witthimage track or narration. This paper will Exp
the form and functions of Vernon Elliott's musia fbhe ClangergSmallfiims/BBC1 1969-1972),
discussing the unique musical world it createstamd it operates within the narrative. It will bleosvn
that while Elliott adopts a somewhat angular nexssical idiom in order suggest a sense of
otherworldliness, the use of thematic repetitiod eacurrent leitmotifs creates a sense of predidiabnd



familiarity. Accordingly, the world of these extnainary little animations is rendered at oncergjeaand
comforting. The paper will be preceded by a scregof a short episode of the programme.

ANDREW BURKE

Music, Memory, and Modern Life: Saint Etienne’s London

Blending city symphony and essay film, the cinematllaborations of Paul Kelly, Kieran Evans, ahd t
pop group Saint Etienne constitute a lament fordiappearance of mid-century modern London. All
deeply elegiac in ton&inisterre (2003),What Have You Done Today Mervyn D#2006) andrhis is
Tomorrow(2007) form a loose trilogy about the ways in whithatcherite and Blairite efforts to
modernize London and to secure its central pla¢kdrglobal circulation of capital have led to thss of
the idiosyncrasies and even ideals that charaetéttze metropolis of the postwar period. Thesesfismek
out the residual traces of older forms of modem(Eaffs, council towers, community centres), bed¢ing
and cataloguing them in the face of their disapgreae or dilapidation. They operate at the conjuectd
memory, melancholia, modernity, and metropolitée, land as such form part of a larger effort, ciaém
(Patrick Keiller, Chris Petit), literary (lain Silaér, Shena Mackay), and artistic (Rachel Whiterdachel
Lichtenstein), to excavate a secret history ofdheand assert the value of neglected spaces and
disappearing forms of modern life. This paper ukexKelly, Evans, and Saint Etienne collaboratimns
assess the formal limits of such works of cultmnaimory, which often threaten to lapse into melaficho
despair, and to explore the role music might ptaguch efforts to remember, record, and preseeve th
recent past.

JON BURROWS

‘She had so many appearances’: The ambivalent repsentation of female fandom in Alphonse
Courlander’s ‘Romantic Lucy’ (1911)

This paper will analyse Alphonse Courlander’s sitwty ‘Romantic Lucy’ (1911), the first work of
British fiction to acknowledge and exploit a cindimghenomenon then in its tentative infancy: tila f
star system. Lucy and Herbert, a servant and segeoassistant, are courting at one of the newtpé
theatres’ when Lucy’s affections begin to stragtpicture player’ she recognises in a variety efch
roles. Chasing him from film to film and auditoriuim auditorium, “she grew to love him, though heswa
but a picture”, until brutally confronted with tfietional status of the actants in film when shesskim
playing a villain. Abandoning her love for the agorous player, Lucy returns to Herbert. | will arghat
Courlander’s work offers an account of the new wayshich screen images were beginning be consumed
by audiences that is remarkable for the way irécisely attuned to the complexities and striotigulated
limitations of the kinds of information circulatedncerning the first ‘picture personalities’ in 191t will
also explore the marked anxiety with which Courkemepresents his eponymous female film fan. In
outlining the way that he characterises her tasfashion as a metonym for the cinema itself, tugep

will show how, both in this story and his earli@vels, Courlander betrays his resentment at the
democratisation of various aspects of culturaldifel the levelling of traditional distinctions whibe
seems to have associated with the medium.

ALESSANDRA CAMPANA

“The Funeral Rites of Edmea Tetua: Fellini's Cinemaas Opera”

Fellini’'s 1983E la nave vgAnd the Ship Sails On) is a moving tribute to tlead and quaint genre of
opera by a director who often professed that hendtdnuch care for it. The dead divine Edmea Tetua
present not only as ashes, but also as the resliljenerator of ritual: ritual of belonging, iddiattion,
and appropriation celebrated when the fans shaneamies and memorabilia; but also a ritual of theatr
ostentation and vocal exhibitionism performed wii@y burst into more or less conventional operatic
numbers, ranging from Verdi choruses to the hygigi of a chicken. | will focus on these operatic
numbers, discussing how they relate to the filmitifleyered temporality. On the one hand, the narab
refer to the inescapable decadence of a remotegass such they contribute to the film's inekitera
motion toward the end and death (the funeral rtessinking of the ship). On the other, they cibuist a
past that is still able to exist within the presantl to generate a present. | will argue that itirffs film
this generative potential of opera is possible dnylyway of the mediating power of the diva. Edmea
Tetua—or better, her absence—structurally functema pivot between the film's two registers of
nostalgic empathy and distancing artificiality. Stoastitutes the very possibility of empathic agiation
of the past in the present—not just as the resuhlieoapparatus but as an apparatus herself.



NINA CARTIER

Do the Robot?: Black Modernity, the Spectacle of Decing, and Early Cinema

Early cinematic representations of blacks in filften featured what Tom Gunning calls the “cinema of
attractions”: blacks were presented in film sharéshing babies, dancing jigs, or doing fieldwork. A
technological innovations developed, film becaménaneasingly sophisticated media, and narrative
concerns dominated cinema, forcing blacks to thegima of film representation. However, as blacks
gained access to the means of film production, fireguced race films that, although almost excleigiv
concerned with narrative, often contained sometapkcof performance like dance. As sound technolog
advanced, some of these spectacles seemed mothkdikarly cinema of attractions than ever, with
mechanized dances reminiscent of Keaton and Chsgplittics proving dominant. Drawing heavily from
Jacqueline Stewart’s work on early black cinemagaresentations and black modernity, this paperstak
closer look at a few moments in those spectactescansiders how ideas about the body and black
spectatorship practices forged a new black cinenmadidernity.

JAMES CATERER

“Do you want it good, or do you want it Thursday?”Elisabeth Lutyens, the classical avant-garde
and the British horror film.

Elisabeth Lutyens (1906-1983) was an outspokenrasdible composer whose challenging work was
never wholeheartedly embraced by the classicalrcared her scores for British horror films of th@6Ds
can be credited with bringing avant-garde musia tade popular audience. Lutyens’ was an
unconventional figure, both in her professional antler private life. Her rejection of the tonaland
dense orchestration of romantic composers led per@xents with ‘serialism’, a method of composition
made famous by the Austrian composer Arnold ScheniHer twelve-tone works were branded as
difficult and even “unBritish” by critics, and i947 the BBC rejected her setting of a Rimbaud poem,
claiming that is was impossible to sing. One ya#gr, Lutyens reportedly became the first female
composer to write a commercial film score, for Beand the Pownall Case (1948). Several documentary
commissions followed, but her music for the Hamtheiller Never Take Sweets From a Strane360)
led to a series of distinctive horror and sciericéoin scores throughout the 1960s. This paper @é@sn
Elisabeth Lutyens’ film music in relation to issu#scultural value and taste, and also considegs th
correlation between atonal music and madness witigise popular texts.

MARGUERITE CHABROL

Brahms in Hollywood

Classical romantic music is a well-known modelta tlassical Hollywood soundtracks. Even though a
very limited aspect of Brahms’ work appears in thesores (a few Hungarian Dances, the Academic
Festival Overture and some themes from the 1sttemdth Symphony), he is one of the most quoted
composers. This paper’s aim is to analyze the tiBealms’ music in classical Hollywood films, andliw
focus on two questions: the ideological use of thasic, which has sometimes been associated véth th
representation of Germany, especially in the Wavlar 1l period The Mortal StormThe Great Dictatoy.
The choice of Brahms in movies often reveals asafto satirize Germany in itself and an intent to
differentiate the nazis from the rest of the Germalture and the aesthetic aspect of that choigstith
employing former classical structures, mixed wittpplar and more sentimental themes, Brahms has a
very specific style amongst the romantic composkngs mixed style seems to be a good musical
equivalent of a part of the Hollywood classicismiethtends to mix melodrama and irony. This will be
studied inA Letter To Three WivendPeople Will TalkMankiewicz),Undercurrent(Minnelli), Song of
love (Brown) andAll That Heaven AllowsSirk).

ANNA CLAYDON

Music for non-musicologists: Teaching the analysisf music in film, television and video for students
with little or no formal practice.

This paper draws on the teaching and research ldeimg at the University of Leicester around educati
students with little or no experience about musidtimodally. Music as Communication is the only
music module now taught at the university and Ctetydnd Machin have developed a model of music
education based upon the tenets of flexibility essihility, depth of analysis and comprehendingica
which combine to create a route to music analysigfivcombines visual, cultural, political, semicdied
musicological methodologies and theories to folgeability to analyse the form, function and megrof



music in film, television and video in greater defitan is typically achieved in music analysis mlgs
Musicology itself. This paper draws on this workddheir forthcoming book (title tba but anticipat2@09
from Sage) to discuss the pedagogy and theory 8ehimew approach to music analysis in the media. Th
audience will be invited to participate and wilhle with a set of tools for their own teaching afsic in

film, television and video.

LISA COULTHARD

The silence of violence: film sound and the cinenaf Michael Haneke

Known for the brutal psychological and physicalleice of films such aBer Siebente Kontiner§1989),
Benny’s Videq1992),Funny GamesandLa Pianiste(2001), Michael Haneke offers viewers critical and
ironic documents of psychological disaffectioneaktion and interpersonal abuse that resist easy
absorption or consumption. Although they are fretiyereferred to as violent and address disturbing
topics such as the murder of children, bodily distherment, graphic suicide, rape and abuse, Haneke’s
films paradoxically eschew the direct representatibexplicit violence in favour of more subtle,
minimalist and complex depictions. In this way filisis emphasize the openness of interpretation and
response, and by manipulating sound, off screecesaad the long take to enhance this ambiguity, his
films can be seen as confrontational and even touble audience as they explore and disturb raitaer
offer the audience easy answers to the violencgepted. Central to this is his use of sound andsiim
minimalism (the almost total lack of non-diegetiasit, for example). In combination with a precise
visual aesthetic, sound in Haneke’s film tends talsailence, restraint and acousmetric disturbathee:
source, location and nature of voices, music, antlsieunds are not always immediately clear ancetiser
throughout his films a focus on silence. In thager | will argue that it is this use of silenceufm
characters, still moments without dialogue, musiambient noise, absence of music) that is ceturhis
treatment of violence and his aesthetics and ettfiesnbiguity.

SEAN CUBITT

The Sound of Sunlight

In films as disparate dsawrence of Arabig1962),Picnic at Hanging Rockl975) andSsunshing2007),
sunlight is given an aural presence of considerdistinction. Perhaps only the tradition of the tooce
has acquired such a recognisable audio paletts.pEer investigates the types of sounds used to
characterise heat and light, with special referéaaesert scenes. Instrumentation of musical sctine
use of stereophony and separation, typical modafiak and decay, and the relation between sonehd a
visual editing have changed subtly with the intretéhin of new theatrical sound systems, multitrack
recording and most recently the articulation of-fiapar video editing with sound scoring softwane i
workflow management programs like Virtual Katy. $leiase study of a highly recognisable motif
illuminates the history of sound design throughgbeification of an essentially silent phenomenon.

LEAH CURTIS

Directing The Music: Composer Director Collaboration

The composer-director relationship is central ®effective development of a film’s musical scdke.
number of common issues arise which can diminisheffectiveness of a score in supporting narrative:
character development and creating an affectiveinig experience. These issues include the pracfice
involving composers at the final stages of produgta lack of awareness of, and collaboration tith
sound design team, as well as the highly spe@fiminology used in describing the work of compositi
and direction, and the consequent need to finchamean language to facilitate the collaborative psscén
this paper | will draw on my own experience as mposer and on interviews conducted with directos a
composers in Los Angeles to explore a range ofagmbres in collaboration between composers and
directors while developing the score through theéowss stages and layers of the production process.

FERNANDO MORAIS DA COSTA

Cinematic silences: from avant-garde strategies tblockbuster clichés

Within the body of texts which deal with silenceaasactive component of film sound, pauses hava bee
generally understood as ruptures against certaindspatterns created by classical narrative fitterited
by contemporary commercial films. Silences disthptdesirable sound continuity much cherished by
spectators. Audiences generally react when theyotldiear the sounds suggested by the images.



Contrasts among dense amount of sounds juxtaposiedotal silence can be found in the work of Gablar
and other avant-garde films such as those of Baaz€inema Novo and Cinema Marginal. Brazilian
directors as diverse as Julio Bressane and Oz@dddeias frequently inserted sudden unexpectedpaus
in their film’s soundtracks. Stan Brakhage, asigtidhy Fred Camper, found in the lack of aural
accompaniment one of the keys to define a veryopaisstyle of filmmaking. However, it is no sectieht
mainstream commercial films have learned how tafg@ilence. Pauses can establish identification,
working or not together with POV shots, easily ustisod by audiences. Filmmakers such as Steven
Spielberg and Brian de Palma, among many otheesintisrruptions in the soundtrack to mark important
narrative cues, or to create identification betwsgectators and some characters at key dramatiesce
Films such as Alejandro IfarrituBabel(2006), by cutting the soundtrack directly to sdepmake this
kind of identification indubitable. This paper intés to question the shifting patterns of the usesience

in film, from avant-gardist tendencies to a moreesgipread practice in mainstream cinema.

ANNETTE DAVISON

Ambivalence, consistency and carnality: musical naation and North’s score for A Streetcar Named
Desire (1951)

As is now well known, Warner Brothers sanctionets¢a Kazan’s film adaptation & Streetcar Named
Desire(1951) in order to avoid a ‘C’ (condemned) ratfrgm the Catholic Legion of Decency. The cuts
were made without Kazan’s knowledge. Alex North'ssia for Stella’s infamous staircase descent was
among them, which angered Kazan particularly. Dnagvadn archival materials, | explore the two version
of the staircase scene in the context of the se®@whole. The original, more ‘carnal’ cue for st@rcase
scene is certainly more consistent with Kazan’saggh for the film. In combination with the re-éat of
the sequence, North’s replacement cue undermimia’'Stambivalence and replaces the powerful
confusion of self-loathing and lust with her motaghtforward ‘redemption’. In comparison with the
original, the replacement cue sounds downrightisemttal. Yet this cue does interesting work wittfie
score, including potentially challenging the endiaguired to gain Code approval.

RAFAEL DE LUNA FREIRE

The uses of the ‘cuss word'’: the plays of Plinio M&os in Brazilian cinema

Between 1966 and 1968, Plinio Marcos took Braziffeater by storm with two acclaimed play3ois
perdidos huma noite sufwo Lost Men in a Dirty Night) andlavalha na carng¢Razor in the Flesh). His
plays were short, dramatic and with charactersam@®m the society’s lowest classes — prostitutes,
pimps, criminals — speaking in the underworld sland off-color language. The authenticity of hisdz
and realistic portraits of the underworld’s chagastand his use of language made him one of thé mos
famous play writers in Brazilian theater quicklytie adapted to film. Made in different times anc:ctied
by different filmmakers, these two particular addioins exhibit radically different approaches tmi@l
Marcos’s dialogues when translated into film. Basedhe homonymous play, the filnNavalha na
Carne(Braz Chediak, 1970) uses silence in a creatiue foithin a Cinema Novo style in opposition to a
naturalistic acting styleA Rainha DiabgThe Queen Devil, Antonio Carlos da Fontoura, )9B4dsed on
Plinio Marcos’s novel, evidences the influence afpicalismo in a non-realistic manner, with the
excessive use of slang and music. A most recemtatian ofDois perdidos numa noite sufdosé Joffily,
2002), updates the play written in the sixtiesray$forming the two characters into contemporary
Brazilian illegal immigrants living in New York. Thpaper will investigate the tension and the défe
uses of the interplay between silence, music anéiegplanguage in three adaptations of Plinio Marcos
work.

ANTHONY DE MELO

Fado in the Portuguese Cinema

Fado is, arguably, Portugal’s greatest culturabetxpts position as the “cancdo nacional” (natisung)
speaks to its significance. Singers (known as $&di’) such as Mariza, Misia, and the late Amalia
Rodrigues have performed worldwide to large audisnEado figured prominently in Portuguese cinema’s
conversion to sound, becoming a staple genericeziein the comédia a portuguesa (musical comedy) an
melodramas during Portuguese cinema’s “classidbgdrom the 1930s to the 1950s. Fado is not just a
type of song it is a tradition-bound Portugueseimgenre. What separates fado from other popular
Portuguese music is the interplay between the apaaging guitarists and the Fadista; the audience
etiquette fiercely adhered to in any “Fado Houdwlr); the poetry of the lyrics; the Fadista’s umiqu



“estilar” (style); and above all, a performance et with “saudade” — a melancholic sense of sadmeds
longing. My paper will focus on how these elemearts expressed not only in the film Fado — Histdea
uma cantadeira / Fado — Story of a Singer (Perd@&®iroga, 1948), but also in the performance ef th
Fadista Amalia Rodrigues, and in the film’s constien of her star image.

