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Dedication: Professor Peter Hutchings 
This conference is dedicated to the memory of Professor Peter Hutchings, 
Northumbria University, UK.  Peter was a pioneering figure in British film 
studies, and contributed substantially to scholarship within the field of film 
historical research.  He will be greatly missed, and has inspired many of us in 
our scholarly interests, passions and endeavours. 
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CONFERENCE SCHEDULE 
 

Monday 26th March 
 
08:10 – 09:10   Registration 
    Foyer outside A14, Hugh Owen Building 
 
09:10 – 09.20 Welcome  

Introduction from Eva Balogh (University of 
Portsmouth) to the exhibition, Stars in the Aisles: The 
History of the Cinema Usherette 

 
09:20 – 10.30 Keynote – Prof. Sue Harper (University of 

Portsmouth)  
 Chair: Prof. Martin Barker, Aberystwyth University 
 
“It is time we went out to meet them”: empathy and historical distance 
 
 
10:30 – 10:50  Tea and Coffee Break 
    Medrus 1, First Floor, Penbryn Building 
  
 

10:50 – 12:10 Panel 1 - Emotion, Engagement and Cinema 
Experience 

 Chair: Emma Pett 
 

James Jones, University of Sussex, Emotional communities in the cinema: 
tracing emotion in mass observation cinema records, 1937-1950 

 
Martin Smith, Northumbria University, Remembering ‘The Scariest 
Movie of all time’: The Exorcist in the 1970s 
 
Sarah Ralph, Northumbria University, Motherhood and Monsters: 
audience recollections of ‘Ripley as mother’ 

 
 
12:10 – 13:10  Lunch 
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13:10 – 14:50  Panel 2 – Cinemagoing and the City 
    Chair: Melanie Selfe 
 

Karina Pryt, Goethe University of Frankfurt, Cinemas and Cinema 
Audiences in Warsaw 1908/11-1939 
 
Mélisande Leventopoulos, Paris 8 Vincennes-Saint-Denis, Watching 
films in the city of ghosts: Communities and audiences in Thessaloniki 

           after its incorporation into the Greek state 
 

Sheldon Hall, Sheffield Hallam University, Going to the Gaumont: 
Programming and Audience Response at the Gaumont Cinema, Sheffield, 
1947-58 
 
Dilek Kaya, Yaşar University, Gendering and Classing Cinemagoing in 
Izmir, Turkey, 1960s-1970s 

 
14:50 – 15:10  Tea and coffee break 
    Medrus 1, First Floor, Penbryn Building 

 
15:10 – 16:30  Panel 3 – Cinema Showmen and their Audiences 
    Chair: Roger Owen 
 

Robert James, Portsmouth University, ‘Go out and fetch the public into 
your theatre’: cinema advertising and audience taste  
 
Robert Shail, Leeds Beckett University, Remembering a Life in Cinema 
Management 
 
Jamie Terrill, Aberystwyth University, Arthur Cheetham: the Rural Welsh 
Cinema Showman 

 
16:40 – 18:00  Panel 4 – Education and the Cinema Audience 
    Chair: Lucy McFadzean 
 

Louis Pelletier, Université de Montréal, New Media and Alternative 
Audiences: The Canadian Forestry Association Brings Films to the 
Hinterlands 1925-1930 
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Wolfgang Fuhrmann, Jorge Tadeo Lozano University, Bogotá, German 
Films in Brazil: A Transnational Approach 

 
Martin Barker, Aberystwyth University, Foregrounding the Photoplay: 
‘Educational and Recreational Guides’ and The Last of the Mohicans 
(1936) 
 

18.00 – 19:30  Wine Reception & Buffet 
Theatre Bar, Top Floor, Aberystwyth Arts Centre, 
Aberystwyth University Campus 

 
20.00 onwards Screening of The Pleasure Garden (Alfred Hitchcock, 

1925) with live piano accompaniment by Stephen 
Briggs and introduced by Dr Liz Jones, Aberystwyth 
University 
Ceredigion Museum, The Coliseum, Terrace Road, 
Aberystwyth (doors open at 19.30) 
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Tuesday 27th March 
 
08:20 – 09:20  Registration 
 Foyer outside A14, Hugh Owen Building 
 
09:20 – 10:20 Panel 5 – Marginal, fragmentary, Unfixed: Locating 

specialised and non-theatrical cinema audiences 
 Chair: Stephanie Jones 
 

Melanie Selfe, University of Glasgow, Thinking and feeling in the dark: 
navigating cinephile experience in the urban landscape 

 
Maria Velez Serna, University of Stirling, Audience labour in non-
theatrical exhibition 

 
10.20 – 10.40  Tea and coffee break 
 Medrus 1, First Floor, Penbryn Building 
 
10:40 – 12.00 Panel 6 – Methodological challenges and 

approaches in historical audience research 
 Chair: Robert Shail 
 

Sarah Neely, University of Stirling, ‘Reel to Rattling Reel’: Telling stories 
about rural cinemagoing in Scotland 
 