RAMAYANA LIRA DE SOUSA

Beyond Visual Violence: Popular Music and Contempaary Brazilian Cinema

Critics and theorists have paid more attentioméouisual impact of violence in cinema, overlookihg
connections between sound and violence in filme fhieme is especially relevant in the context of
contemporary Brazilian cinema, where violence é@aspicuous presence. The aim of this proposal is t
understand violence as a political force that deltas political notions of unified self, represation,
agency and nationality and to investigate how ttiewdation of violence with popular music in a noben

of recent Brazilian flmsNlango YellowCity of God Elite Squadl may counter or reinforce cultural
hegemonic processes of normalization and stahidizatf self and society. The interplay between musi
and diegetic violence exposes the tensions ofcauirad society and the aspiration for a "coming
community" (Giogio Agamben), tensions which highlignusic's ambiguous role, sometimes con-forming
the formlessness (Jean-Luc Nancy) of violence, sioms suggesting an alternative to simplistic
naturalistic representations of marginalized subjd8razilian popular music, characteristically higland
heterogeneous, brings to light intense conflict®iving the local/global, order/disorder and
mimesis/aesthetics poles, an interplay that is jptesent in this proposal, as it tends to buildaéodue
between Brazilian and Western perspectives anditdgeo

K.J. DONNELLY

Daytripping Amateurs and Conceited Luminaries: Interlopers from the Pop World Scoring Film
Soundtracks

Film scores have been envisaged by the overwhelmajgrity of mainstream British and American films
as essentially orchestral (or chamber ensembledtire. Traditionally, this has favoured the musici
from a 'classically trained' background in art musiowever, there has been a fairly consistentlgito
film scoring from popular musicians. In recent yedhere has been a more insistent flow from rack a
pop musicians into film music, even though in sarases only as isolated forays. While most have to
adapt to the conventional musical modes of orchkfitm scores, they also often import certain hetits
from rock and pop music along the way. This papémnovide some historical perspective on these
developments, as well as discussing film scoresmbsicians such as Brian Reitzell, Charlie Clouser,
Damon Albarn, Clint Mansell and Air. The examinatiof rock and pop musicians creating film
soundtracks invites questions concerning the iaditof scholarly approaches to film scoring, inihg
assumptions about the nature of incidental muis&semiotic and narrative status of music in fémwell
as the shifting cultural value assigned to musifiins.

ROBERT DOW

Disjointed spaces: the disconnection between souadd screen

The inclusion of sixteen, full-bandwidth channelsincompressed, digital audio as one of the compisne
of Digital Cinema Initiative’s ‘Digital Cinema Syastn Specification’ is an indication of the importartbat
high-quality, multi-channel sound continues to haxhin the cinematic arena. Prima facie, surround
sound systems appear to offer the possibility t¢émding screen space into the auditorium of theroim,
allowing the audience to become more deeply imndeirsa film’s theatre, the actual space of the
auditorium being, as it were, replaced by the airspace of the soundtrack. Furthermore, it coakily be
assumed that a greater sense of ‘realism’ migleréated through the use of immersive sound stages
whose spatial characteristics correlate (in somg teathose viewed on screen. However, there is
generally a disparity between audio and visual epatticulated cinematically, particularly where #onic
space appears to project beyond the bounds ofrieea screen. Whereas the crucial (mono) centre
speaker behind the screen solidifies sound andrvisigether, surround sound has a tendency to be
distracting and indeed can readily break the viglueion of space. This paper investigates thgpiised
nature of the spaces conveyed by the audio andhisage.



PETER DOYLE

Echoic Chambers: when movies depict sound recording

In the film Jailhouse RockRichard Thorpe, 1957) Elvis Presley’s charactesgen making his first
recording in a professional music studio. The fiage is an abject failure. After a moment of retilen he
tries a second take - this time to resounding sfcCEhe narrative shift from the failed take onéht®
triumphant take two is achieved primarily by meahsound production devices: the second take Iis ric
reverberant and sonically enveloping compared thighlower amplitude, lacklustre early take. In fatt
Presley’s behest, and contrary to then-acceptedipeathe musical soundtrackdailhouse Rockvas
recorded at a nearby music studio, rather than@wiMwith Presley’s road band backing him up. The
musical interludes in the film could be said topog records inserted into the filmic mise-en-scéitngs
paper will argue that the complex but frequentlydain spatialities attending pop recordings of ®e0s
presented a challenge to the more obvious spapatsentations of the movies. Thus when moviesrbega
representing the recording process, they were raristg frames within the frame, visually and satiiz.
Structured into what became the 'studio scengiiseé we might detect a nervous ambiguity: is thend
contained within the mise-en-scéne or is the missegne temporarily at least, destabilised andatispl
by the more fluid coordinates of the sonic spdtedl? A larger commercial-representational conitict
involved: is this a movie with a pop record dropjr&d, it, or a pop record which has swallowed avie@

LISA EMMERTON

Musical Farce in Spongebob Squarepants

Since Western families are spending much of theality time together in front of some form of sane#
is becoming increasingly important for film andetékion producers/creators to develop programsciuat
be enjoyed by children and adults alike. The hiakglodeon serieSpongebob Squarepanfsr example,
employs a variety of strategies to make its juseplbts more appealing to any parents who find
themselves watching it with their children. | widicus on musical farce, as Spongebob has beemcast
musical scenarios ranging from Jimi Hendrix inspigeiitar performances to 1980s metal band concerts.
Children find these performances entertaining, beedahe musical and visual styles are before timed,
and therefore, seem to be in keeping with the waasthetics of the show. Parents, on the other, lzaad
meant to enjoy a feeling of nostalgia for the mus&y listened to in their youth, as well as satifbn in
being included in jokes that are beyond their akitts frame of reference. My paper will discuss e
virtually limitless visual possibilities of animati make it an ideal format to encourage parents and
children to watch television together, while stillowing each age category to enjoy a viewing egoee
that is comfortable and familiar.

MARY FOGARTY

Archiving performances: Subcultural videomaking practices and music soundtracks

In August 2006StuffMagazine voted skateboarder/videomaker Bam Marfperanost recognisable man
under thirty for men under thirty. Similarly, a yabe clip showcasing an experimental dancer named
Elsewhere (at his high school talent contest) & afithe most widely viewed online performancesthB
of these examples demonstrate the popularity afudtdral videomaking, while missing one imperative
detail; the musical soundtrack. This paper ingad#s the relationship between performance arafivin
subcultural videomaking practices and musical tagideo productions are a major aspect of subcalltur
practices that associate musical taste with leiaatieities. In this paper, | provide a workinguinework
for the analysis of subcultural videos includingt hot limited to, surfing, skateboarding, b-boyiagd
rock climbing videos. Sociological and aesthetitedia are given precedence. This emerging gefire o
performance videos, located outside the conventidnacanon, encourages a new set of questionsitabo
video circulation, musical taste and spectaculdgiopmances. As institutionalised products, thecoisl
also provide a necessary venue for establishingtaéipns of practitioners. Perhaps the most ining
aspect of subcultural videos is the attachmentudioal taste to leisure practices that occurs dttie
process of archiving performance. This investatienefits from research materials cultivatedaas qf
a larger project about global breaking culture.

PAM FOSSEN

A ‘Laboratory of Language’: Documentary Sound Conveitions and Errol Morris’ The Fog of War
Documentary film should perhaps more appropridbelgharacterised by its variation and diversitnthg
any shared visual or stylistic conventions. Saahéds to reason that documentary sound conventamys



just as widely, a diversity that could accountdageneral lack of scholarship on the subject. Theze
some notable exceptions; Bill Nichols’ exploratwithe coming of sound to documentary shows how the
objectives and strategies of early flmmakers inbpadthe development of sound conventions in thejfor
and Jeffrey Ruoff has uséd American Family1973) to investigate sound conventions in obsamwal
style documentaries. Given the stylistic diversiithin documentary, my presentation will, by nedgss
be similarly narrow in its focus, and explore Embrris’ use of sound ifhe Fog of Waf2003).

Morris has been deliberate in his rejection of mafithe visual conventions of observational docutan
and as such, the sound conventions described iff Radicle are at odds with Morris’ style. This
presentation will explore the multiple layers ofied inThe Fog of Waand show how they fit with
documentary sound conventions identified by Niclasld Ruoff. | will briefly examine Morris’ use of
music and location sound, but focus the greatesuabof attention on his approach to speech and
language, by far the most important sound elemrehis work.

KEN FOX AND ANDY BIRTWISTLE

Robert Altman’s Kansas City (1996) and the spaced azz.

This joint paper will offer two perspectives on spaces of jazz within Altmankansas City One view
proposes that jazz serves as a marker of differ@ite music which issues from the fictional Hey-Hey
club is sealed in a dead, acoustically treatednamsically arranged sonic bubble; lacking what Walte
Murch terms ‘worldizing’. So, while the ambient smis which populate the film are relatively natistdi,
the music is too well produced — unconvincing —egating a tension which separates sounds and spaces
Through its inscription of difference, the film pté to the final inaccessibility of otherness tateh
territorialisation. The opposing view sees in Adims use of jazz spaces of optimism. The jazz pewi
continuity but also a counterpoint to the otherrat@re threads. In doing so it undercuts the lirstaucture
of Hollywood storytelling and undermines the gea@xpectations of the gangster genre by digression,
intermission and musical jouissance. The centrafifazz in the film also suggests broader spa€es o
optimism as a soundtrack to the development ofcAfritAmerican cultural identity. Both writers exgdor
the same scenes and produce sometimes complemesatargtimes oppositional readings of the film's
jazz aesthetic.

MATTIAS FREY

Birth of a Nation in Sound and Color: The Miracle of Bern(2003)

Thomas Elsaesser has remarked that there exidter@were-you-when sentiment, for example, in
relation to when JFK was shot, Princess Diana diethhen two passenger airplanes hurtled into the
World Trade Center buildings. It functions as shand for: “do you remember when you watched these
events all day on TV?” However, Elsaesser’s thougyhtsufficient to describe the collective memofy
the 1954 World Cup victory, originally accessibdeWWest Germans almost exclusively through radi@ Th
Miracle of Bern(2003), a feature film concerning the footballteiy and its implications for German
identity, is a mediated memory which mythologizes testoration of a nuclear family as the birtla of
nation and which mobilizes genres of historicaldsdl Its desire to provide the missing visual asde the
past has it operating on two fronts: to createntimsing prosthetic memory of 1954 as well as antputee
late 1970s traumatized historiography of the evEhis paper investigates the film’s strategy to re-
visualize the past and its concomitant historiogi@pounter to the overdub of Herbert Zimmermann’s
game commentary featured in Rainer Werner Fasstétlee Marriage of Maria Braurf1978).

MARK GALLAGHER

Tony Leung's Thrillers and Transnational Stardom

Stars play key roles in the global circulation ohtemporary East Asian films. This paper looks @yl
Leung Chiu-Wai's transnational stardom throughédasling role innfernal Affairs(2002), with attention
to his noir roles inLust, Caution(2007) andConfession of Paif2005) as well. Leung has starred in
numerous successful thrillers that deploy a refineid sensibility, and aspects of his star persona
contribute substantially to that sensibility. | aegthat performance style, race, masculinity, atetiextual
and intergeneric attributes of Leung's stardom fsilitate his films' transnational circulation.

Leung's star persona shows remarkable portabdityss genres, national cinemas and production xtsnte
While lauded as an art-cinema actor based on fiinesilating outside East Asia, Leung's many thrille
roles have been the most economically successhisibody of work. Just as the thriller form
encompasses the creative labour of filmmakers ifiethtooth with the East Asian mainstream and the



global art cinema, noir thriller roles help positistars such as Leung as simultaneously mainstagsam
arthouse figures. Leung's stardom demonstratesittidation of creative labour in transnational rieed
industries as well as the ways genres and starbioeno position films for distribution in local meets

ROSALIND GALT

Sound, Image, Shrimp: Christopher Doyle’s transnatbnal synaesthesia

While synaesthesia has a long history as an aésflwpire, Eisenstein finds it uniquely importaot f
cinema, arguing that sense transfer is integraltd a multi-sensory medium. Using it to theoristhb
sound-image relations and how these formal meargrghistorically and geographically contingent,
Eisenstein locates synaesthesia at the centraefna’s political and aesthetic modernity. In traper, |
read Eisenstein’s theories of synaesthesia aloagsawork of Christopher Doyle, a filmmaker and
photographer whose practice conjures sensory shiifisn a contemporary geopolitical context of
transnational dislocation. A white Australian filraker who has worked almost exclusively in Asia,
Doyle’s aesthetic formation echoes the imbricatbiast and West that Eisenstein sought in thegiden
and the kabuki. In his directorial debdvay with WordsDoyle interrogates this geopolitics of cinematic
language. Asano, the protagonist, is a synaestaeti@ migrant, and his displacements in sound and
image figure his uneasy movements in postmoderh/A&sa. Examining Doyle’s film and photographic
work, this paper reads his dense visual and apeales in terms of a politics of location. It argtiest
synaesthesia is a key mode of engaging issuesadfingeand identity in the globalised present.

IAN GARWOOD

Sound in the Split-Screen Movie

This paper considers the soundtrack of the splgest movie, with a focus on an extract from Mikgds’
Timecodg2000). Not surprisingly, discussion about sptiteen movies has tended to focus on the visual,
thereby neglecting the aural dimensions of the insalteen experience. When sound in the split-screen
movie hasbeen discussed, it is usually ascribed a somembabtone function, characterised simply as
something that imposes a dramatic order on imdgeaight otherwise resist easy narrative explanati
Whilst not ignoring the unifying and storytellingtential of the soundtrack in relation to the npléi
images, | also probe what might constitute a spadtiy ‘split-sound’ aesthetic in the split-screeovie.
Timecoddeatures a particularly adventurous use of soumiciwis used to direct attention to salient
aspects of the film’s story whilst also exploritng tunique physical dimensions of the multi-imagerfe.

STACY GILLIS

Of Spiders and Men: Detection, Absolute Truth and &rly Cinema

My paper is concerned with how the new cinematittelogies are linked with forensic evidence and
detection in the early twentieth century. In on&ak Rohmer’s earliest short stories, “The Greddesp
(1904), the giant green spider seemingly respoasdyl a (faked) murder is revealed to be just amgen
projected by a magic lantern “with cinematograghatment.” Detection is no longer presented in the
Holmesian trope as the act of decoding complexesad; instead, it is the act of decoding of how the
evidence was intentionally created by the crimtoahislead the detective. The cinematograph sugdest
that sensory input was portable: that is, rendesamgsory information archivable also implied itsnrow
endlessness repetition and making it portable nthanit could be repeated out of place, thus ideding
the notion of evidence. So capable is the cinemapdgof supplying evidence that it can invent ethen
crime itself so that the porter’s story of seeing giant green spider is enough to convince thiegthat a
murder has actually occurred. This story reflelseshistorical moment when forensic evidence emeaged
paramount in detection: when fictional detectiviepped sniffing out evidence about who was respesi
for the crime and started sniffing out evidencéafv evidence itself might be fabricated.

LALITHA GOPALAN

Short Films in India: The case of student films fran FTII

This paper expands the category of experimentakfiby looking at student films from the Film and
Television Institute of India (FTII). Not readiblassifiable as ‘orphan films’ scholars of cinenzaéd
regrettably overlooked this filmmaking practicettbatains globally from Moscow to Los Angeles,
Havana to Paris, New York to Pune. Yet, therelblag been a legendary status accruing to studemt fi
that are celebrated by their peers for their anéisan spirit. In this regard the films made bylF3tudents
is no different. Established by the Ministry ofdnfnation and Broadcasting in India on the grourfdb®



former Prabhat Studio in 1960, FTII has acquiredrdputation of being the center of alternativematic
styles with its high moments under the tutelagtheffilm director Ritwik Ghatak. The Student Dipia
film from FTII, a collaborative short piece shotifmm, carries with it a promise of pure style
unencumbered by the dictates of the market. Ugiadwo collections of FTII films as primary textss
paper explores the possibility of discerning aeftgrof FTII styles, which in turn, complicates tays in
which we understand the projects of alternativewias in India or the recent mantra of technical
excellence in the commercial film industries. Thest ambitious urge in the paper is to write thetdmy
of FTII not from the dictates of the Ministry oretlhagiographies of former students but from thatpwofi
view of student films.

MALINI GUHA

The Sound of the Streets: The Significance of Musia Horace Ove’sPressure(1975) and Franco
Rosso’sBabylon (1980)

The motif of the street, as a space of both traanthtranscendence, is one that recurs in a nunfitfiéme
about the experience of Caribbean settled popukaiiv London that span the late 50s to the eary Bhis
paper will explore the significance of music inatén to the space of the cinematic street and more
broadly, in terms of the representation of Londoklorace Ove'$#ressurg1975) and Frank Russo’s
Babylon(1980). In both films, we find the presence ofrfigospaces’, or what | will argue, are spaces
overlaid with signification resulting from the usémusic, which is a prominent feature of Caribbean
diasporic culture. In conjunction with other naivatdevices, these sonic spaces work to tell ey sif
the injustices faced by the figures in the filmsl @onversely, as temporary spatialized utopiasyigitng a
brief respite from the dangers of the street anebtignsion, the city of London. In many ways, films
can be read as part of the history of Black Bripislitical resistance against various forms ofahci
prejudice and oppression to which sound and musie wtegral, as detailed in a number of historical
narratives about the period and as representédrtifilins themselves.