Christos Dermentzopoulos, University of Ioannina, The audience of 
Greek popular cinema: cultural memory, experience and consumption 
(1950-1970) 
 
Sian Barber, Queen’s University Belfast, From Ballymena to Bangor: 
Local Council activity, hyper-localism and shaping audience tastes in 
Northern Ireland 

 
12:00 – 13:00   Lunch  
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13:00 – 14:20  Panel 7 – Cinemagoing and National Film Culture 
and Policy 

    Chair: Kate Egan 
 

Eurydice Da Silva, Paris Nanterre University, Portuguese cine-clubs 
during the New State (1933-1974): a look into the State’s archives 
 
Monique Toppin, University of Stirling, Cinema, Leisure and Everyday 
Life in Little Nassau in the 1950s 

 
Anthony Peppiatt, Nottingham Trent University, The Children’s Film 
Foundation: Losing the Audience 

 
14:20 – 14:40   Tea and coffee break 
    Medrus 1, First Floor, Penbryn Building 
 
14:40 – 16:00  Panel 8 – Exploitation Cinema, Publicity and Taste 
    Chair: Martin Smith 
  

Adrian Smith, University of Sussex, The Yellow Teddybears: Exploitation 
as education 

 
Neil Jackson, University of Lincoln, Before the Cults: Exploitation cinema 
and its promotional identities in the UK 

 
Adam Herron, University of East Anglia, Seeing is Believing: Realism and 
Generic Hybridity in the Promotional Campaigns of Snuff Fiction 

 
16:10 – 17:30  Panel 9 – Cinemagoing and the female audience 
    Chair: Sarah Ralph 
 

Agata Frymus, University of York, African-American Cinema-Going in 
New York During the Interwar Period 
 
Shruti Narayanswamy, University of St Andrews, ‘Ladies Only’: Women-
centric film publicity and exhibition in the 1930s Bombay Film Industry 

 
Emma Pett, University of East Anglia, She’s Leaving Home: Women’s 
cinemagoing experience in 1960s Britain 
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19.00 onwards  Conference Dinner 
Medrus Main Room, First Floor, Penbryn Building 
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Wednesday 28th March 
 
08:00 – 09:00  Registration 
 Foyer outside A14, Hugh Owen Building 
 
09:00 – 10:20 Panel 10 – Case studies: audience tastes in context 
    Chair: Sam Manning 

 
Mario Slugan, Ghent University, Belgium, Audience reception of re-
enactments in the US and western Europe around 1900: fake, staged and 
fiction 
 
Nezih Erdogan, Istanbul Sehir University, Early Moviegoing and Film 
Culture: The first Pathe cinema theatre opens in Istanbul (1908) 
 
Guy Barefoot, University of Leicester, My Search for Passion Pits with 
Pix: Film History and 1950s Drive-In Audiences 
 

10:20 – 10:40   Tea and coffee break 
    Medrus 1, First Floor, Penbryn Building 
 
10:40 – 12.00   Panel 11 – Cinemagoing during the World Wars 
    Chair: John Sedgwick 
 

Chris Grosvenor, University of Exeter, The Forgotten Audience of First 
World War Cinema: The Evidence of Cinema Spectatorship in Official 
Military Documentation 
 
Joseph Garncarz, University of Cologne, Germany, Film preferences in 
the Nazi era: how to analyse cultural differentiations of historical 
national film preferences 
 
Richard Farmer, University of East Anglia, ‘The stars shine only within, 
the outer blaze is darkened’: cinemagoing and the blackout in Britain 
during the second world war 

 
12:00 – 13:00   Lunch 
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13:00 – 14:20  Panel 12 – Memories, Archives and New Approaches 
to Italian Audience Studies 

 Chair: Jamie Terrill 
 

Daniela Treveri Gennari (Oxford Brookes University) & Sarah Culhane 
(Oxford Brookes University/University of Bristol), Engaging audiences 
with the development of an online digital heritage archive: sources and 
methodologies 
 
Damiano Garofalo & Cecilia Penati (Catholic University of Milan), 
Archives, Sources and Memories for a History of Early Italian TV 
Audiences 
 
John Sedgwick (Oxford Brookes University), Regional differences in film 
preferences in Italy in the mid-1950s 
 

14:20 – 14:40   Tea and coffee break 
    Medrus 1, First Floor, Penbryn Building 
 
14:40 – 16:00 Panel 13 – British Cinemagoing in the Regions: 

Neglected Perspectives 
 Chair: Robert James 

 
Ian Goode, University of Glasgow, Constructing the Highland audience: 
the highlands and islands film guild, 1946-71 

 
Sam Manning, Queen's University Belfast, The Decline of Cinemagoing in 
Post-war Northern Ireland 
 
Alex Wilson, Sheffield Hallam University, Godin’s Anvil: A Municipal 
Cinema in Sheffield 1983-90 

 
16:10 – 17:30  Keynote – Prof. Daniel Biltereyst (Ghent University) 
 Chair: Prof. Annette Kuhn, Queen Mary, University of 

London 
 
Audience as palimpsest. Mapping historical film audience research 
 
17:30     Conference close 
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CONFERENCE PAPER ABSTRACTS, BY 
SESSION/PANEL 

 
Eva Balogh (University of Portsmouth) Exhibition, Stars in the Aisles: The 
History of the Cinema Usherette, email: eva.balogh@port.ac.uk 
 

This exhibition presents a unique insight in to the role of the cinema usherette 
in (primarily)British cinemas during the 1920s-1960s. My research, gained from 
a period spanning over 20 years, has been collated from oral history interviews 
with former usherettes, photographs (official and personal), cinema archives in 
the U.K. the U.S. and Australia, and related epiphenomena. By positioning my 
work within the frameworks of audience studies, feminism, visual and material 
culture and exhibition practice, I utilise a diverse range of sources from which 
to present the many historical narratives of the cinema usherette; explaining 
why the usherette has become such a popular cultural icon, how the audience 
and the cinema organisation perceived her, whilst also providing a tantalising 
vision of her own relationship with the audience. 
 

Opening Keynote: Professor Sue Harper 
 

Sue Harper (University of Portsmouth) Keynote: “It is time we went out to 
meet them”: empathy and historical distance 
 

In this keynote lecture, I want to think  about the nature of historical audience 
response,  its status as evidence, and the methodologies most fruitful for its 
analysis. There are two types of material: booking/attendance data, and those 
relics of audience response that are in discursive form. With the first, we must 
be wary of confusing audience with management needs, and quantitative 
methods may not always be suggestive enough. With the second (“relics”), we 
need to deploy a range of textual and historical techniques, and qualitative 
methods need a lot of refinement.  
 

Of course, the recovery and interpretation of audience response is an act of 
the historical imagination, and can, to a certain extent, be seen as an aspect of 
“Memory Studies”, in which our own memories need to be interrogated as 
much as those of the audiences of the past. The latter are not us, or even like 
us. It is our task to recreate, insofar as it is possible, the mental landscape of 
the people who saw the films, in order to establish the types of audience 
creativity that were being excersiced. To this end, I want to deal with the 
issues of empathy and order. To do this, I shall engage critically with Paul 

mailto:eva.balogh@port.ac.uk
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Bloom’s Against Empathy, Mark Salber Phillips’ On Historical Distance and 
Julian Baggini’s A Short History of Truth. 
 

Panel 1 - Emotion, Engagement and Cinema Experience 
 

James Jones (University of Sussex) Emotional communities in the cinema: 
tracing emotion in mass observation cinema records, 1937-1950, email: 
jj246@sussex.ac.uk 
 

This paper uses the records of Mass Observation, a social research 
organisation founded in the 1930s, to explore the ways in which cinemas acted 
as sites of public emotion between 1937 and 1950. It uses the history of 
emotions as a framework to uncover the ways in which cinemas acted as 
institutions which affected cinema-goers’ sense of emotional selfhood and, in 
doing so, it explores the tensions between public and private feeling which 
were contested and developed over the mid-twentieth century.  
The cinema occupied a privileged position in both the leisure practices and 
emotional narratives of millions of Britons. The records in the Mass 
Observation archive reveal how, as an institution, the cinema provided a 
permissive space in which emotional experiences were set against broader 
emotional regimes such as the much-quoted British “stiff-upper-lip”. This 
created an emotional threshold around the cinema auditorium, an imagined 
boundary across which people were reluctant to carry their affective reactions 
to films into the street outside. Ostensibly a public leisure venue, the cinema 
became a locus of private emotion for many people, and an extension of the 
privacy which was found in domestic settings. Many Mass Observation cinema-
goers viewed their cinematic feelings as rather atypical in their lives, and this 
paper argues that examining mid-century cinema-going through an emotional 
lens offers a nuanced and perceptive way of investigating the mass cultural 
medium of cinema.  
 

Martin Smith (Northumbria University) Remembering ‘The Scariest Movie of all 
time’: The Exorcist in the 1970s, email: martin.i.smith@northumbria.ac.uk 
 

The Exorcist was released in Christmas of 1973 amid accusations of blasphemy 
and obscenity with a reputation of provoking extreme audience reactions, 
ranging from fainting and vomiting to miscarriages and suicide. This talk is 
based on cinema-goers’ memories of seeing The Exorcist in Britain and the 
United States upon its release in the context of this widely publicised 
controversy and subsequent censorship campaigns. It draws upon a body of 

mailto:jj246@sussex.ac.uk
mailto:martin.i.smith@northumbria.ac.uk
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original interviews to examine the nature of cinema memory as it relates to 
what has been consistently voted “the scariest movie of all time”.  
Despite being one of the most famous audience stories in cinema history, The 
Exorcist has only been discussed so far in terms of its production and 
exhibition, with audiences described only through re-tellings of the most 
extreme stories of trauma reported in the press. This research seeks to create 
a different kind of history for the film. Stories of personal experience are used 
to place the film in the context of audiences’ everyday lives, including repeat 
experiences with the film, to understand what the film and memories of the 
controversy may mean to people over forty years after that first encounter. In 
the process of discussing cinema memory, this talk argues for the importance 
of oral testimony in documenting film history in terms of personal experience 
as much for individual films as for the activity of cinema-going itself. 
 