TOMMY GUSTAFSSON

The Myths of the Golden Age of Swedish Silent Film

Swedish film history contains many blanks thattaraporarily held together by a generalized
historiography. The story of Swedish film of the208 is one of those blanks which have been stitched
together by the canonisation surrounding the Goligm of Swedish silent filmmaking. The constant re-
creation of a canon of no more than twenty filmerabhe last eighty years has therefore createdray stf
myths. There exists, for example, a strong notlmouathe integrated use of nature in film narratias
being a Swedish national trait, when in fact tlusld be linked only to a few films, and even fewer
filmmakers. This has, nonetheless, been reprodasedtypical sign of Swedishness throughout thesyea
not least when it is presented to a non-Swedisfeaad. Another example is that the so called
Americanisation seriously damaged Swedish filmmgkip until Ingmar Bergman came along and
resurrected it. This paper seeks to challenge timgtles by addressing the question of the concept of
national cinema, and by introducing new researcBwadish film of the 1920s that gives a wider
understanding of the film culture as a whole byirgkjuestions about gender and ethnicity.

HELEN HANSON

The Ambience of Film Noir

While film noir has been a hotly contested area of debate irsfiliaies, critics have frequently found
common ground in discussions of the dark expre&giorvisual stylistics ofilm noir, and its transgressive
representations of gender and sexuality. Howevscudsions of the central role of film sound andsitiu

in creating a glamorous but threatening milieu ha@en much less common. Sound works in a number of
ways infilms noirs;the sounds of the city are essential elementssiating diegetic ambience. Tfikn

noir score often has a dynamic and complex relationsftlpthe setting, characters and action of filnrno
frequently providing an extension and developménhe aural motifs of the diegesis as well as pigyan
important affective role in signalling the emotibnhaos of lust and murder. This paper will seek to
explore the ambience and charge of this sonicdadmioss a range of Americéiims noirsof the 1940s
and 50s. The role of sound in creating an ambiefceban alienation will be analysed by focusimgtloe
interactions of sound and setting in stock localesh as the deserted office, the street and threahidp.

The performance and playback by female charaatefiibris such asilda (1946) anddead Reckoning
(1947) will be analysed in relation to film noi¢enstruction of gendered identities. Uses of sonic



distortion and aural expressiveness to signal peggically disturbed characters in films suchSzarlet
Street(1945),The Blue Dahlig1946) andCrack-Up(1946) will be discussed. Finally, the work of
composers such as David Rakdia(ra (1944),Fallen Angel(1945)) and Miklés Rézs®puble
Indemnity(1944),The Lost Weekend945)) in communicating the force wdir's ‘blood melodrama’
(Naremore, 1998: 22) will be acknowledged. In exang the distinctive deployment of sound in noir
thrillers the paper will offer a new perspectivetha experience of film noir as well as posing agjion
about the way that genre studies has focused mogaphy, a visually based method of categorisation

ANNE E. HARDCASTLE

Visual Style and Economic Hardship in the Films ofernando Leén de Aranoa

In less than a decade, Spanish film-maker Fernaeda de Aranoa has written and directed a trilogy o
films that chronicle the economic hardships of deratic Spain. The three teenaged boyBanfio (1998)
come to understand that the legacy of working ghes®rty eroding their families is inescapable ahigps
away at their adult dreams before they're baretynfd. Set in the early 1980s of the fiercest ye#rs
Spain’s rising unemployment rates, the out-of-wslnlp builders of.os lunes al so{2002) struggle to
adapt to a world where their industry skills nogenhave value as a growing service economy replace
shrinking Spanish industrial production. FinalyHrincesas 2005), literal prostitution becomes a
metaphor for the difficulties of Spain’s new undass of illegal immigrants. The films are connecte
through their thematic insistence on the econoraids$hips of contemporary Spain and through a gritty
realistic film style that makes use of long shptmoramic views, and a seemingly objective camgeat@
show a bleak, tragic vision of life among the warkipoor. In this paper | will explore how the aimegtic
style and visual imagery of Leén de Aranoa’s filpgstray the troubled economic conditions of the
protagonists’ worlds in a critique that is eventyahore expressive and effective than the predietab
events of their melodramatic narratives. Takermtiogr, these films explicitly picture a Spain bdset
variety of economic frustrations and implicitly etien the policies that have led to a growing srii
national financial stability.

GUIDO HELDT

Borderlines. The Narratology of Horror Film Soundtracks

Scholarly interest in horror film soundtracks hasded to focus on semiotic aspects: the use o800
sensory extremes, of techniques from the new-ntasibox, of musical topoi for innocence or the salcr
to imply innocence or sacredness corrupted. My pajieinstead take a narratological perspective,
starting from Noél Carroll's idea that fictional inor often entails the transgression of bounddretsveen
seemingly ‘natural’ categories. Such transgressiwasrucial for many horror soundtracks as wédtero
nondiegetic music is wedded so intimately to a éliegelement that is seems to emanate from it raltzam
from an extradiegetic narrative agency; often stnatts let diegetic and nondiegetic sounds andenusi
bleed into each other; sometimes the distinctidwben metadiegetic ‘inner voices’ of a charactat an
nondiegetic sounds/music is blurred; often the ek is addressed directly by the music and trameio
from an observer into an object of the horrifyiragrge of the film. Such techniques subvert narrative
hierarchies and invite shifting interpretationgte# position of soundtrack elements in the conitnof a
film. The paper will illustrate its theses by exdempfroml Walked with a ZombjéNight of the Deman
The HauntingThe ExcorcistAlien andGinger Snaps II.

TANYA HORECK

Shame and the Sisters: Catherine Breillat'sA Ma Soeur! (Fat Girl)

Catherine Breillat's portrayals of heterosexual Baxe earned her a prominent place in the group of
directors that has come to be known as the “newdfrextremists.” Images of sexual violation arecial
to these contemporary French films, which are retédy their specific forms of cinematic realisnmda
which involve the spectator in complicated andofteeasy ways. In this paper, | will explore thie that
rape plays in Breillat’s cinematic rendering of flmsexuality, particularly in her remarkable fikrma
soeur! (known as Fat Girl in America). If, as Timlier suggests, the films of the new French exgami
“have been scrutinized for their subject materigl déssentially ignored for the specifically cineimat
means through which brutal intimacy is actuallyweyed” (2006: 28), | attempt to redress that ailtic
omission in relation to Breillat's work. The notiofirape is fundamental to Breillat's philosophical
exploration of heterosexual relations, and esplgdia¢ struggle that occurs over the loss of theleatent
girl's virginity. Even more importantly, | will ange that there is a visual specificity to Breillat's



envisioning of rape that enables her to articuat@ething about violence and desire that is onéjiretble
cinematically.

PASQUALE IANNONE

Subjective Soundscapes in Jan&hec’s Diamonds of the Night (1964) and Elem Klimog Come and
See (1985).

My paper will centre on the use of subjective s@amaghes in two key works which focus on the expegen
of the young in Nazi-Occupied territory during thecond World War. I€inema 2 Gilles Deleuze
famously described characters - especially chilsratters - in Italian neorealist films such as Rbiss's
Paisa(1946) andsermania Anno Zer¢1947) and De Sica'Sciuscia(1946) and_adri di Biciclette

(1948), as ‘seers’. Given their inability to takaian, to make a decisive impact on and withinrthei
surroundings, these youngsters find themselvegatdd to the margins. It is from this disengagesitjom,
argues Deleuze, that they are able to absorb motieal and sound situations’. In my paper, | \ailjue
that inDémanty Noc{Diamonds of the Night) andli i Smotri(Come and See), the teenage characters are
‘hearers’ in that their experience - in Deleuziamts, their ‘motor-helplessness’ - is arguably most
effectively rendered through subjective sound desighilstDiamonds of the Nigh$ obsessively non-
linear and ellipticalCome and Seig, in narrative terms, more conventional. In biilths however, the
characters find themselves relentlessly pursuetognts of sound from both past and present.

MAY ADADOL INGAWANIJ

Sounds from life and the redemption of experienceniApichatpong Weerasethakul’s films

This paper maps out the plebeian-Thai soundscapgiohatpong Weerasethakul’s films and video
installations. The image register and narrativecstires of his films are often described as thatkwh
eludes comprehension due to their constant shiltetgieen the naturalistic and the magical, and the
interplay between performance and being. Yet theratlement of wonder of his films is the soundtrac
whose evocative power comes from the concretalyatgtl quality of the sounds. The call to tradenef t
fish vendor inMysterious Object at Noothe hum of motorbikes in a small townTiropical Malady the
jungle birdsongs iBlissfully Yours- build up an auditory landscape whose rhythmsectiom quotidian
and natural life. His works offer the possibilitiyan aesthetic experience whereby viewers immerse
themselves in an auditory world that evokes spepifices and times in provincial Thailand, and that
suggests the persistence of the human bond withieatet what meaning viewers make of that expegen
cannot be sought through appealing to the guidiutes of the narrative structure. The paper archas t
there is a counter politics at play here. Constsabmays in Apichatpong’s works is the redemptién o
experience through evoking the sounds of (pasttantemporary) Thai-plebeian life in an implicit ¢ast
to the ‘noise’ of official Thai nationalist propag#a. Their demand for an active, immersive mode of
spectatorship challenges the captive mode of sipeshap that the latter is now — in the twilightkihg
Bhumibol's reign — desperately attempting to impose

ASA JERNUDD

Spaces of Early Film Exhibition in Sweden

Rather than interrogating the meaning and effeictei@ened presentations this paper concerns tia so
and cultural setting of the screenings which tolakc@ in the towns of Sweden in the initial decafiim
exhibition - when travelling forms were dominantai&lard film historiography places early Europdhn f
exhibition in either the fairgrounds of the largestrkets or in the metropolis, each with its sefgara
implications of social context and cultural affilans. Advertisements in local press and policerés in
smaller municipalities indicate a different (hi)stoln stark contrast to the situation in the ctod
Stockholm and Gothenburg, the transformation a&itant film exhibition to permanent forms was a
gradual and inconspicuous process in rural Swetein.was an effect of the travelling film exhibisor
choosing the halls of the grassroots, voluntaranizations for the exhibition of film. The popukand
oppositional movements offered a developed infraestire of gathering halls across the nation a$ ageh
legitimate context for the entertainment. It carabgued that film exhibition in its first decadesva
primarily a feature of small-town, organized loweiddle- and working class life, rather than a fedtghd
or a metropolitan experience.



PIETARI KAAPA

Finnish cinema in the era of globalisation: the cupus case ofladesoturi(Jade Warrior)

Finnish cinema has remained a largely neglectecerab®lordic cultural production in international
circles. Recently, several producers have attempteelctify this situation. One such instance & th
Finnish-Chinese co-productid@adesoturia film written and directed by the Finn Antti-Jusginila. The
film mixes cultural tropes from both Finnish hegéaculture (such as the 18th century national epic
Kalevala) and Chinese Wuxia-cinema. Through tleiegnational form of exchange, the film is concsetel
targeting a global audience. But to what extestish a mode of cultural production successful eifiie
the promotion of national culture in the global kets or for the transnational development of nation
cultures? This paper seeks to address questiangtafal authenticity and cultural exportability by
situating the film within discourses of Finnish ttuk and identity in the 2000s. By understandiregfitm
as a ‘glocal’ text — one that concretely negotidtetsveen national cultural tropes and more globah$ of
cultural production — the paper sheds light on tbéhproductive aspects of transnational co-pradnct
and the problems associated with national cinenpaiduction attempting to cater for a wider global
audience.

SELMIN KARA

Reassembling Iraq:lraq in Fragmentsand the Acoustics of Occupation

In Projecting Migrations editors Alan Grossman and Aine O’Brien (2007 wlgdtention to the changing
architecture of transcultural ethnographic documesas as assemblages that render visible and audibl
sensuous epistemologies. Employment of differeméae in representing documentary reality help
construe it as a site of complexity rather thaaligt American Director James Longley’s poetic
documentaryraq in Fragmentg2006), featuring a three-part narrative aboutetheryday life of Sunnis,
Shiites and Kurds in Iraq under occupation, empeasihe affective encounter of different worldgrsas
inassimilable yet not completely autonomous, thhoitg fragmented structure and evocative use afidou
The contrast among the vernacular urban noise gh&ad streets in the segment about Sunnis, the
overpowering sectarian sounds of the Shiites, hadtispenseful quiet of the Kurds up north opers up
dissonant space in which each fragment of the lidmomes a testimony to both the cultural, ethmid, a
religious disquiet of the nation and the heteroggr its sonic landscape. Together, the fragments
construe Irag as an assemblage of discontinuosgsigounds, voices, and music, which imply that it
impossible to capture the nation in its totalityddurthermore, that the idea of the social aditgtavhich
Bruno Latour (2005) and Manuel Delanda (2006) findblematic, is audiovisually untenable.

MARK KERINS

Surround Sound and Textual Analysis

The advent of digital surround sound in the ea8l9ds brought cinema new sonic capabilities, which i
turn suggested a broader sense of what soundtsacksd and could do. Yet while filmmakers quickly
began experimenting with these new possibilitiesugh a variety of stylistic innovations, media
scholarship has been much slower to adjust itipesc Certainly, scholarly work in and about film
analysis has long been heavily image-centric, higdaversight has made it tricky to conduct traitil
analyses of any films where the soundtrack plasigmaificant role. Indeed, these analytic approaches
become nearly useless when dealing with newer fillmsre the multi-channel soundtrack takes over
crucial responsibilities for constructing spaces)weying plot and meaning, and creating emotion.

In this paper, | consider the strengths and wealasesf three current textual analysis models difagm
film studies and music. | then propose a hybridtegy (combining elements of all three with a ceupgw
tactics) for conducting truly audio-visual analysémally, | demonstrate this model’s efficacy tsing it
to analyze short sequences from 1998ie Rockand 2001'sloy Ridein each case, we see this new
approach illuminate meanings and aesthetic issugeedrlier models discussed cannot.

SIMONE KNOX

Costumes, cookies and herbal tea?: Masterpiece Theaand British Television Drama on US
Television Screens

This paper proposes to consider the presenceanalsignificance of British television drama on US
television screens, an issue which has, with tleegtion of Jeffrey S. MillerSomething Completely
Differentand Jeanette Steeme8glling Televisionarguably not received enough sustained examimatio
Using PBS and its long-running Masterpiece Thesdréees as a case study, | want to explore how US



broadcasters have incorporated British dramastivgio programming. This raises the related quesifon
which kinds of British drama are used by which leied US broadcasters. How are British dramas
scheduled and promoted, and how are they consunteckaeived by both US viewers and critics? In
short, what role and function do British drama pemgmes fulfil for US broadcasters, especially imte
of channel brand identity? And how does the asaiinih into the US broadcasting context transforeséh
British programmes? By considering these questithrespaper aims to think through some of the
prevailing assumptions and perceptions of US aritisBrtelevision (drama), and the relationshipsateen
them, by US broadcasters, critics and audiences.

TARJA LAINE

When Zorn swallows Mozart: Sound and Audience Respsibility in Haneke’s Funny Games

This paper investigates what | consider the mdst@sting aspect in the cinema of Michael Haneke,
namely the strategies that are used to confrorgpketators with their own engagement with the.film
his Funny Game$1997), sound plays a particularly important rioléolding the audience accomplice to
the violence towards the characters in the filnotigh muddling of the distinction between the diégaad
the nondiegesis. As a result, a contrast betwdetligibility and imaginability emerges that forctse
audience to narrate themselves in the film, whaibkas questions about audience responsibilityen th
torment that the characters have to face (andoieri entertainment in general).

JANE LANDMAN

‘Relatable’ characters in science fiction TV

Since undertaking an expansionary drive in the18@0s, the US Sci Fi Channel has become a signific
brand, inviting attention to new inflections in tltemplex situation’ of genre (Altman 1999: 84).i3h
paper examines flagship productions at the ceffitBeioFi's proprietary generic clainkarscapeand
Battlestar GalacticaProgramming commissioned with a view to broadgtie basic cable provider’s
niche, these series feature what are sometimesddalltrade discourse ‘relatable’ characters, ardpgaper
explores some of the relations, textual and reeeptif such characterisations. It proposes thatqidhe
way in which these serial-series hybrids re-imagicience fiction is to draw on aspects of character
complexity and development associated with ‘qualit§ on the one hand, and the salience of character
fandom on the other. In respect to the first, SgrBgrams marry tropes of cult characterizatiothvain
exploration of the realms of the inter- and intsyqghic in addressing issues of trauma and losgspect
to the latter, Sci Fi programming takes a lead ffamdom as an ‘institutionalization of feminine dézy
practices’, adopting analogous strategies to teegkence in much fan creative activity, to accomated
viewers’ interest in character and relationshipgiwian action narrative (Jenkins 1992: 116).

MICHAEL LAWRENCE

Shaking an Elephant: Sound, Suspense and Spectatbijg, 1925-30

In this paper | consider spectatorship, sound amdhtive suspense by attending to the presentafion
scenes of listening iMhe Unholy Threegthe 1925 crime melodrama directed by Tod Brownargl Jack
Conway'’s sound remake of 1930. In a key scene fin bersions of the film, a gang of criminals arsitad
by a detective investigating the robbery and muoder local gentleman. The detective becomes g
by the inexplicable noise made by a child’s toyhknt - in which the murdered gentleman’s rubiesha
been hidden. | examine the two versions of thisiade in relation to spectators’ experiences ofgemand
sound during Hollywood'’s transition to synchronizeind, which, Robert Spadoni has suggested,
triggered “the first major return of medium senstti to ordinary viewing in thirty years.” Deceptidand
its potential exposure) is central to the productdsuspense in bothinholy Threesl will argue that
Conway’s version of this scene — in which the diéteds deceived in a slightly but significantlyffdirent
way — the film foregrounds in a strangely self-egile fashion the successful deception of the newly
“medium sensitive” spectator by the pre-recordathstrack, and, specifically, by the sound-effect.

RACHEL LEWIS

Border Crossings: Music, Exile and the Case of theesbian Asylum Seeker inUnveiled

Whilst persecution for race, religion, nationaliayyd membership of a particular social group oitipal
opinion is recognized by current refugee law asigds for asylum, gender or sexual orientation ts Ihds
the challenges faced by the lesbian asylum seekishwecome the focus of Angelina Maccarone’s 2005
film Unveiled The film tells the story of an Iranian lesbiaasiba Tabrizi, who applies for asylum in



Germany on the basis of a well-founded fear ofgmrson in her own country. As director Angelina
Maccarone has commented in intervidimveiledis a film about exile and the transnational spafdbe
border, borders which are psychological as wetjesgraphical. This paper considers the reparabiee r
played by music in the film as a vehicle for thebeaiment and acting out of loss. Umveiled,Fariba's
vocal performance of Boris Ruslanov’s lyric songhé Beauty of My Motherland”, sets up a specifigall
feminine mode of mourning through its double conioacto soil and to the womb. So whilst lesbianism
and lesbian desire in the text work to make “hoimgjossible, music recuperates narratives of hontlean
service of reconstituting a lesbian identity fraetliby exile, loss, and violence.

VICTORIA LOWE

Voice and the British Film Actor

This paper will consider the importance of starcesiin the first decade of sound film in Britairfeature
which is perhaps overlooked now, when an star'germseems the determining factor in their signiftean
Changing the criteria of investigation from vist@mlural permits us to interrogate and revitaliseligjes
of specifically British stardom in the 1930s. Maper will analyse evidence from newspapers, fan
magazines and audience surveys giving some indicafithe cultural significance of the actor’s @izt
that time. | will look particularly at the actoioBert Donat and his role in the 1986 Knight without
Armour. Donat is interesting in this respect as a filnfoaevho trained on the stage, where the use ofevoic
was fore-grounded in the expression of charaatenid film work, his voice worked as a significdattor
in his cultural capital as an actor; a marker sfduality and authenticity. In the film itself, Bat is given
significant opportunity to display the expressive&nef his voice in his performance. Furthermoreilll
argue that the film constructs a kind of aural icity around his voice in parallel with the visuebnicity
bestowed upon Donat’s co-star in the film, Marl&netrich.

JAMES LYONS

| want my MTV Cops: Watching Miami Vice in stereo

This paper seeks to examine the impact of key dpweénts in stereophonic sound technology on 1980s
television, focusing on the groundbreaking policanda Miami Vice. While critics have looked closaly
Miami Vices arresting and distinctive visual style, littlteation has been paid to the ways in which the
show can be regarded as an important early ad@gmplication’ for innovations in stereo television
broadcasting, specifically the system known as Mhdtnnel television sound (MTS), authorised bys:
Federal Communications Commission in March 198tha4J.S. standard for stereo television
transmission. MTS, and with it the range of stesdevision sets then in manufacture, became anesy

to appeal to the upscale demographic audience sgdghsn becoming an increasingly important
consideration for network broadcasters seekingtopete with the burgeoning cable TV, VCR,
videogame and film rental markets. NB@iami Vices broadcasting network, was the aggressive front
runner in MTS broadcasting, shaping content for legiyngs demographics, and delivering audiencegdor
parent company RCA'’s stereo television sets. \V&harges from this examination of ‘MTS’ cops is thus
the interlocking logics of software and hardwaredoertically integrated media conglomerate seagkin
position itself favourably within an increasinglgropetitive marketplace, and requiring us to congéc
our understanding of the period’s signature prognarg output.

OLIVIA MACASSEY

Gramophones Taken for Wonders: the aesthetic of s@gimposition in colonial heritage film

In Out of Africa(Sydney Pollack, 1985) Denys Finch-Hatton takesghéamophone on safari. Strange, yet
familiar; the resulting iconography is typical afnd films set in colonised spaces. An intersectb
temporal and geographical setting transforms theseum’ aesthetic of Anglophone heritage cinema into
an aesthetic of superimposition, in which artefagéople, sounds, and cinematographic conventians a
picturesquely transposed onto a wild or empty laape. The function of superimposition in colonial
heritage film is akin to that of “signs taken foomders,” the repeated scene which Homi Bhabha fimds
nineteenth century literature of the “sudden, fitotws discovery of the English book” in the wildess,
sometimes in the hands of the colonised. The bmplifies authoritative discourse; yet its appeaeainc

the wilderness undermines that which it re-presdriis paper examines the aesthetic of superiniposit
in contemporary colonial heritage films, contragtinwith an alternative presentation of the grahmge

in The Journals of Knud Rasmusg@&lorman Cohn and Zacharias Kunuk, 2006). | sugtpedtthe



ambivalence which for Bhabha is at the heart obiciall discourse offers a productive approach to
superimposition and to the tension between colgaats and presents inherent in such films.

MAGGIE MAGOR - See Philip Schlesinger

NEEPA MAJUMDAR

Between Technological and Cultural Noise: The Voice Indian Cinema

The general effect of theorising sound in non-Wasttnemas may have the effect of provincialising t
seminal texts of film sound theory, and invitingn@docally specific research that grounds cinemando
in specific material conditions of production aede&ption. Focusing on the first three decadesurficin
Indian cinema, this paper analyzes the various $asfrmediation and regulation imposed on the female
singing voice in Indian cinema though a consideratspecifically, of radio and other technologigall
mediated voices in the diegesis. While it is thenhn voice that structures all of the other soundaast
films, in Hindi cinema’s first three decades of sduthe recurrent use of the radio voice gave itigirsy
voice an independent status, situated equally letweurce and auditor, and foregrounding the medt
of audio technologies through the image of theaadhd the listening face. More significantly, tiaglio
voice in film diegeses functioned as a new fornraihing for viewers in the aural pleasures speddithe
cinema in India, visualising and modeling modeBsténing to an initially disembodied voice, prepar
the viewer for a complex relation between voice bady enabled by the playback singer, whose voice
instantiates, in Michel Chion’s terms, at once aadeusmatization and re-acousmatization of sound.

STEPHANIE MARRIOTT

Modes of Undress: Mediated Communication and Interativity in Pay-To-Participate Television

The advent of digital pay-to-participate channetgks a shift from a commercial television regimedsh
on selling audiences to advertisers to a model vpevducts are directly marketed to the viewerthé

use of mobile phones and SMS messaging. Whiletioadi commercial television “monetized creative
content by putting commercials between content sedsh (Jensen, 2005), pay-to-participate
programming constitutes itself around a directrextéon between broadcaster and viewer, with canten
offered as an explicit inducement to engage imasaction. This paper examines the consequendbis of
transformation for the pay-as-you-go soft porn clemBabestation. It argues for a distinct shift in
television’s communicative ethos in relation to posena such as mode of address and personalisation.
The paper concludes with an examination of therittewhich such encounters are genuinely interacti
Babestation offers callers a high degree of ‘inflees (Beyer et al, 2007) over the content of the
programme, insofar as interactive engagement petiréim to modify the on-screen behaviour of
performers. This private two-way interactivity isndrasted, however, with a number of mechanismshwhi
institutionally manage viewers'’ capacity to engagpublic on-air dialogic interactions.

DAVID MARTIN-JONES

Traces of Time inTraces of Lovg2006): A South Korean Road Movie and Deleuze.

Deleuze’s ideas, mostly developed from his knowdedfEuropean art cinema and classical Hollywood
films, are rarely applied to Asian movies. This @apses Deleuze’s concept of the time-image to eam
the negotiation of national history in the Southré&amn road movi€elraces of Lov€2006). Deleuze’s ideas
are useful when considering hdwaces of Lovenanipulates narrative time to explore recent Séiattean
history. Thus, coupling Deleuze with a specific BoiKiorean film broadens our understanding of the
applicability of Deleuze’s ideas beyond the condiné European art cinema, demonstrating how his
findings can be rethought when tested in the urfan{for Deleuze) context of Asian popular genre
cinema. The use of Deleuze’s work to analyse alSliatean film that is firmly engaged with a
historically grounded context offers the possibibf a reclamation of his often problematic, ahistal
interpretations of cinema. Specifically, Tnaces of Loveéhe time-image appears in order to facilitate a
cinematic re-examining of the recent, national pastoughout this road movie, memory disrupts the
narrative to suggest a recovery from national trasiof ‘compressed modernity’ is possible, a protess
is, significantly, set in locations of touristicdgy and national heritage.



SOPHIE MAYER

“Remember me! But ah, forget my fate!”: Crying in Sally Potter’'s The Man Who Cried

Sally Potter is not only a writer-director, but@bs composer, singer and music produtee Man Who
Cried (2000), a film set in a pre-WW!II opera companyswaitically dismissed, arguably because of a
general reluctance, and need, to learn to listdiints. Potter writes that her idea for the filmgam with a
particular song, “Gloomy Sunday,” and | trace theywn which the film generates its narrative and
emotional address to the audience through musiichwhtertwines opera, Yiddish lullabies and Roma
improvisation. The lines from Dido’s lament, quoiadny title, become an affective history of erasur
and the negotiation of witnessing in oral traditidhat survived fragmentarily. | consider Potteise of
music and soundworlds in her other films, from &ddrto the audience from Thriller, which rewrites
Puccini'sLa Bohémeto Yes’ use of voice-over to cross the boundasetsveen remembering and
forgetting, inside and outside, feeling and faatdbing so, | connect the “cry” of the singing wio the
“cry” of emotion, and consider the film's theoriginf the connection between music, emotion and
(political) memory.

BEN MCCANN

“(Under)Scoring Poetic Realism” — Maurice Jaubert and 1930s French Cinema

This paper will examine the contributions made bgnposer Maurice Jaubert to three key French ‘poetic
realist’ films of the 1930s £'Atalante (1934),Le Quai des brumgd.938), and_e Jour se levé1939).
Whereas the formal specificity of these films iteofanalysed in terms of their visual sensibilites!
expressive mise-en-scene (set design, costuménliglacting style), there has been comparativtlg |
written about the way Jaubert’s scores provideontant synthesis between image and sound. He
regarded music as fundamental not simply to thersmbring and accompanying of a film, but also as a
means to reinforce, express and paraphrase mahg éifm’s attendant narrative preoccupations.

In L’Atalante, Jaubert’s music signals love, desire, separatiod,reunion. Although his score lasts only
fifteen minutes, it is a crucial accompaniment igoJs visual strategy. This “poetic prolonging” is
developed and sustained in Jaubert’s collaboratigtisMarcel Carné in the late 1930s. His scoregst
Le Quai des brumeandLe Jour se lévavith a rich sonic tapestry which both heightersten and

underpin the sense of impending fate. Ultimatdig, paper will argue that music is an important espé
poetic realism’s overall cinematic style. In arsig Jaubert’'s work, we can place his accomplishsnen
alongside the more famous set designers and ciognagthers of the 1930s, and argue that in terms of
sustained approach, repeat methodology, and rexaigei musicality, the composer-as-auteur formutatio
is both a fruitful and hitherto under-explored aoé&lm analysis.

DENICE MCMAHON

Challenging Conventions: An Audiovisual Collaboraton from the ‘First Wave' of Irish Film

Primarily concerned with practices of musical cosipon for films made on the margins of commercial
cinema (in this case, the West of Ireland), thigsgna&xamines the audiovisual collaboration betwash
filmmaker Bob Quinn and Dublin-based experimentahposer Roger Doyle during the 1970s and early
1980s, a period coined as the ‘First Wave’ of iedigus filmmaking in Ireland. It explores the creatise
of sound in the collaborative work of these twasést offering a counterweight to past scholarshipich
has assessed the visual realm alone in Irish figel§ing with theories of ‘Third Cinema’ as defingd
Solanas and Getino as well as issues of cultutamalism and the phenomena of modernisation, Il wil
look at how Quinn manages to “demythologize” ruraland by challenging audiovisual conventions.

I will examine the diversified use of sound in éestion of Quinn’s films — from the textured soursdik of
Cloch (1975) and the fully-scored fillBudawanny1987) to his 197®aoitin, a film with no music, only
diegetic sound. How, | will ask, does the soundeaafPoitin challenge earlier conventions of repntifg
Irish landscape in film, such as those exemplifiedohn Ford’'sThe Quiet Mar(1952)?

TIM MCNELIS

Riot Grrl Imagery and Pseudo-Feminism in 10 Thingd Hate About You

The representation of identity is always a certtrame in teen films, and popular music is regularly
employed in the dramatic score to highlight patticpersonality traits. Additionally, the music cheters
listen to and perform helps to project a certaingm— usually one that is based on some mediatsdulp
social stereotype immediately recognisable to awdie.10 Things | hate About Yd@999), a loose
adaptation of Shakespeard@aming of the Shrewvis a teen film in which music is used to mouléueitter



types based on cultural understandings of genreatations. The protagonist of this film, Kat Stoatf, is
musically constructed as a rebellious youth, a camformist, and even a feminist — an unusual sisater
a teen film. However, in this paper | will arguatla closer examination reveals the contradictatyne of
her musical characterisation. Popular media reptatens of the Riot Grrl movement are evoked i@gi
Kat a pseudo-feminist image that is undermined bgioal choices in the film. In addition, musicakagy
tends to lie in the hands of Patrick Verona, Khiige interest. Thus the illusion of a progressieméle
teen depiction gives way to a more traditional,sssmative version of femininity.

IRINA MELNIKOVA

Frames of The Metamorphosis: dialogue with Kafka?

The paper examines Valerij Fokin’s filfrhe Metamorphosi€002) based on the Franz Kafka's novella of
the same title. The cinematic text is analyzed esngeptual model of adaptation focusing on thélero
of textual frames. The tradition considers theuakframe (i.e. the opening credits and the closirglits)
to be secondary to a narrative — something likbrteal device used for ‘technical’ purposes. Naveldss,
in the case of adaptations boundaries often plakéy role in shaping meaningful strategies oftéxt as
it happens in the transformation of ‘canonicakiary text discussed in the paper. Fokin sets Katiext
within the two frames, - the first one created Iy bpening and closing credits, and the second one
configured from the Fokin’s ‘prologue’ and ‘epilogjuto novella. The initial parts of both frames are
opposed to their final parts in various modes. &aoration of the modes of oppositional preseotati
offered in the paper (distinct variants of visuatian of the sound, the disjoining of the soundkritom
the visual track, distinct montage techniques axuipar character of the fragmentation in ‘prologue
shows that the frames reveal the special featurafia’s poetics and, at the same time, creatédemw
un-canonical field of meaning, implying the sphef¢he general problem of cinematic representatidts
theoretical aspect.

ANDREA MEUZELAAR

The single male guest worker and the angry Muslim wb: an archaeology of two circulating icons in
the Dutch audiovisual archive

This paper examines how Dutch television has geéegispecific discourses on Islamic immigrants m th
Netherlands and has shaped imaginations of itdenliliral society. Over the past 45 years, Dutch
television has generated an enormous amount cdithaes on the issue of Islamic migration and has
produced a collection of images that is still réyprkpanding. These stories and images are arclhyede
Institute of Sound and Vision, the Dutch nationadiavisual archive. | will first theorize my Fouddian
approach to the archive by exploring the polititthe archive and by analysing possible archivajsiaf
remembering. | will then proceed to present twdedént case-studies on the history of represemtatio
the Islamic immigrant on Dutch television. | widlke as a starting point two iconic television imatet
represent two pivotal moments in the narrativest#rhic migration. The first archival image shows th
recruitment of Moroccan ‘guestworkers’ in 1969, sigeond one shows angry men on the streets diméng t
Rushdie affair in Holland in 1989. | will trace geeiconic images through the archive and by examgini
how they are being recontextualized over the coofsiene, | want to investigate how the discoursettoe
Islamic immigrant has evolved. My aim is to shedight on the changing perspective on Islam in the
Netherlands as well as to contribute to contemgyaaechive and media theory.