Sarah Ralph (Northumbria University) Motherhood and Monsters: audience 
recollections of ‘Ripley as mother’, email: sarah.ralph@northumbria.ac.uk 
 

Rikke Schubart’s critical analysis of the Alien film series as the origin of the 
mother archetype in contemporary culture, acknowledges the ‘paradoxical 
position’ that the maternal holds in the films (2007). In the franchise’s first film 
Alien, mother figures are answerable for initiating the monstrous horrors that 
ensue (“Mother” the spaceship’s computer who interrupts the crew’s 
hypersleep, and the as-yet-unseen ‘mother’ responsible for producing the alien 
eggs). Yet a mother figure is also the hero of the sequel Aliens (1986), with 
Ripley assuming the role of a mother warrior battling to protect her (adopted) 
child.  
 

This paper focuses on a particular set of qualitative audience responses 
regarding the character of Ellen Ripley (Sigourney Weaver) from the 
Remembering Alien project: a substantial audience study of people’s memories 
of 1979’s Alien. The commonality of these is their use of terms such as 
‘mother’ or ‘maternal’ in accounts of Ripley. While influential academic 
critiques of the film judged it negatively in terms of its representation of 
motherhood, mothering and femininity (Sobchack 1986, Clover 1987, Creed 
1990, 1999), this paper argues that audience perceptions of ‘Ripley-as-mother’ 
are complex in their construction and echo the contradictory stance of the film 
itself. It finds that in many responses the character of Ripley across the film 
series collapses into and then inflects participants’ memories of her in Alien, 
while others make a deliberate distinction between the later films’ emphasis 
on her maternal qualities which seem to soften (and thus de-problematise) the 
strength and determination embodied by the character in the first film. 

mailto:sarah.ralph@northumbria.ac.uk
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Panel 2 – Cinemagoing and the City 
 

Karina Pryt (Goethe University of Frankfurt) Cinemas and Cinema Audiences in 
Warsaw 1908/11-1939, email: Pryt@tfm.uni-frankfurt.de 
 

Being the center of the Polish film industry between 1908/1911 and 1939, 
Warsaw also had a vivid cinema culture. Film studies, however, have focused 
mainly on the domestic filmmaking, both Polish and Jewish. Only a few works 
have dealt with exhibition spaces and film programs, and deeper research into 
audiences in that multi-ethnic metropolis are still missing.  
 

At this early stage, the presentation can give only a general view on the local 
cinema culture and its participants. The presentation begins with the 
considering how to deal with the paucity of sources caused through the 
ravages of the Holocaust and the destruction of the city in the Second World 
War. Afterwards, the location, the size and the standard of the cinemas will be 
discussed using maps, statistical data and press advertisements as sources. On 
that basis, initial conclusions on the cinema goers in relation to class, 
nationality and confession will be drawn. The presentation takes the spatial 
perspective and proposes combining the New Cinema History with the urban 
history. Essential input also comes from Jewish studies, the constructivist study 
of nationalism and transnational historiography.  This presentation is part of an 
interdisciplinary project that targets the social and cultural history of cinema in 
Warsaw in the time between 1895/6 and 1939. As such, it contributes to the 
cinema history and the urban history. 
 

Mélisande Leventopoulos (Paris 8 Vincennes-Saint-Denis) Watching films in 
the city of ghosts: Communities and audiences in Thessaloniki after its 
incorporation into the Greek state, email: 
melisande.leventopoulos@gmail.com 
 

This paper aims to present the first milestones of a research project about 
cinemagoing in Thessaloniki, today located in northern Greece – a city with a 
fascinating history studied by Marc Mazower in his major book published in 
2005, Salonica, City of Ghosts: Christians, Muslims and Jews 1430-1950.  
Bordered by the Aegean Sea and connected to the balkan hinterland, 
Thessaloniki constituted a cosmopolitan “bridge” between East and West at 
the beginning of the twentieth century, under Ottoman rule, with various 
communities – Jews (representing half of the entire population), Greeks, Turks, 
Albanians, Armenians, Bulgarians… – living on its soil. The city was 
incorporated into the Greek state in 1912. Thus, 1912 constituted the starting 

mailto:Pryt@tfm.uni-frankfurt.de
mailto:melisande.leventopoulos@gmail.com
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point of the Hellenization of the city and accelerated the decline of the 
multicultural metropole while the ethnic and denominational distribution of 
the local society quickly mutated during the interwar years due to massive 
migrations and population exchanges.  
 