BOB MIKLITSCH

Audio-Noir: Sonic and Musical Effects in Neo-Moderrist Noir

Since its inception in 1941 withhe Maltese Falcqrfilm noir has become indelibly associated withi@ie
“literary” devices like flashback and voice-overriraion as well as with expressionist visuals sagh
“mystery” lighting and canted camera angles, nguashed rooms and rain-slicked streets. Over the
years, film noir has also become associated wittaicesounds: wise-guy patter and erotic double tal
moody voice-overs and even moodier music. Althothgise evocative sounds and images can be said to
constitute the imaginary of the genre (which, like Maltese Falcon, is at once real and fantasmats
striking, especially given how many people can hbentheme from Laura (1944), how little attenti@sh
been paid to the acoustic dimensions of the geHmwvever, in the wake of developments in soundistyd
critics have recently begun to explore not justltiuk but the sound of noir. To wit, “Audio-Noikill
discuss the role of audiovisuality in 1960s and@s9hodernist noir, concentrating on the compley plfa



sound and image, music and action, in a numbeamdmical films, including Point Blank, Mean Streets
The Long Goodbyé& he ConversatigriChinatown andTaxi Driver.

CHRISTIE MILLIKEN

Street Cred: Scenarios USA and the Reinvention of@luloid Sex Ed

This paper examines a range of short films prodige8cenarios USA, a nonprofit organization which
selects essays and/or screenplays on topics retatexual health written by youth aged 12-22 fieom
annual nationwide competition. Scenarios matctstiwrtlist of winners with experienced and well-
regarded co-writers and directors who help to btirar stories to the screen. Aired on Showtirhe, t
Sundance Channel, various Public Television andnagtwork stations, these films have also been
widely distributed through a number of school beaadross the United States and are viewable on-line
Written by and for teens (“in their own voice”) addaling with issues such as teen pregnancy, Al a
other STls, coming out and peer pressure, thess fitrive to offer a corrective to older, dated séx
material and particularly to abstinence-only modetich dominate so much high school sex ed cumicul
promoted by the Bush administration. For their sagg, relevance, and style, the Scenarios shargs ha
been described as a new genre: “Sex Ed as Art Gifiemmich purports to lend credence to their overal
message among media-saturated and savvy youtlonBelge stylistic gloss of the films, their use of
colloquial language, and their playful incorporatimf generic conventions ranging from the horrbn fio
romantic comedy, are these films really doing aimgmew? Does this represent an example of Frieria
critical pedagogy at work by granting a voice tddd This essay hopes to raise these questiongsaden
discussion of the films themselves.

PETER MORRIS

Semiotic mappings between music and action in thHBom and JerryTV series

Music for animated cartoons is rich in connotativeaning. Furthermore, due to its exposure ancatede
viewings in early life, it serves as both entertaiand educator, creating tight relationships betienage
and sound. Within the mature cartoon music thatt®radley wrote for the MGMom and Jernseries,
there exists a set of two-way semiotic mappings/eeh music and action that is consistent and regeat
This set lends itself to detailed analysis such @naunderstanding of individual music elements, wil
without visual support, inform the listener abchg harrative of the cartoon. Because the mapgireys
two-way, it is, in theory, possible to create s@amblance of Bradley’s music for a given visual by
constructing a musical score from the mapped vislashents. Furthermore, the elements are so conymonl
exposed that they move from being symbolic to baidgxical. That is, their familiarity creates iaedt
connection between aural and visual componentsausicological terms, the elements become topids an
if they were to be included in works other than ehiginal cartoons, they would carry with them thei
acquired meaning. This paper uses some of thescares from th&om and Jerncartoons to illustrate the
importance of Bradley’s signifier-set in early-lif@pic acquisition.

ANNAMARIA MOTRESCU

Muted imperial identities: British amateur films fr om the 1920s-1940s

This paper discusses several amateur films madegdilne British rule in India and how the absente o
sound influences the interpretation of imperiahiitees. Case studies selected from the BritistpEen&
Commonwealth museum and the Centre of South Adiadies’ (Cambridge) film collections support the
implicit historical evidence conveyed by these c@bfilms. They provide a particular insight inBsitish
and Indian identities, which are rarely conveyedther documentary sources in imperial studiese Th
lack of recorded voices, hence of direct accesisadilms’ factual contexts, facilitates customary
interpretations that rely mostly on imperial litenee and Empire Cinema films. This becomes evident
scenes depicting Viceregal visits, garden pariely matches, horse races, military parades, weddin
durbars, and hunting expeditions. The absencewfdsets imperial identities within predictable an
prescribed social codes, particularly when peopkedor the camera according to their colonialgole
Furthermore, the use of intertitles, created asllive=s and not as dialogue transcripts, highligiee
interpretative limitations. Although speech-readiaghniques could be used, the absence of sound
nevertheless strengthens the legitimacy of thepetiia visual testimonials. It also reinforces todonial
amateur film practice’s role in the articulationRxiitish imperial identities.



LAWRENCE NAPPER

Max Schach and the British ‘opera’ film

In recent years there has been a great increagerkfon the contribution of European émigrés tctisti
cinema during the interwar years. The effects ehdgnvolvement are often understood in contradjctor
ways — aesthetically enriching on the one handebahomically disastrous on the other. Technicgth
as lighting designers, cinematographers, directtrsre praised for their talent and skill, whitegucers
are castigated for their extravagance and dubiaesess ethics. This paper will concentrate onagesh
the most controversial émigré producer of the gkrwax Schach. Schach is often credited with single
handedly causing the collapse of British film figarin the late 1930s. The paper will draw on new
material from the Norwich Union Insurance Architecomplicate this traditional account. A re-viegin
of the numerous ‘opera’ films produced by Schaajgssts that his production policy was in fact jpdua
concerted effort to launch a distinctively Europ@ausical form in Britain.

CHRISTOPHER NATZEN

Am | a Worker or an Artist? — The Swedish Musician’s Union During a Time of Transition 1928-

1932

During the coming of sound film in Sweden in thange1928 — 1932 the Swedish Musician’s Union took a
somewhat surprising position when addressing tbietfeat many members would soon be without
employment. Rather than acknowledging reports roairtg that the unions in the US had agreed on heavy
cutbacks in 1928, and that most musicians in fheifidustry were obsolete by 1929, union officials
Sweden instead signalled the need for high culahles of Swedish origin as a guarantee against
something that they regarded as simply an invadiaghanical noise soon to fade away. The paper will
approach the question of why they had chosen ts#ipn by examining the union’s self-image that
mainly revolved around one issue: were their mestebe seen as workers or artists? On the ong hand
the union was part of the Labour Movement, whicth geown in strength during the 1920s pushing for
decent working conditions and better salaries.@mnother hand, the union did not want to be astaxtia
with industrial workers since musicians performetistically and in their own view belonged to tlzest
defenders of Swedish cultural values. Thereforepmting to the union, Swedish audiences would never
fall prey to “the mechanical noise” and everythihgt was associated with it.

STEVE NEALE

Uses and Aesthetics of Sound ifhe Broadway Melody1929)

The late 1920s has been characterized as a panghic¢h the foregrounding of sound and in which
musicals and musical performances in US films vt becoming increasingly common. The Broadway
Melody - a backstage musical provides examplestf.dn addition to the songs and the music, Norman
Houston and James Gleason’s argot-filled dialoglgs @ major dimension to the film’s aural landscape
and is itself an instance of foregrounded soundvéi@r, the uses of sound in The Broadway Melody are
not confined to musical sequences, to the delivédialogue, or to conventional diegetic effectsr are
they confined to conventional instances of foregdrd sound (exemplified at the beginning of tha fil
which is set in a musical publishing house and titiontains a cacophony of sounds and snatches of
music as the editing moves us from one room tohemptOne of the film’s most striking sequencesrfro
an aural point of view is far more “quiet” (botkelially and metaphorically) than many of theseldwihg
the sequence in which Hank (Bessie Love) pretemtiet fiancé that she has never loved him and sends
him off to pursue a romance with Queenie (Anitad)ablank herself is left on her own. The rest &f th
scene, which lasts over a minute, is founded saelthe interplay between silence, the intermittard
relatively muted sounds of sobbing, and, eventuétly sounds of speech as Hank calls her Uncleéen t
phone.

JACK NEWSINGER

The Interface of Documentary and Fiction: The AmberFilm Workshop

Founded in 1969, the Amber Film Workshop is thstfand longest surviving regional film workshop in
Britain. Their body of work over the past fortyaye all centres on the representation of workiag<l
communities in the Northeast of England througheeixpental documentary and fictional production
practices. Their films explore the relationshipveen locality, work, community and identity ane ar
made in collaboration with the communities whicmiidheir subjects. As exemplars of what has been
called ‘integrated practice’ — involving themselwegproduction, distribution and exhibition — andnking



completely outside the structures of the mainstréeimand television industries, Amber represent an
alternative proposition for a national cinema: abscale, regionally-based, socially responsiveenia
founded on cultural rather than commercial conceiist they have received scant academic attention.
This paper seeks to address this through an asaf#he development of their working practices and
aesthetic procedures. It is argued that their wepkesents both a continuation and transformatighe
principles of the Documentary Movement associatid %ohn Grierson, founded in the 1930s. In thagyw
Amber’s films demand the extension of the histdrotish documentary cinema beyond the 1960s and
Free Cinema.

MARTIN O’'SHAUGHNESSY

Silencing the war all the better to hear it. Renoils La Grande lIllusion

This paper would focus on the difference betweersthundscape afa Grande lllusionand that of some
of the classic First World War films that accompahthe emergence of sound cinelh Quiet on the
Western Froty The Wooden Crosse#/estfron}. In the latter the sound of weaponry is usednichar the
realism of the representation and underscore tignianity of the war, opposing the mechanical to the
human,La Grande lllusiorsilences the weaponry to produce an alternatiuadscape which, bypassing
the sterile opposition of human and mechanicahstaies responsibility in the conflict. The earfiens
deploy a double but non-reflexive pedagogy of sotmel soldiers learn to listen to stay alive: warteto
listen to understand the war. Reinstating refléyjyRenoir's film questions the reliability of operception
while making us ponder our role in generating thensl of war. Popular song is deployed in the earlie
films as a utopian outside evocative of a humaniogrtogether outside war. Partly refusing this
utopianismla Grande lllusiorexplores enlistment of popular forms within coctftall the better to hold
onto what is salvageable of their utopian potential

CAROL O’'SULLIVAN

At play in the fields of the screen: popular film sibtitles as metadiscourse

Situated within the emergent field of Audiovisuahmislation Studies, this paper draws on a largpusoof
popular film and television texts to examine theakbgical apparatus of subtitling through its ludid
parodic uses. The paper begins by revisiting AbéN\ornes’ notion of ‘abusive subtitling’ and argue
that subtitling practice in contemporary film iseldy engaging with the conservatism of existirarpce
to extend the range of expressive resources alailalsubtitlers. These include not only the use of
‘headnotes’ and multiple colours in anime-influethsaibtitling, but also linguistic play, kinetic efits and
the extension of the area of the screen availanléhé display of subtitles. Subtitles are no langentent
to remain on the surface of the screen, but moepealeinto the field of the screen by passing behind
objects in the image, becoming an intrinsic elenaéntather than a supplement to, the audiovisexl t
Interestingly, though these practices formally onithe abusiveness advocated by Nornes, ideoldgical
they often bolster the ‘corrupt’ invisibility of éting practices. At the same time, the paper argoat
parodic uses of subtitling in popular film and tééon themselves interrogate the apparatus oftingt
through metaleptic effects such as character-sailimiteraction, subversion of on-screen dialoguwe the
explicit use of pseudotranslation. These ostengiblial uses of subtitling in fact foreground sitles’
perceived truth value, their authenticity effe¢tt®ir contribution to the othering of speakers oasn and
the illusory transparency of the relationship atitag between source text and subtitles.

LANDON PALMER

Music and Non-Music in the Cinema of Michael Haneke

The opening of Michael HanekeFunny Game$1997) shows a family listening to classical muegicl
quizzing each other on the year, composer, and ositiqgn. This diegetic exercise by the film’'s main
characters is suddenly interrupted by nondiegetavi metal music that plays with the opening csedit
As previous scholars have argued, this openingesitieistrates the exercise Haneke himself practices
throughoutrunny Gamessubverting expectations by constantly bombardiegspectator with disruptive
audio, visual, and narrative elements that ainxist&eyond typical narrative categorization. Heeig
outspoken disdain for repetitive, generic Hollywaedrative formulas (and their influence on Eurapea
cinema) has inspired the filmmaker to create whaesal scholars argue as a “reactionary” cinema, on
that aims to subvert traditional narrative struesur This paper aims to interrogate this reactipgaslity
of Haneke’s work through examining his unique (aftén rare) use of music: specifically the framafg
Funny Gameshrough classical music juxtaposed with heavy ifetad how this is analogous to Haneke's



subversion of traditional narrative expectatioasid the diagetic use of Schubert to contrast tfid,ri
cultured, controlled practice of mastering a musitstrument with uncontrolled, incomprehensiblaussd
desire inLa Pianiste(2001). This paper also explores Haneke’s deliigeerejection of music in sections of
his films where nondiagetic score would typicaley;, land his complete rejection of music altogether i
several of these films.

DONNA PEBERDY

Male Sounds: Gender, Genre, Voice

“Where did you get that phony accent? Nobody thiike thet!” - Some Like It Hof1959)

Studies looking at dialogue are often limited iaithldiscussion of the voice. Numerous accounts have
focused on the significance of what is said onsttreen, with dialogue itself a marginalised topic i
relation to the cinematic image. The performancthaf dialogue has received less attention. Théios
the lines are delivered; how the voice soundsstfeificance of intonation, texture and timbre aregn
performance. Building on Sarah Kozloff's studiegl@logue and voice-over and the small body of
scholarly work on the voice in film, this essay kxps the centrality of the sounds of the voicgeémder
and genre construction. If dialogue is intricatediated to genre as Kozloff asserts, what bearaes dhe
voice have as a generic signifier? This paperfadlus in particular on the use of the voice indlagon
(Arnold Schwarzenegger, Will Smith), film noir (Hyinrey Bogart, Fred MacMurray) and the British
Heritage film (Hugh Grant, James Mason), examinimgrelationship between voice, genre and
masculinity. By considering performance as somethirat is “put on” or “acted out” alongside an atgo
“given” vocal characteristics, this essay challengeateurist approaches to film studies which place
creative control of characterisations in the haofdbe director, writers, or producers, examinihg tole of
the actor’s voice as signature.

CLAIRE PERKINS

The Music-lmage: Pop Soundtracks and the Refrain

Much classical work on music in film relies on @ngiple of inaudibility, whereby the musical diméms
of the film soundtrack is understood as somethirag is necessarily subordinated to the narrativieh Whie
rise of the compiled pop score from the 1960s odywarany films have challenged this principle by
mobilising the audible dimensions of lyrics andfpenance at the levels of narrative and affect. Whe
specific, pre-existing songs are “spotted”, or teritinto a screenplay, the various classical fonstiof the
musical soundtrack are often transformed, but al8omed. Drawing on Deleuze and Guattari's
conception of the refrain as a territorial impulés paper will discuss these transformationfhigxdontext
of the “music moments” and “melodic landscapessaie recent American commercial-independent
filmmaking.

SARINA PEARSON

Between a Rock and a Hard Place: Duplicitous DutifuDaughters and Assimilation in Asian New
Zealand imagery

New Zealand Cinema (both in terms of production enitital discourse) continues to be framed re&dyiv
narrowly around historically established concepgiohnational legitimacy, specifically European
settlement, Maori indigeneity and to a lesser de@elynesian migrancy. This trend continues despite
significant immigration from East and South Asiacs the early 1990s. In 2005 Roseanne Liang, a
Chinese New Zealander directed a feature lengthbagraphical documentary that chronicled her
ongoing struggle to gain her parents’ permissioméary her European New Zealand boyfriefhnana

in a Nutshelwas hailed by various New Zealand critics and comtaters as ‘groundbreaking’, mobilized
as evidence of an emerging multicultural societyl altimately won Liang the nation's preeminent new
filmmaker award. The insular nature of culturatistcourse in New Zealand meant that Liang's
performance of a relatively well established filrigpe (that of the dutiful, duplicitous, diasporic
daughter) was never critically examined in relatiotransnational discourses of gender, sexuatity a
multiculturalism. A comparison betwe8anana in a Nutshelind films such as Mina Shunouble
Happinesqg1995) potentially unsettles and problematizesenirNew Zealand constructions of
‘Asianness’. Continuities between these films sidmaad transnational trends in multicultural agkition
narratives, while tensions surrounding duplicity gender reveal localized assumptions about
representations of difference.



DUNCAN PETRIE

Creating and Sustaining a National Cinema in a SmalCountry: Thirty Years of the New Zealand

Film Commission

A viable national cinema was facilitated in New l&éea by the establishment in 1978 of the New Zehlan
Film Commission, providing a small but stable seun€ public financial support for film productioné
development. Thirty years on, the Commission caminto occupy a key strategic position with the New
Zealand film industry and during that time has beeactly involved in most of the feature filmshe
produced in this geographically remote and smalhty of four million. While influenced by economic
and political changes, the Commission has endeaddorintegrate a cultural imperative ensuring the
production of local films telling local stories and economic goal of building a production industry
through encouraging other sources of funding bational and international, while occupying a somes
uncertain position between operating as a film tgreent agency and a studio. This paper will ctic
consider the legacy of the New Zealand Film Comimisi the creation and development of a small
national cinema, interrogating in the process gnegved purpose and value of local film productioa
small nation and the current alignment of instin#l priorities with the New Zealand Government’s
policy of promoting a meaningful sense of natiddahtity in an increasingly culturally diverse setyi
while taking full advantage of the transnationgboriunities afforded by globalisation.

ALASTAIR PHILLIPS

Out of the Past: Uchida Tomu'sA Fugitive From the PagKiga kaikyo (1965)

The field of Japanese film noir is as notorioughgtable as that of its American and European
counterparts. This paper will broaden the Englisitgliage discussion of Japanese crime cinema by
considering Uchida Tomus Fugitive From the PagKiga kaikyo) - a critically undervalued modernist
epic which spans space and time from Hokkaido énNbrth of Japan to Tokyo and from the late 1940s t
the late-1950s. The film's distinctive aesthetimstabute to the film's atmospheric power: it i®sn

black and white Scope and the film is preoccupiét & powerful sense of space and location. Butitts
so many American film noirs, beyond a feeling afqd and a concern with a distinctively moody visual
style, A Fugitive From the Pashs its name suggests, is also concerned withdlitics of temporality. It is
this aspect that | especially want to focus onrgteo to illuminate not just the noirish interplagttveen
past and present in terms of an analysis of indafid flawed psychology, but the implications datieg
this to wider concerns about the politics of postdapanese society and the legacy of the Pacific wa
within the varied social landscapes of postwar dapa

CAROLE LYN PIECHOTA

Touching Sounds: On the Audio/Visual Passage in Ctamporary Cinema

| am interested in expanding and updating Chrigtiaathley’s useful but limited notion of the “cirt@fiac
moment,” and contextualizing it within contemporarydio/visual aesthetics and practices. In his book
Cinephilia and History, or The Wind in the Tre&gathley suggests “cinephiliac moments” are
characterized by a spectator’s subjective and ptabte encounter with marginal filmic details thag¢ in
excess of any narrative representation or intemaeahning and are chiefly experienced by means ef “th
cinephile’s defining mode of vision: panoramic pggtion.” By privileging vision and focusing primbri

on realist, classical Hollywood cinema, Keathleyoies a spatial and cognitive cinematic experiemze a
fails to adequately account for more temporal dfettive pleasures elicited by aural and other seas
stimuli. Considering contemporary cinematic aestbetmprovements in sound technologies, and the
increased use of popular music in film, | suggkat tontemporary cinephiles experience a variaiion
Keathley’s “moment” through what may be provisidpalescribed as “audio/visual passages.” Like
Keathley’s cinephiliac moment, these passages presdiging occasions for the subjective and
pleasurable discovery of marginal filmic detail@vitever, the audio/visual passage expands on Kgathle
“moment,” by including aural and temporal dimensiai perception. Further, these passages oftefolast
several minutes and either lack or downplay diadodeaving the perceiver more room for play,
imagination, and projection.

MICHAEL PIGOTT

The Film (remix)

This paper will examine the possibility that theezgent art of VVJing presents a point of convergence
between disparate understandings of sound and inatiee realm of cinema sound has long been



considered at worst inconsequential, and at bespmentary to visual narrative. Approaching frdma t
opposite side, moving images have from the mfl @ntury served as accompaniments to live music
events, and more recently found fixed form in thatext of the music video. A parallel strand rursf
film artists such as Oskar Fischinger attemptingisoalise music, to the embedded music visuatigati
programs in current music playing software likenta. Contemporary VJ performances increasinglygerid
the gap between these trends, actualising a trioigdhy the live audiovisual mix. Here sound anddgma
are frequently on equal terms, operating as sepgeatdynamically reactive media streams in a dargu
multimedia event. Through an analysis of Peter @Gaeay’s live remix of hiulse Lupefilm trilogy (the
film artist moving toward the live A/V mix) as wedls Paul D. Miller’s similar live remixing performee
of D.W. Griffith’s Birth of a Nation(the DJ moving into the world of the live video ntage) | will
explore the character of what | argue is a distimatmergent art form.

STEPHANIE PIOTROWSKI

Silver (Screen) Beatles: The Transition from Pop $irs to Musicians inA Hard Day’s Nightand Help!
In 1964, the Beatles starred in a film that uspdeudo-documentary style to exploit the Beatles'suil
combination of image and personalifyHard Day’s Nightset out to recreate the energy of the Beatles’
live performance in a way that allowed the audieiocteel a sense of closeness to the band anddea
sense of authenticity never before experiencedpiopamusical. By examining the directorial stylelan
performance codes of live performance during thalftoncert sequence, this paper establishes axtont
for the Beatles’ manipulation of performance coitetheir 1965 follow upHelp!. Help! not only parodies
the “Beatlemania image” during the title sequetes,also deliberately shifts focus away from thetBes’
image as pop stars to emphasize the band’s dedie tegarded as musicians. The “You're Going teelL.o
that Girl” sequence, in particular, illustrates hthe Beatles began to use film to distance theraséhom
their Beatlemania iconography in order to pursueoae artistic musical career. This paper is pag of
larger project researching the Beatles’ journeynffmop stars to musicians as depicted in the band’s
evolving image and performance styles throughoeit five films.

PATRICIA PISTERS

lllusionary Perception and Cinema: Experimental Thaights on Film Theory and Neuroscience

In this paper | take Deleuze’s suggestion that ‘Bteen is the screen’ literally and propose some
experimental thoughts of interdisciplinary conneityithat move from neurobiology to film-philosophly
will first map out some general ideas and problantie encounter between film theory and neuroseien
(both disciplines are in themselves already trastgplinary fields of investigation) and then dissus
possible directions in which such en encounterd:bel taken. As a case study | will focus on the
phenomenon of visual illusions or illusionary pgrien where a neuroscientific assessment of thgémna
and the Deleuzian concept of the ‘powers of theefadllows for a new evaluation of illusions, magitd
the possibilities of fraud and trickery. Throughow discussions | will refer very concretelyThe
lllusionist (2006) andrhe Prestigg2006) to indicate how these films, set in Viemma London around
1900 respectively, relate to contemporary questiomguroscience and film-philosophy.

VIRGINIA PITTS

Igniting the peripheries: Digital Cinema in Aotearca New Zealand

Over the last decade, the number of fiction feafilmes financed or co-financed by the New ZealaiithF
Commission (NZFC) has averaged less than five gar.yret in 2007 eight fiction digi-features were
released, three were in post-production, and adurtix were in development with funds from the KIZF
Not only does this represent a huge increase i form screen storytelling opportunities for Newalznd
filmmakers, the burgeoning digital production seésoalso giving expression to voices, styles and
approaches hitherto excluded from the national saHence, alongside the customary slate of largely
Pakeha (European New Zealander)-authored horror, thrdled art-house films financed by the NZFC is an
emerging cinema that embraces actor-led approaghtg,social realism, surrealism, cross-cultuoale
stories beyond the &bri-Pakeha matrix, and even a Chinese New Zealand Bollywadgte snusical.
Reflecting international trends in digital cinerbaundaries between mainstream, avant-garde, fiction
documentary and music video are also becomingasangly porous. In light of these developments thi
paper explores how the proliferation of digitafrfihaking in the 2000s is re-writing the ‘national’New
Zealand cinema through the related processes wfrabenfranchisement and aesthetic hybridizatiat t
both respond to and constitute the ever-increasiftgral plurality of the nation.



RYAN POWELL

How Disco Killed Diane Keaton: Menace, Threat, Sexal Unrest and Ethno-gay Music inLooking

For Mr. Goodbar(1977)

In the popular 1977 filnhooking For Mr. Goodbafdir. Richard Brooks) Diane Keaton plays Theresa
Dunn, a New York schoolteacher whose favored pastimclude frequenting local discotheques, dancing,
drugs, and the art of soliciting men for late njgifter-hours sex. The protagonists liberated etmbs
leads her towards the bleakest destruction wheisdhraitally murdered by one of her pick ups; angu
man who turns out to be a deeply troubled, psydipaself-hating gay man. This paper is concerned
with how lyrical music, and specifically disco mesiperates in the film to mobilize feelings of mema
threat and sexual unrest via its associations métivwhite and gay culture during the seventieslodking
at the ways in which disco music is used to taxameroharacters in the film as pathological hedanist
sex-crazed gyrating deviants and predatory crirgjrihis work will consider how the film score plays
widespread cultural phobias that were rampant dutie period, particularly in regards to race, gerahd
sexuality. Picking up from Richard Dyer’s assertibat disco and disco culture restored ‘eroticisrthe
whole body’, this paper will consider how the cahtropes of disco, namely its links to notions of
physicality and material excess are used in the di§ a means of branding and taxonomizing dewgeist
and ultimately locating this deviance in the thegdtig, unrestricted physicality of the disco colssedr.

JOHN DAVID RHODES

Pasolini’'s Exquisite Flowers: ‘The “Cinema of Poety™” as a Theory of Art Cinema

In 1965, at the first Pesaro Film Festival, in frohan audience that included Roland Barthes amdiéw
Sarris, Pier Paolo Pasolini first aired his contrsial essay ‘The “Cinema of Poetry™. | argue that
Pasolini’s essay is one of the only attempts im fiheory to produce a theory of art cinema. Pagslin
essay risks a theorisation of “poetic” cinema thatances itself from mainstream narrative cinerhiciv
he identifies with “prose.” Pasolini’'s identificati of a vocation and a theory of poetic cinemaretts us
because it articulates a number of tensions: betweesolicitation and disruption of spectatorial
identification, between narration and image, ansvben politics and formalism. Charging all of these
Pasolini’'s preoccupation with reconciling the waflingusitic semiotics with the work of the filnmiage.
Returning ‘The “Cinema of Poetry™ to its historiazontext of the 1960s allows us to diagnose art
cinema’s tortured place in culture. Pasolini’s ttiation of the ‘Cinema of Poetry’ as both a staually
linguistic and a psychologically expressive phenoome | argue, helps us to understand art cinenaa as
mode of cinema that continues to take the notiosubfectivity seriously even as the subject isatered
with being liquidated by structural linguistics.

RICHARD RUSHTON

Four Films about Love

Few scholars seem inclined to write about lovenamovies. They write about desire and romance, but
rarely of love. When scholars do write about loveespecially in Hollywood films — most often they do
so in order to criticise its ideology as a decaptitbusion, or in terms of false consciousnesstiy#mod
sells us notions of romantic love that are unré&alisintrue, ideologically conservative, discrinmtinaly
heterosexual, and denigrating to women. In thispagim to counter such arguments. | argue that
Hollywood’s ideologies of love amount to one ofgieatest achievements. Key ideas in my paper are
taken from Stanley Cavell's theses on lov@insuits of Happinesand elsewhere. | discuss these claims
with the help of four Hollywood filmsThe Awful Truth(Leo McCarey, 1937)]t Should Happen to You
(George Cukor, 1954Ricnic (Joshua Logan, 1955) ahdver Come BackDelbert Mann, 1961).

DOMINIQUE RUSSELL

Noise as Music and Other New Argentine Cinema Expénents

One of the defining characteristics of the New Atiee Cinema (1995-2005) is a will to experimenthwi
sound. The results of that experimentation aré\as sk as the films. Nevertheless there is a comiinoort
in rejecting two aspects of the traditional Argaatsoundtrack: theatrical language, that is, tga tones

of “trained voices,” and classic scoring with unoisive music that punctuates the action onscreen. N
Argentine Cinema makes peculiar use of both musgiejeeting it entirely, using fragments, tying itistly
to onscreen occurrences—and language. Reclaimingatticularities of local and diverse class-based
slang, language itself is activated in these fitmsa “live subject, changing, in motion” (Wolf).



There is nevertheless a tendency to relativizedpeaweostly through proliferation, ad lib, loss of
intelligibility and decentering. Similarly, musis both emphasized and displaced as a “supportieof t
narrative. Lucrecia Martel dispenses with scoribggether, replacing musical leitmotifs and punttua
with noise. When she uses music, it is diegeticfams a kind of miniature film-within-a-film,
suspending the narrative line. Martin Rejtman, anghnways her polar opposite, uses linguistic agifind
repetition of words to the extent that languageobees pure musicality and rhythm. Music itself, used
diegetically or not, is thematized and centrahi plot.

Through an analysis of these filmmakers’ work, mp@r shows the diversity and richness of this jgeoio
experimentation with the soundtrack.

ANA MARIA SANCHEZ-ARCE

Hymns and Boleros: Pedro Almodévar's Religious Ronraces

Whereas Pedro Almodévar is keen to champion t@aditi Spanish and Latin American music, he is less
willing to embrace the Spanish film tradition pubfi His subversive blend of the religious and the
romantic, as seen in his choice of music, undeescthis disavowal of Spanish flmmaking. A caspadmt

is his reinvention of the folkloric and religiousryes as seen in his early fibark Habits(1983), the least
known of Almodoévar’s films. UncharacteristicallyJrAoddvar once said that “Nuns have been dealt avith
great deal in cinema, particularly musicals anbtligpomedies. | find it amusing to see Rocio Durcal
singing and dancing with a group of nuns who dee ¢jo-gos, with pink habits fitted to show off thei
breasts and notes sewn to their skirts. [...] Theis@most a film genre which has never workedlkien
seriously.” Almodovar’s unusual reference to thisusing scene, taken from Luis Lucid’a novicia
rebelde(The Rebellious Novice, 1971), highlights the ofteracknowledged indebtedness of his films to a
popular Spanish film tradition. This paper will loat Almoddévar’s cinema, in particular Dark Habits,
assess how the combination of Catholicism and remas seen in the musical tropes of hymns and
boleros unravels the complex politics and aestadthind Almoddvar's relationship to Spanish cétur

PHILIP SCHLESINGER AND MAGGIE MAGOR

Film Policy and Taxation in the UK

British governments have long supported indigerfiimsproduction through state aid. Latterly, thissh
come via the fiscal system in the form of tax inoess. Such incentives are now regarded as conggcti
‘market failure’ and benefiting indigenous filmmaki They also attract US inward investment, whigch i
important for maintaining the skills base of a filndustry. Securing the continuity of the UK skitlase is
at the heart of the British Government’s drive take the “creative economy” better fitted for global
competition. Since 2000, the fiscal system in Bmitsad been under review due to abuse. The new Film
Tax Credit was finally introduced in 2006 replacthg dual-clause tax structure formerly in pladeisT
paper illustrates how the policy was developed iwithfield of competing interests and between the
divergent pulls of the US majors and the Europeamiission. The research draws on original intergiew
as well as neglected documentation and offers neighits into the workings of the UK Film Council.

JAMES SCORER

“X” Never, Ever Marks the Spot’: Latin American L ost Cities on Screen

Lost cities have always been evident in the imagioé Latin America. Ever since there were
conquistadores, there was El Dorado, the dreamtofdiwealth. But EI Dorado was not just the preeni
of prosperity, however, but also of a glitteringagical city, hidden beyond (or within) the darknass
shadow of an impenetrable jungle. In this papeardfore, | will trace appearances of lost citieflms
about Latin America, asking to what extent the peenof these cities is placed in opposition to an
overwhelming, abundant nature. Using films suckiVasner Herzog'#\guirre (1972), Steven Spielberg’s
Raiders of the Lost Ard.981), Carlos Saurai&l Dorado (1988), the Dreamworks’ animationhe Road to
El Dorado(2000), and Walter SalleBiarios de motociclet§2004), | want to explore the tropes of loss,
exploration and discovery in these films. In parée, | will ask to what extent these lost citiesszreen
construct either a Latin America which promisesariat wealth but provides a quagmire of greed and
moral uncertainty, or a Latin America which offatsainable, utopian spaces of happiness and unédub
identities.



ANDREW SHAIL

The Great American Kinetograph’ in Britain: Film, F akery and The Boer War

This paper will examine Raymond Rayne’s Decembertsdiory ‘Colonel Rankin's Advertisement’
(December 1901) to excavate its preserved snapséhiod British public’s popular perception of cinem
and its place in the new and changing screen pesctif the turn of the century. In this story, Aioan
entrepreneur ‘Colonel’ Cornelius P. Rankin pays dem-his-luck Brit Walter Heslop to stage a fake
assassination attempt on the German Emperor danprgcession through London, expecting great rofit
from his ‘kinetograph’ film of the ‘event’. Heslaggrees but, finding himself restored to his forgjne
passes on the task to a man who happens to baliam lnarchist, who attempts to shoot the Empferor
real, managing only to shoot Rankin’s kinetograpfolke he is caught. While this story describesarmia
likened to telecommunication technologies for fam$mission of news and optical ‘magic’ apparatdges
the synthesis of deceptions, by show-casing thentatograph as news-maker rather than news-recorder,
Rayne nonetheless suggests that a new definiticmefma as an act of pro-filmic, rather than filmic
contrivance was emerging, which suggests in tuahttie medium was now seen as capable of this key
aspect of fictional production. This was in turfated to anxieties about faking evoked during tioeB
War. On the other hand, the story also suggest<itama was prompting definitions that unsettiebis

of filmic fiction, as indicated by the unstable fiim between author and actant which the kinetplgra
occupies.