This double process raises a series of structural questions as regards 
communitarian and cross-community audiences. How the formation of these 
audiences interacted with the city’s urban mutations? To what extent do we 
observe a (literal as well as figurative) ‘balkanization’ of spectatorship and a 
ghettoization of cinematic practices after the 1910s? how audiences’ various 
cultural identities were dealt with by exhibitors and collectively promoted by 
spectators themselves? To answer these questions, I plan to focus on two 
specific groups: the already declining Jewish community and the Greek 
refugees from Asia Minor who arrived in the city from 1922 onwards.  
 

Sheldon Hall (Sheffield Hallam University) Going to the Gaumont: 
Programming and Audience Response at the Gaumont Cinema, Sheffield, 1947-
58, email: S.Hall@shu.ac.uk 
 

In recent years, a number of studies have been published of the box-office 
performance of individual cinemas in the UK, based on surviving records. 
These studies have concerned cinemas in London, Macclesfield, Portsmouth 
and Southampton during periods ranging from the 1930s to the 1970s. The 
primary sources available for these venues, while extremely rare and valuable 
in what they reveal of programming and attendance patterns, have been 
limited in scope and have primarily been used as the basis for speculative 
analyses of popular taste in the respective localities.  
 

This paper adds to this series of studies, but draws on material which is 
considerably more detailed in its documentation of both box-office data and 
actual audience response than any which has been published to date. It 
concerns the Gaumont, Sheffield, between 1947 and 1958, during which time 
the theatre was the largest first-run cinema in the city and surrounding area. 
Operated and programmed by the Rank Organisation through its subsidiary, 
Circuits Management Association Ltd. (CMA), the Gaumont was a major 
regional venue whose records document a significant period of change in the 
history of British cinema-going, from its postwar peak of attendance to the 
onset of decline with the advent of commercial television and other rival forms 
of leisure and entertainment. The paper will discuss the patterns of attendance 
at the cinema as revealed by the statistical data available from these records, 
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along with qualitative information from the managers' detailed reports on 
audience response and feedback. 
 

Dilek Kaya (Yaşar University) Gendering and Classing Cinemagoing in Izmir, 
Turkey, 1960s-1970s, email: dilek.kaya@yasar.edu.tr 
 

This paper discusses cinema-going in Izmir (the third largest city in Turkey) in 
the 1960s and 1970s. These were the golden years of cinema in Turkey in 
terms of film production and exhibition. During this period, Izmir owned a 
vibrant cinema culture with its numerous winter and summer cinemas that 
exhibited a rich variety of films from American epics to Italian action 
adventures to local melodramas.. Informed by oral history interviews and local 
newspaper reports, this paper problematizes the notions of homogenous 
audience and uniform experiences  by showing how gender and class mediated 
audiences’ cinema-going practices in Izmir (and possibly beyond). Qualitative 
data suggest that although, for women, cinema-going was a very meaningful 
event in itself; it was not a wholly free and easily pleasurable activity. As to the 
class issue, although cinemas attempted to accommodate a highly 
heterogeneous audience through stratified seating, they hardly welcomed any 
interaction and coherence among them. Discussing different courses of 
experience depending on gender and class, the paper attempts to 
demonstrate that cinema in Izmir was not only a field of collective 
entertainment and pleasure but also a field of struggle.  
 

Historical studies of the social experience of cinema in Turkey have overlooked 
gender and class differences. These studies, which also use oral history as a 
research method, often highlight commonalities and focus on consistent 
patterns in audience habits while describing cinema-going as a collective social 
experience. This paper attempts to undo this common but problematic 
conception of the audience as being homogenous and the discursive 
construction of the social experience of cinema as a uniform experience. 
 

Panel 3 – Cinema Showmen and their Audiences 
 

Robert James (Portsmouth University) ‘Go out and fetch the public into your 
theatre’: cinema advertising and audience taste, email: 
robert.james@port.ac.uk 
 

Going to the cinema is the result of a series of choices. A number of ‘push’ and 
‘pull’ factors operate in those decisions. In the first half of the twentieth 
century cinema-goers were faced with a variety of films to watch and a large 

mailto:dilek.kaya@yasar.edu.tr
mailto:robert.james@port.ac.uk
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number of cinemas in which to watch them. On top of this, consumers had a 
host of leisure activities competing for their free time, so going to the cinema 
was a conscious decision made after taking a series of choices. Cinema 
managers knew that if they were to run a successful business, they had to 
respond to the needs of the public. As a result, they paid close attention to 
their patrons’ film preferences, and many ran extravagant campaigns in order 
to attract them into their cinema halls. 
 

This paper will analyse the activities of one manager, Harry Sanders, who ran a 
number of cinemas in the north and west of England from the early 1920s until 
the mid-1960s, in order to evaluate what practices managers undertook to 
ensure that the cinemas they ran were successful. The paper will assess how 
Sanders responded to external factors, such as the weather, and how he 
attracted cinema-goers into his cinemas. A range of material will be deployed, 
including cinema ledgers, promotional material, exhibitors’ diaries, and 
notebooks. The paper will argue that managers like Sanders repeatedly 
responded to their patrons’ demands, knew their tastes well, and expended 
considerable energy ensuring their business was successful. 
 