DEBORAH SHAW

Made in Mexico: Mexico for Export in Films by Alfonso Cuarén, Alejandro Gonzalez Ifiarritu, and
Carlos Reygadas

This paper is concerned with representations ofibbeas found in a number of recent “Mexican” films
that have achieved international critical and commiaéacclaim. It will focus on a selection ofrfis made
since 2000 and directed by a new generation o$traionally successful Mexican directors: Alfonso
Cuaron, Alejandro Gonzalez IAarritu, and Carlosd@elas. The paper will examine the traveller-frigndl
view of Mexico inY tu mama tambié(2001), andBabel(2006), and explore the extent to which this eelie
on a tourist gaze. It will then contrast thesegmings with the more anthropological visions oft®
offered by Carlos Reygadas's filmlapén Batalla en el cield2005) andStellet Licht(2007). These
representations will be seen in the light of inggional “world cinema” and art-house markets.

CHI-YUN SHIN

The Girl Who Isn't Quite Who She Seems: Zhou Xun,lie Chinese Femme Fatale

After playing intriguing heroines @uzhou RivefLou Ye, 2000) - both an innocent girl who is kighped

by the man she falls in love with and an elusivghttlub performer in mermaid costume and a blorgl wi
Zhou Xun came into the spotlight in the internadibart film circuit. Especially as the worldly and
seductive Meimei, whose past remains unknown, Ziffared an utterly modern image of Chinese woman
(an antidote to 'perfect’ images of Gong Li andrighdiyi in historical epics). Since then, Zhoumsseo

be specialising in portraying the figure of douidentity. InBeijing Bicycle(Xiaoshuai Wang, 2001), she
plays an enigmatic girl in a red dress and hedhs iw regularly spied on by a couple of immigrant
boys/men from countryside. Although she only appéaiefly, Zhou still leaves an indelible impressias

an object of romantic fascination just out of reagho later turned out to be a maid, masqueradiriger
mistress's clothing. Moving onto the figure ofgatory temptress, Zhou then plays a prostitute from
Mainland China in Fruit Chaniollywood Hong Kong2002) who plays havoc on the residents of a Hong
Kong shanty town. Examining the trope of dualifyner screen characters, this paper investigates ho
Zhou Xun's screen persona articulates and sugtestsnbiguity of the society undergoing drastic and
relentless changes.

MARTIN SHINGLER

Bette Davis’'s Embodied Voice

This presentation examines Bette Davis,s actintpdiy focussing on the use of her voice in the dil
Human Bondagé¢1934) andAll About Eve(1950), noting the ways in which it was refined grerfected,
producing a distinctive performance style thattetier being acclaimed as one of Hollywood,s firfést
actors. While Davis developed a full-bodied acsityge, inspired by dancer and choreographer Martha
Graham, her vocal method was no less accomplishedvas used to complement her emphatic bodily



movements and gestures. This presentation explogesay her voice and body worked together to ereat
effective and affecting performances.

GUATI SIGTHORSSON

Home is Where My Archive Is

The miniaturization and dissemination of audiovisuadia into small, mobile assemblages of cameras,
screens and microphones has brought "database&ir{gtanovich) into pockets and handbags. In turn,
this micro-portability of video production callsrfa reconsideration of database cinema, not assthetic
but rather as a media ecology that makes certgiareences and forms of interaction possible. Iga thi
context the clip and the fragment become a soaiaitacy (showing, trading online, etc.), and the
enjoyment of a moment or "occasion" becomes an mppity for recording, extending, preserving and
displaying. If we are now the documentarists of lougs (as so many mobile phone adverts imply), it
follows that we are also our own archivists as welbm the folksonomies of Flickr and YouTube te th
slick "media centres" of Sony, Apple and Microstlfe audiovisual home archive is a prized territafry
struggle among platforms and brands. The datasasmérging as the dominant (screen) medium of
popular creativity and distribution — but it alsenys the categories of "home" and "person” clésehat
of the archive.

JACOB SMITH

A Town Called Riddle: Excavating Todd Haynes’ I'm Not There

In reviews of Todd Haynes’ remarkable film inspifegdBob Dylan’'m Not There(2007), a consensus
emerged that of the seven different “Dylans” pomicon screen, it was Richard Gere’s “Billy the Kid
that was least successful. Gere depicted Dylan fheniBasement Tapes” period, when the mercurial
singer mined what Greil Marcus has called the “Q¥&ird America.” Though opaque to many viewers,
this section of Haynes' film has much to tell usattechniques for visualizing popular music in the
cinema. Haynes turns a body of Dylan’s work intirematic place — a town called “Riddle” — and so
reveals the importance of setting in transferringsim to the screen. But the name Riddle also points
earlier constructions of mythic American spacethexmodern media. Riddle was the name given to the
fictional town created by another singer and impodtonesome Rhodes (Andy Griffith) in Elia KazaA's
Face in the Crowq1957); and that “Riddle” was in turn a referet@@nother town created by turn of the
century phonograph star Cal Stewart in his “Unoghd records. Excavating these layers of referevilie
help to situate both Haynes’ film and Dylan’s wamka larger history of American media, popular
recording and mythic space.

JEFF SMITH

Bridging the Gap: Reconsidering the Border Betweemiegetic and Nondiegetic Music in Film

This paper offers an alternative model for concaliting the boundary between diegetic and nondieget
music in film. Most attempts to explain this phereran falter because they take this distinctioneto b
solely an effect of a film’s narration and focusgkly on the spectator’s apprehension of musicgelic
or nondiegetic status. Instead, concepts like RolS8tillwell's “fantastical gap,” for example, mighe
viewed more productively through a lens that corabithree interrelated, but nonetheless theoraticall
separable issues: the music’s relation to narrafpaee, the film narration’s self-consciousness and
communicativeness, and the music’s aural fidelityillustrate the utility of a model that consideis
three of these as factors in determining musigtustwith respect to narrative space, my paper will
advance three supporting claims. First, | will@ghat instances in which music becomes “detached”
from its source function as “spatially displaceds.” Second, | will argue that the manipulatidn o
music’s aural fidelity is not in itself enough thif its status from diegetic to nondiegetic. Lgstlalso

will argue that the spectator’s uncertainty abousiti's spatial status can be an effect of the tiarra
momentarily suppressing information about the iredugource of music within the diegesis

JUSTIN SMITH

Come on let the Goodtimes roll (Or how Puttnam wenpop in the 1970s): The rise of the cross-over
market and the origins of ‘MTV’ aesthetics.

For 20 years, while rock has been establishindf #sethe contemporary music form of the second dfal
this century, film-makers have continued to viewith suspicion and not a little distaste. Joustand
screenwriter, Ray Connolly, expressed the frustnatiof many in the British music industry at tHefi



trade’s lack of ambition in the buoyant, post-19¢0sth market. The 1970s saw pop’s fictional
adventures variously as introspective and traueatf$ommy), flamboyant and nostalg&térdust

Flame Greasg, alienated and cultisiffie Man Who Fell to EarffQuadrophenigor kitsch and camp
(The Rocky Horror Picture She®aturday Night Fevgr Never a consistent or sustained body of work,
the music film of the 1970s might best be seenfasad breed, the illegitimate progeny of unlikely
alliances between budding film producers (Davidfarh, Sandy Lieberson, Michael White) and
speculative music moguls (Robert Stigwood, Lou Adlé/et in the hands of directors as accomplished
Nic Roeg, as daring as Ken Russell, or as untrsdéranc Roddam, Jim Sharman and Claude Whatham,
these films transformed the pop narrative in wagigctvanticipated, stylistically, the video age hd

MTV generation. Meanwhile, the star image of tbe performer was both exalted and exploited asmeve
before. This paper considers, as case studieBdhiel Essex filmThat'll Be The Day1973) and its
sequelStardust(1974).

PHILIPPA SMITH

“Speak, Memory”: Sound as Speech-Act in Jia ZhangKs Xiao Wu (1998)

The films of China’s most celebrated Sixth Generatirector, Jia Zhangke, chart the rapid
transformations that have taken place in Chineseoover the last three decades. Rather tharctiegpi
the success stories of China’s transformation, wewehese films focus on characters on the perjpbe
social and economic change. Arguing for a cultbeg should be “teeming with unofficial memoriesa J
Zhangke's films go some way to creating a polypba@mace in which hitherto occluded voices may be
heard. This paper will discuss the interactionafrel and image iXiao Wu(1998), drawing on Robert
Stam’s discussion of the “polyphonic potentialigf’cinema. Providing a sense of the dense layering
competing discourses in reform-era China, this férat times incredibly noisy, as ambient sound$ —
diegetic Canto-pop, local opera, snatched moméntwwie soundtracks, traffic noise, television aadio
broadcasts frequently conflict with the image as/tdrown out the dialogue. This frequent formal
disjuncture between sound and image creates a eédsgergent temporalities which problematises the
“official” historicist narrative of time as linegrogression. Drawing on Bliss Cua Lim’s discussin
haunting as historical allegory and Vivian Sobchsaclotion of the “persistence of history” and oril€4
Deleuze’s notion of the “speech-act” as collecéwneinciation, this paper will argue that{rao Wy sound
“haunts” the image destabilising the boundariegastt, present and future, conflating the persomal a
historical event - thus calling for what Bliss Clien terms, a “radicalised historical consciousness.

ESTHER SONNET

Figuring the Post-Feminist Maternal: Hollywood andthe Contemporary ‘Missing Child’ Cycle
Traversing conventional genre boundaries, the nodif mother’s desperate search for a missing ¢laikl
appeared in a recent cycle of film$he Forgotter(2004),Flightplan (2005),Freedomland2006),Dark
Water(2005) andSilent Hill (2006). As these titles suggest, the ‘missingdtiiarrative is not confined to
one mode but has been located within a varietyeaggc forms (horror, action thriller, sci-fi, fasly,
social realism). This argues for the compellingoidgical value of the motif; yet the specific terofsts
contemporary valency are most forcefully registafehis cycle is explored in terms of its figuratis of
the ‘post-feminist’ maternal. This paper will denstrate that these cinematic narrations of the
disappearance of a child are typified by two feaduthe isolation of the mother as a single paserd,
their enunciation within a mode of the ‘uncannyheltwo aspects, in which a lone mother is confrbbitg
a ‘structure of disbelief’ that questions the vexrystence of the missing child, combine to artitaila
interrogations of the contemporary maternal. Thiotigs, | will argue, the cycle engages directlyhwi
‘post-feminist’ issues of female agency, socialr&in the meaning of motherhood and the retrogess
‘return’ of essentialist notions of pre-social nratd ‘instinct’.

PETER STANFIELD

Making the Case for Bad Jazz (and Calypso and Bongdusic) in 1950s Juvenile Delinquency Movies
In an aside to his discussiontdbt Rod Girl(1956), teen-pic historian Thomas Doherty noted the
jukebox in the teenagers’ hangout is playing “be¥j” when clearly, it is suggested, their preférchoice
of music would be rock n roll. With the benefitlihdsight we know that the hip juvenile delinquent
listened to rock n roll (exclusively), and thatrydree Lewis’s pyrotechnics at the startHifh School
Confidentialor Gene Vincent's street punk’s snarHot Rod Gangr The Girl Can’t Help Itare the
authenticating presence of choice for the post-§@8ilic. But this exclusive view ignores the rich



diversity of musical styles and genres that weréisplay in 1950s teen-pics, not the least of winaty
have been “bad jazz” or soapy pop music, but weastccool jazz, doo-wop, be-bop, rhythm and bloes i
all its variety, also played a part, as did calyped bongo music. This paper argues for a moresna
reading of popular music in the teen-pic cyclethef1950s in order to better understand how film
producers sought to attract an audience.

JON STEWART

Soundtracking Joe Meek: A case study in music supeision

Joe Meek was a hugely influential record producehé early 1960s. Recording from his home studio,
Meek’s achievements include the first home-recostedeo album, the first British band to have a #1
single in the USA, the only instrumental ever taale#1 in America, four UK #1 singles, and pop'stfi
openly gay b-side. For a brief period immediatedfdoe the breakthrough of The Beatles, Joe Meekatvas
the centre of the London music scene. He recomtaty young session musicians who would later
become British rock and pop legends; including Tlames, Rod Stewart, David Bowie, Jimmy Page,
Ritchie Blackmore, Mitch Mitchell and Chas Hodgésih Chas & Dave). Presenter Jon Stewart is Music
Supervisor on the current Joe Meek biopic "TelstAspiration Films). This is a UK-funded feature
movie version of the critically acclaimed West Bhdatre production of the same name. It featumsrK
Spacey among a strong ensemble cast and had cagmifiK press coverage even during the shoot,
including features iThe Independergnd on Jonathan RosE®¥m 2007 The presentation will demonstrate
how Stewart has aimed to echo Meek’s work in coimpithe soundtrack. This paper will explore the
process of incorporating new arrangements and es1ok Meek's own work into the sound track and show
how the task of music supervision was both aidetlrandered by Joe’s idiosyncratic business prastice
and will discuss the challenges faced in of presgmnusically authentic recreations of the period o
screen.

NEIL SYMINGTON

The Visual Overtures of Saul Bass and Elmer Bernsie

The music of film composer Elmer Bernstein sigrifidy joined forces with Saul Bass’s film title
sequences on a mere four occasion$hi@a Man with the Golden Ar(@955),Walk on the Wild Side
(1962),Cape Fear(1991), andrhe Age of Innocend@993). Despite such rare collaborations, however,
the results of their work led to some of the mastuging opening sequences in film history. Foranse
the two-minute animation fagolden Armwhich symbolised the agony of a drug-addict empeakby a
dramatic jazz score seemingly spiralling out oftooln This paper will introduce the background tasB
and Bernstein’s earliest encounters and highligkt hoth share similar objectives in their work. Bass

it was about finding a single appropriate imagechtsymbolised plot, character, atmosphere; for &ein
it was about being a dramatist through music, afithg) the story from the inside out. Showing sfieci
examples, this paper will examine the Bass-Bemsteilaborations addressing several points: impact
contemporary audiences (for example in affectimgosphere and increasing expectations); key themes
and imagery in both sound and graphic design;def@endence of the two media; and concluding with a
summary of the two artists’ legacy to filmmaking.

ANTONIO JOAO TEIXEIRA

(Sound)Tracking Radical Political Action in Two Brazilian Films

Sérgio Bianchi's film&€hronically UnfeasibleandShould | Kill Themare diatribes on the drawbacks of
Brazilian society. Because they present charatttateemphatically complain of these drawbacks and d
not apparently take action (both the corrupt amdriphteous ones do not differ in terms of disceyrd is
said that the films invite the viewer to do the sathus easing his/her bad conscience. | argudotithat
films present a definite proposition of politicaiti@n instead. My analysis, involving the manipidatof
point of view and the ironical use of music — faample, elegant Bossa Nova tunes and operaticiarias
scenes depicting the exploitation of the dispogskss will try to show that the films side with the
righteous and outraged characters. My point istti&films endorse radical political action and are
powerful indictments against the injustices of fitee market economy and the oppression of native
Brazilian populations. Thus, the analysis of masid point of view will hopefully challenge the vighat
Bianchi's films are nihilistic and that Brazil asation is a cul-de-sac



PAUL THEBERGE

Music, Magic, and Technology: Metropolis as Sound i@ema

Responses to Fritz Langhgetropolis(1927) have been complicated by the fact thafilimeexists in so
many different versions: butchered by Hollywooddsts, it has proved impossible to restore the finits
original state. Not surprisingly, critical integtations of the film have varied depending, in pantthe
particular version under examination. Almost unifty, however, analysis has emphasized visual aspect
of the film. A recent restoration (Kino, 2002) tlracludes the original score composed by Gottfried
Huppertz calls into question a number of convemtidgmterpretations of the film, in particular, thade
played by technology within the narrative: markgdahn unusual degree of fascination with technology,
imparted by the quality of the score, certain kegnes within the film demand reassessment. Tiusmpa
will examine how Huppertz’' score contributes to arennuanced reading of the role of technology in
Metropolis and will also compare it to several othmusical treatments. Narrative themes found én th
various edited versions of the film, generic inflaes, and historical contexts all have a bearingaw
music is used and interpreted in the film, thusing important questions about the role of musiaun
understanding of “silent” film.

ROSIE THOMAS

The Voice Divine: Lal-e-Yaman and the transition tosound in Bombay cinema.