Robert Shail (Leeds Beckett University) Remembering a Life in Cinema 
Management, email: R.Shail@leedsbeckett.ac.uk 
 

From 1913 to 1963 Harry Sanders worked in the cinema. He didn’t direct, 
produce or act but his contribution, and that of hundreds like him, helped to 
shape the kind of cinema experienced by filmgoers in Britain for fifty years. 
Starting as a ‘rewind boy’ at an improvised cinema in Maesteg, he graduated 
to manage cinemas across the UK including in North Wales, Bolton, London 
and finally Grantham. He worked for distributors like Sir James Carreras 
(Hammer) and learned the art of film promotion, an area that he was 
particularly adept at. Throughout his long career he kept meticulous records of 
his activities, accumulating a remarkable personal archive. 
 

Drawing on the Harry Sanders Archive at the Science and Media Museum, 
Bradford, this paper will examine the life of a cinema showman. Sanders’ 
archive reveals the tactics used by cinema managers to attract audiences at a 
time when publicity and marketing was very much a homemade affair. Sanders 
showed an acute ability to judge what his audience might want to see but he 
also reflected many of the assumptions of his age. His careful record of 
attendance figures charts the rise and fall of classical cinema in the UK, and of 
film-going as a mass entertainment. The archive also provides an opportunity 

mailto:R.Shail@leedsbeckett.ac.uk
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to consider the centrality of collecting, memory and lived experience as 
constituent parts of our accumulated culture. 
 

Jamie Terrill (Aberystwyth University) Arthur Cheetham: the Rural Welsh 
Cinema Showman, email: jrt6@aber.ac.uk 
 

Despite a handful of works emerging over the past two decades that consider 
the unique issues tied to rural contexts, the study of rural exhibition and 
audience histories on a global scale has been marginalised in comparison to a 
dominant focus, within existing scholarship, on the urban. This situation 
mirrors British cinema exhibition history as a whole, where Britain or The 
United Kingdom often refer to English contexts, with little or no attention paid 
to Northern Ireland, Scotland or Wales.  
 

Akin to the burgeoning study of rural perspectives, the past two decades have 
also seen the publication of a modest number of works dedicated to Welsh 
cinema exhibition history, though largely within the context of urban South 
Wales, rather than the rural Mid, West and North regions. As such, this paper 
asks what value can be found from exploring rural Wales and allowing 
globalised comparisons to both other rural and urban areas. To do so, this 
paper utilises the Three Wales Model to identify the socio-political areas of 
Wales that have been overlooked within current early Welsh cinema history 
scholarship, 1894 – 1914. Key to this is tracing the issues of exhibition that 
were faced by Arthur Cheetham, a rural Welsh film showman. By exploring the 
unique issues of religion, class, economy and politics that altered the ways in 
which Cheetham and other Welsh showmen operated around the country, this 
paper aims to put forward examples of the nuanced cinema histories that can 
be found not just through comparison between the rural and the urban, but 
between differing rural areas of the same country. 
 

Panel 4 – Education and the Cinema Audience 
 

Louis Pelletier (Université de Montréal) New Media and Alternative Audiences: 
The Canadian Forestry Association Brings Films to the Hinterlands 1925-1930, 
email: pelletieroscope@gmail.com 
 

The exhibition of film programmes in isolated communities by the Canadian 
Forestry Association (CFA) provides a unique case study of a sustained 
educational campaign deploying modern mass communication tools in a 
nontheatrical and decidedly peripheral context. The magazine published by the 
CFA, The Illustrated Canadian Forest and Outdoors, and the CFA fonds now 

mailto:jrt6@aber.ac.uk
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preserved by Library and Archive Canada Archives contain a wealth of data on 
the CFA’s use of moving pictures, and more particularly on the early years 
(1925-1930) of its traveling film shows aiming to educate Canadians about the 
sensible exploitation of natural resources and the threat of forest fires. By the 
end of the 1920s, the CFA employed 15 projectionists-lecturers giving each 
year more than 1,500 illustrated lectures reaching nearly half a million 
Canadian citizens. These educational campaigns primarily targeted, not the 
inhabitants of the country’s fast growing cities, but “the dwellers of Canada’s 
hinterland.” To reach and engage these citizens living in close proximity to the 
country’s forests, the CFA deployed the latest mass communication tools and 
technologies within intermedial performances perpetuating many practices 
generally associated with pre-institutional cinema. The CFA for instance 
reacted to the lack of suitable theatres or halls in many communities by 
building trucks and railroad cars fitted with projectors, magic lanterns, radios, 
gramophones, and P.A. systems. The use of these assorted media and vehicles 
permitted the CFA lecturers, who had frequently been chosen for their 
familiarity with the communities they visited, to tailor their shows to specific 
audiences. 
 

Wolfgang Fuhrmann (Jorge Tadeo Lozano University, Bogotá) German Films in 
Brazil: A Transnational Approach, email: wolfgang.fuhrmann@utadeo.edu.co 
 

Discourses on national cinema normally focus on the production side and 
exclude questions about distribution and reception. German immigration to 
Brazil has a long history and informed cultural life in many regions of Brazil, a 
fact that has hardly been reflected in German or Brazilian film historiography. 
The paper is based on extensive archival research in Brazil and Germany. It 
shows how a sound investigation of film screenings in associations offer a new  
understanding of a national film culture and its audience.  
 

This paper analyzes the role of film screenings of German educational 
associations in Brazil during the 1930s from a transnational perspective. The 
objective of film screenings of the Association of German Teachers in São 
Paulo, the German-Brazilian Cultural Film Service, and the Film Service of the 
National Association of German-Brazilian Teachers was to screen mainly non-
fiction films (Kulturfilme) from Germany to German immigrants. However, very 
often Brazilians attended the screening as well and even made the majority of 
the film audience. The paper argues that the reception of German films in 
Brazil should be interpreted not only with regard to German fascist 
propaganda but also in the context of a dynamic national Brazilian film culture. 
 

mailto:wolfgang.fuhrmann@utadeo.edu.co
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Martin Barker (Aberystwyth University) Foregrounding the photoplay: 
‘Educational and Recreational Guides’ and The Last of the Mohicans (1936), 
email: mib@aber.ac.uk 
 

In 1936, a new major adaptation of J F Cooper’s Last of the Mohicans (dir. 
George Seitz) was released by Reliance Pictures, to considerable success.  It 
made good money for its producer Edward Small and for United Artists; it 
secured the star status of its leading man, Randolph Scott; it provided a 
template for Michael Mann’s 1992 remake; and it still plays quite regularly on 
TV, as a ‘Western’.  Only indirect fragments of audience responses to the film 
survive (mainly in the form of reviews).  I was involved in the 1990s (with 
Roger Sabin) in two rounds of research into the film – the second involving 
archival into its convoluted production history.  This second round undid our 
earlier too-easy ideological reading of the film, as anti-isolationist.  But it left 
untouched – even, worsened – its troubling position on ‘race’.  The film was 
marketed as an ‘exciting epic’, accompanied by a ‘ballyhoo’ of merchandising, 
with ‘Prepared Reviews’ and templated news stories playing up its scale and 
‘authenticity’.  It was however labelled by contemporary reviewers as an “old-
fashioned ‘blood’” (a vernacular term with complex semantic resonances), and 
as a throwback film, recalling the ‘simple’ pleasures of silent Westerns.  
Recently, I have also been able to examine a 1936 US teachers’ guide to the 
film.  Joining an ongoing series curiously named ‘Photoplay Studies’ (the 
Mohicans version is numbered Vol.2, No. 7), the pamphlet is an early example 
of a pedagogic intermediary text, aiming to guide teachers and students into 
‘good’ ways to watch a film.  As evidence on the ways a particular mode of 
audiencing was being ‘trained’, the pamphlet offers insights into the rise of 
film studies.  It combines several features: a background racial politics, which 
thinks itself ‘liberal’, but which endorses racial separatism and incompatibility; 
a foregrounded will to find ‘civic’ importance in films, which foreshadows the 
ways in which cinema would become part of ‘American Civilisation’ courses; 
and an emergent concourse of questions designed to encourage a proper 
‘critical approach’ to films.  The tensions between the film-as-marketed, the 
film-as-reviewed, and the film-as-studyable hint towards distinctive and 
contradictory audience engagements with Seitz’s Mohicans. 
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Panel 5 – Marginal, fragmentary, Unfixed: Locating specialised and 
non-theatrical cinema audiences 

 

Considerations of film societies, film clubs and more specialist or art house 
viewing cultures tend to focus on the things that give them intellectual and 
social distinctiveness, positioning them as audiences that stand apart from 
wider cultural practice. However, this often overlooks the unstable, marginal 
and temporary nature of such operations, and the way this embeds them in 
spaces with existing identities and requires them to develop their practices and 
articulate their values within and against established frameworks and 
structures. This panel will explore various ways in which such viewing cultures 
need to be understood as enmeshed in pre-existing networks of place, space, 
practice, community and meaning. Papers will consider film society viewing 
practices pursued within mainstream urban spaces, temporally defined 
viewing events held in in rural spaces with multiple uses and meanings, and 
the fluidity of audience/exhibitor roles in cine-clubs. 
 