India’s first sound filmAlam Ara(1931), established the paradigm for Bombay cirigmiiatinctive form,
integrating song and dance within melodrama. Asftim is now lost, most analyses of India’s easti
‘talkies’ have focused on the social, devotional amythological genres, set in a Hindu milieu. detf
guasi-Arabian Nights costume and fantasy melodrasueal ag\lam Arg with their Islamicate settings and
urban Urdu Parsee theatre heritage, were excegdiogular Lal-e-Yamar{Beloved of Yemen, 1933),
JBH Wadia's first sound film, is the earliest suing example of this genre. Analysis reveals aamor
complex story about India’s transition to souncnparinglLal-e-Yamarwith Wadia’s final silent stunt
film, Vantolio (Whirlwind, 1933), | argue that where Vantolio &efates visuality and the spectacular
power of the modern bodyal-e-Yamaris formally structured around an opposition betwtee aural and
the visual, in which the power of the voice — aiftirand of god - triumphs over the illusory quaktof the
visual. This Islamicate melodrama embodies theml for a different kind of nationalist modesnit
from the ‘bhakti’ devotionals, although by the 14%30s this had been smothered by Hinduising forces
which dominated and defined India’s cinema andsita$ music.

SARAH THOMAS

"The ‘sound’ of Peter Lorre: vocal performance andtypecasting in Hollywood cinema and American
radio broadcasting.'

An actor’s performance is traditionally analysethggpredominantly visual terms whereby the actor is
considered part of the mise-en-scéne. Only afeevibual has been considered does the audio pexfaen
take centre stage. The figure of Peter Lorre cangao this trend which favours visual over audio
elements. Lorre’s onscreen appearances were afeghas a visual cue to indicate a menacing atmosphe
and his unusual physicality affected the courski®tareer in Hollywood. Despite Lorre’s visualweal his
voice also played a significant part in his suc@esa performer. It was both a key feature of tiers
work and was also an indication of his positionhivithorror iconography, evidenced by impressions of
Lorre which reference his vocal patterns to sigpgychotic behaviour. As | will explore, a studyté
vocal performances of Peter Lorre enables a marerate understanding of the actor’s career as dewho
especially concerning the subject of ‘typecastifigdeed, a consideration of Lorre’s vocal perforoemin
his Warner Bros films of the 1940s suggests thatd_oan be described as ‘typecast’ through thetitape
of a particular vocal performance style, rathentttaough the characters that he played. In addito
survey of Lorre’s audio performances on Americaticgaluring the 1930s to the 1950s also revealstkigat
persona which appeared to ‘typecast’ Lorre as #yelptic menace is primarily an audio personat aas$
developed and maintained through the medium obreather than the cinema.

BRUNO TOUSSAINT

Sound Design and Mise en Scéne: Immersion, siderati and sonic transcendence

Ever since Al Jolson spoke cinema’s first audibtedg, sound has been a driving force in propelling
feature film into previously unknown aesthetic aradrative territory. Tati and Bresson’s mise-enngcef
sound, Coppola and Lucas’ holistic conception afngbdesign integrating dialogue, music, sound &fec



and ambiance, David Lynch’s own unique approact,arcourse spatialization - from Dolby stereo to
5+1, have all contributed to bringing what Kurosasa#led the “multiplier effect” between sound and
image to new levels. Today, well designed and détli3-D sound immerses the public in an amniotic
sound bath. Sound design and effects have becoing&igming and powerful they may even draw the
public into a state of sideration, transfixed wheethy hyper-realism (first 20 minutes of Spielbsigaving
Private Rya or extra-ordinary sound#fonofsky’s Pig The future of sound resides in a holographic
soundtrack that will not only dance around the joublit move through his body and soul. Sonic
transcendence will, along with 3-D laser image aseéw stage for public entertainment, spiritual
experience, ideological propaganda and artistieezelment.

BOEL ULFSDOTTER

Jazz as Other — On Jazz in Japanese youth films

This paper negotiates the different modes in whitdstern jazz music was used to situate Japanese you
films in the 1950s and early '60. Beginning witkleort historical exposé of Western jazz music & th
East, | shall go on to trace the Japanese musiadktape emanating directly from the Hollywood aisi
tradition through the work of Inoue Umetsugu, thpahese director who went to Hong Kong to produce
Cantonese musical films. | shall then focus onhiheongs which promoted one of Japan’s most famous
female artist cum film stars, Misora Hibari, andgeed to the more complicated uses of jazz rhytsres
mental reflection of Japanese attitudes towardst-war modernity, youth mentality in general and
juvenile delinquency in particular. We shall thew shat the jazz music performed before World Wao T
in for example Shanghai had a radically differaritural impact and purpose, than the uses of dhees
music form after the war in Japan. The post-walugion of Western jazz music in Japanese films tlvas
closely linked to the Westernization of Japan aad wsed to reflect upon the changes it broughttabou
Japanese society.

CAROL VERNALLIS

Soundtracks for the New Cut-up Cinema: Music, Speednd Memory

Film theorists have described a new cinematic natiskant from classical Hollywood film style. David
Bordwell calls this aesthetic the “new intensif@htinuity;” stylistic markers include prowling canas,
wipe-bys, constant reframing, and rapid-fire edjtinwhile some has been written on this new vistdeé,
little has been said about the accompanying soackir even though developments in sonic technology
and practices, especially 5.1 surround-sound, femititated these changes. I'll point to some logalys
that music and sound help structure this new pitisnraanema. For example, these films can showcase a
wide variety of musical styles, often mingling Anwan pop music and classical Hollywood scoring with
other musical practices at a far remove from th€bese films can also include heightened sequénces
which lighting, dialogue, gesture, music, and soeffdcts work musically. I'll spend more time
considering the ways Nicholas Cook’s analysis ahowrcials might be adapted to describe the largkesc
structures of films likéfThe Bourne Supremadgringing out the DeadandDay Watch These recent films
possess multiple strands and place the viewercloge” to characters who do not fully comprehereirth
predicaments. In the songs and musical interluttesmusic reflects the characters’ psyches but also
provides a birds-eye-view that works to providgéascale form for highly kaleidoscopic material.

JOAO LUIZ VIEIRA

Chanchada and the Brazilian Popular Musical

After a brief period of high visibility within itBurgeoning internal market, known to Brazilian film
historians as the ‘Bela Epoca’ (Golden Age), acitmydo Vicente de Paula Aradjo, Brazil lost that
privilege to Hollywood, which consolidated its daration during and after World War 1. For years to
come Latin America was to remain a consumer mawit Hollywood providing most of its film
entertainment. As throughout other countries inaietinent, Latin American filmmakers had to wait f
the coming of sound in order to create their owtional cinemas. Slowly, the ‘cinema’ came to be
equated with classical Hollywood fiction film, pteil as a ‘universal’ language and internalizeioes
extent by filmmakers, exhibitors, and spectatoifssabut not without complex degrees of negotiatiod
resistance. In the face of foreign domination,\iséble presence of Brazilian cinema was guarahiee
the post sound-era mainly by the incessant proolucti musical comedies — later to be pejorativelgwn
as chanchadas, so far the most popular genre esguged in Brazil. A derogatory epithet created by
hostile mainstream film critics, chanchada refera body of films made between 1930s and 1960s



featuring predominantly comic plots interspersethwiusical numbers that, with few exceptions,

disrupted the coherence and predictability of therative world. This paper will discuss the rolesofind
and the influence of radio—both thematically ansthetically—for the construction of a national aime
emphasizing the nuanced degrees of negotiationrggistance) to the hegemonic Hollywood model.

GUIDO VITIELLO

Music and Musicians in Holocaust Cinema

The paper will focus on the thematic uses of maa@ musicians in Holocaust filmography. Many featur
films on the Holocaust revolve around figures ofsinians and players. The best known are no doubt
Roman Polanski'The Pianist(2002) and Istvan Szabdlaking Side$2001), but music is at the core of
other important Holocaust films, namely Daniel M&fRV-movie Playing for time(1980), Claude
Lelouch’sBolero: Dance of Lif€1981), not to mention that there are signifiaamisical subplots in the
popular NBC TV-serieslolocaust(1978) directed by Marvin Chomsky. There are also-fiction films

on the subject, such as Michel Daérddach in Auschwitg2000).The thematic uses of music in Holocaust
filmography, | would suggest, show at least thremkls of meaning, variously interwoven and juxssab
music as a weapon of spiritual resistance andsasdéuge of humanity in the dehumanising contéxhe
camps; music as mockery and humiliation on the @igperpetrators (frequently associated with the
concentration camp orchestras created by the Namisic as a higher level, universally human, iriclvh
victims and perpetrators can find a common langubgegely based on Theodor W. Adorno’s reflections
on music, Nazism and art after the Holocaust, nafyais will explore the ways cinema has been aéfict
by the ambiguous role of music, at the same tirmee'deemable” symbolic core of German national
culture, and “redemptive” art form whose non-ventature can express the unspeakable of the Holbcaus

MEREDITH C. WARD

Longings Cinematic and Carnal: Goodbye, Dragon Inrand the Erotics of Movie Theatre Sound
Two men meet in a deserted hallway. The eventaif theeting is backed by the constant whirr-ing of
fan as the sound of falling rain echoes down thisvag. “This theater is haunted,” one man says.iset
movie theater on the last night before it goes dambver, Tsai Ming-Liang’s 2003 filfsoodbye, Dragon
Inn provides its viewer with a wealth of what earlyfitheorist Bela Balazs termed “detail sounds” or
sounds that enhance the already immersive experigifdm. Moreover, the soundscape of this film, a
film with very little dialogue, drives home a stgpnonnection between the movie theater and itsatarn
inhabitants. In its last days, the movie theatemsgfly echoes a desiring but decaying body: rhythmi
sounds echo biorhythms, providing a heartbeat amdtaof blood to these decaying spaces. This paper
explores the themes of desire, as played throutihthe cinematic and the carnal, as a guiding qunde
seeks to unite the two in an understanding of ddbat is uniquely appropriate to the theater spaith its
mixture of desire for both the pristine image amel ¢arnal social interactions permitted by the epac
Drawing upon Surrealist literature like BretoMNadjaand Louis Aragon'®aris Peasantl here seek to
make a connection between their descriptions offtieatre Moderne ardoodbye, Dragon Iria
soundscape by uniting them as two currents in anvmmdiscourse on the erotics of theater space.

ELKE WEISSMANN

Is it Really Bad TV?: American Television Drama inBritain, 1970-2000

In a recenGuardianarticle, Mark Lawson reminded readers of the Britentempt towards American
imports during the 1970s and 80s, an attitudeishatirrored in the academic literature. Until reitgn
American imports were often perceived as part efdhltural imperialism of the USA. Even when thigsv
challenged by pointing to active audiences, feyualisd the common sense assumption that although
American programmes might have better productidnesathey were altogether of lower quality.

This paper suggests that it is necessary to takera differentiated stance towards American impd@is
investigating how American imports are used in@nitand how they relate to contemporary British
productions, | will show that American imports a&tively assimilated as Paul Rixon (2006) argues an
because of rather than despite their commercidddraand, become part of British public service
broadcasting. By revisiting programmes sucRasts(ABC, 1977) andCagney and LacefCBS, 1982-
1988) as well as the less prestigious genre gptimee time serial such d3allas(CBS, 1978-1991), | will
show that American imports are an intrinsic parthef British broadcast text and have been consumed
viewers as valuable if alien products. This suggagnore complex relationship of British televiston
American imports than both the cultural imperialigrasis and many of its challenges propose.



LAUREL WESTRUP

Japanese Zombies Reanimate Rock’n’Roll: The Strang€ase of Wild Zero

The Japanese fil'wild Zero(2000) is ostensibly a cult-oriented zombie flickmplete with UFOs, flesh-
eaters galore, and motorcycles with flaming exhpipts. However, the film’s real statement of [msg
comes about ten minutes in, when rockabilly protégfoAce combats a sleazy, nay-saying rock promoter
by screaming, “Rock’n’roll is not over. Rock’n’talever dies!” In fact, the film's heroes, reapdaese
rock band Guitar Wolf (who perform live in the filas well as appearing on the soundtrack) are not as
interested in saving the world from zombies as teyin saving rock’n’roll from those who would
pronounce it dead. First-time director Tetsurodlathi, known as Mr. MTV in Japan for his illustriou
music video career, supports this pursuit in hgied of soundtrack and visual iconography which pay
homage to a history of rock’n’roll including notlgrElvis, but the Ramones and riot grrrl as wettesh
off the heels of their albudet Generatior{1999), which label Matador deemed the “loudesbre ever
made,” Guitar Wolf's involvement in Wild Zero is tilmke. For a Japanese band trying to make ién t
anglophile rock industry, Wild Zero can be reachasmportant launching pad in Guitar Wolf's
transnational struggle to gain the attention thedtythey deserved. | consequently argue thatikime far
from a throwaway cult flick, is intended to revithee history of rock’n’roll so that Guitar Wolf miglseize
their rightful place in this history.

FAYE WOODS

TV is the New Radio: Popular Music andThe O.C.

Whilst there is a growing body of work on populausit in film, scant attention has been paid tovislen
music. This paper will examine the role of poputarsic in teen television and suggest it plays an
essential role in the genre’s expression and affaiingside this it will demonstrate the role teen
television plays in the dissemination of new mustawill do so by examininghe O.C(Fox 2003-7),
which has been acknowledged as utilising this masian integral part of its narrative and aesthatic
well as launching a range of new music, throughstiiealled 'O.C Effect’. Through the applicatidfilon
music theory concepts such as subjective mustoydeif and ‘unheard' score to the show's use ofijaop
music it will demonstrate the genre's 'melodramatiegployment of popular music for emotional affait
narrative support. Alongside this it will arguathhe show creates a particular music aesthetichAdoth
supports its narrative viewpoint as well as creptin cutting-edge, indie sensibility for a mainstre
populist soap. Yet at the same time illustrate tlmavshow's ironic tone is smoothed by the emotiona
resonance of its music, allowing an audience positf both distance and investment, which playargd
part in the show’s success. In doing so, thisyamwill consider an argument for the music supenvas
a key ‘author’ in this genre.

JOHN WOODWARD

Music and Universalism in Fatih Akin’s Gegen die Wand

This paper will deal with Akin’s use of music amksifically the collation of Turkish and English gic.
On the one hand, Cahit’s (Birol Unel) obsessiorwitink and other forms of English music indicatiss h
cultural and social stance of resistance. On therdiand, the overarching theme of a Turkish nagat
song-poem drives the narrative and formulates taiceoverarching moral code. | would like to exaenin
how Akin uses these musical codes to indicate taiceuniversal consciousness and the transnational
power of music, and at the same time to orienfithretowards the international, European market.

MORGAN WOOLSEY

‘I am Norman Bates’: Impossible Embodiment and Acastic Manifestations of the Murderous
Maternal in Alfred Hitchcock’'s Psycho

Though much has been written about Bernard Herrieatore forPsycho(Alfred Hitchcock, 1960), little
work has been done to understand what the scoeajpmat from startle us, let alone to investighie t
music in a wider sonic context. This essay expltinlesvays sound, music, voice, and maternity famcti
together inrPsycho Mother is a harsh vocal presence throughoutilime &nd in the end her son’s
psychosis is attributed to her behavior. Howeves,disembodied, acousmatic qualities of her vaiod,
the ending of the film present the audience wiffaeadoxical representation of maternal power. @rotie
hand, Mother exists as a voice inside Norman’s hslael fully occupies this position of discursive
interiority to which women are so regularly relegghtn film. But on the other hand, she exemplifidet
Michel Chion refers to as the acousmatic voiceréltsea more specific term he uses...I'm not being



redundant | promise), seeming to escape the deeg#egether as her voice merges with the nondeget
musical score and diegetic sound effects. Ultinyatedrgue that Mother's story is fiercely articeld on
the level of sound, and that that articulation ey adds horror to the disjunctive plot, but emiesdhe
horror of the film as a whole, a horror that hingesa maternal power film most often seeks to disav

GREGORY ZINMAN

Forms of Radiance: Readinglhe Joshua Light Showhrough the Bauhaus and Paracinema

The members ofhe Joshua Light Showere resident artists at the Fillmore East, acsbaick theater in
New York City. The few attempts at historicizingthght show have stressed its relationship toalisu
music, a synaesthetic project dedicated to thestiation of combined and interpenetrating musical
visual phenomena that can be mapped across vanitstic mediums, including painting, music, andfi
In this paper, however, | will propose an alteveatand parallel history that more directly addreske
light show’s relationship to cinema. More specilligathe work of TheJoshua Light Showan be
understood in terms of the writings and practice&szlé Moholy-Nagy, who explicitly linked his
experimental light compositions at the Bauhausite. Moholy’s embrace of techné as the motor wiidel
cinematic innovation was an approach adopted byadkbua Light Show. Additionally, the Joshua Light
Show can be understood as “paracinema.” An acaafuthe light show—what the Joshua Light Show's
founder Joshua White has called “a fugitive art™attlooks back to the Bauhaus and mines affinitiiss w
paracinema’s ongoing investigations of the mediuthdemonstrate a long-standing desire for a cinema
that is, as William Moritz’s has stated, “a liviagt work.” What's more, such an account will allog/to
develop a conceptualization of the Joshua Lighwsthat extends beyond the group’s brief historical
moment in order to consider the light show as pha continuum describing an adventurous and joyful
present-tense cinema.