Melanie Selfe (University of Glasgow) Thinking and feeling in the dark: 
navigating cinephile experience in the urban landscape, email: 
melanie.selfe@glasgow.ac.uk 
 

This paper examines the emergence of cinephile practices, experiences and 
etiquettes in British cities during the 1930s to 1950s. Considerations of 
audience cultures in the mid 20th century often centre on individual prestige or 
neighbourhood cinemas. But a ‘specialist’ or ‘serious’ approach to film at that 
time involved rejecting habitual attendance of a particular venue and 
championing the discriminating selection of the film instead. Therefore, with 
very few dedicated continental/art cinemas outside London, and structured 
retrospective programming yet to be developed, the emerging cinephile 
culture of the period was highly peripatetic. Building a comprehensive 
knowledge of film art meant combining film society membership with seeking 
out the best new releases and repertory screenings across the landscape of the 
city. And as critics like Dilys Powell, Richard Winnington and the younger 
writers of Sequence began to urge artistic consideration of Hollywood 
westerns, thrillers and crime movies, taking cinema seriously increasingly 
meant venturing into fleapits and suburban locals in pursuit of the ‘little 
masterpieces’, ‘buried’ on their programmes.  
 

This paper will explore the tensions involved in taking values, etiquettes, 
investments and modes of attention that were still being defined and 
contested within the film society movement out into mainstream venues 

mailto:melanie.selfe@glasgow.ac.uk
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which had very different auditorium cultures and behavioural norms. It will 
explore how, as struggling exhibitors began to court these new ‘arty’ 
audiences, this raised issues of cinema gentrification and backlash. And it will 
consider how these conflicts shaped the ideals, atmosphere and strict 
behavioural policing of later dedicated art cinema spaces. 
 

Maria Velez Serna (University of Stirling) Audience labour in non-theatrical 
exhibition, email: maria.velezserna@stir.ac.uk 
 

A weaker, more unstable division of roles in the cinema space is characteristic 
of volunteer-led and DIY exhibition practices, especially those that take place 
in unconventional screening venues, as compared to commercial exhibition in 
permanent cinemas. This paper traces genealogies of audience work in non-
theatrical cinema spaces with a focus on film societies and cine-clubs in mid- 
and late-twentieth century Scotland. It explores how roles were demarcated 
within the cinema space and throughout the production of the cinema event, 
intersecting with discourses of professionalization and with the concealment 
or foregrounding of the projection apparatus. 
 

The historical research is discussed alongside contemporary fieldwork and 
interviews with exhibitors in the community cinema and DIY sectors. From 
setting up the chairs to baking cakes to fixing a dodgy audio jack, the material 
contribution of audiences to the production of the cinema event is part of the 
appeal for those getting involved in such initiatives. In this context, the 
transitions between roles before, during, and after the screening are important 
elements in understanding the potential of non-theatrical cinema to constitute 
parallel or para-institutional modes of spectatorship. 
 

Panel 6 – Methodological challenges and approaches in historical 
audience research 

 

Sarah Neely (University of Stirling) ‘Reel to Rattling Reel’: Telling stories about 
rural cinemagoing in Scotland, email: sarah.neely@stir.ac.uk 
 

As Annette Kuhn explains in relation to her pioneering research on cinema 
culture in 1930s Britain, ‘how people remember is as a much a text to be 
deciphered as what they remember (2002: 6). This paper, drawing from 
research conducted as part of a three-year AHRC-funded project looking at the 
history of the Highlands and Islands Film Guild (University of Glasgow and 
University of Stirling), will examine the ways in which cinema memories are 
narrativised.  Through an analysis of the project’s oral history interviews, but 
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also correspondence with respondents, respondents’ diaries and other written 
accounts, including poems, short stories and other forms of creative writing, 
the paper will focus in particular on the relationship between the sensory 
stimulation of the cinema-going experience and creativity. It will also make 
comparison with material drawn from Kuhn’s Cinema and Culture in 1930s 
Britain Archive (Lancaster University), giving particular consideration to the 
ways in which cinema memories are narrativised across the various forms, but 
also the ways in which cinema memory (as a very particular form of cultural 
memory) may offer its own unique inflection to the ways in which stories are 
told.   
 

Christos Dermentzopoulos (University of Ioannina) The audience of Greek 
popular cinema: cultural memory, experience and consumption (1950-1970), 
email: cdermen@otenet.gr 
 

The perception of Greek movies by the audiences, as well as, the various ways 
through which, the movies affect the audiences’ consciousness are important 
factors within film studies. They are, however, significantly understudied, 
especially with regard to Greek popular cinema. They have garnered virtually 
no research interest although Greek popular cinema is given, recently, much 
attention. Most relevant film studies in Greece lay emphasis either on context 
or on merely film analysis. Therefore, there are no studies attempting to 
explore the interplay between film and audience and especially how this 
interplay is formed in reference both to the audience’s representation of 
cinema as spectacle, and to the subjects’ lived experience.  
My presentation will show the interaction between Greek popular cinema and 
its audience, based on the agents’ lived experience recorded in a corpus of in-
depth interviews that have been taken during the last eight years. Hence, I will 
problematise the methodological presuppositions regarding the examination 
of the audience’s response to Greek popular cinema, specifically of the Greek 
film audiences of the past. In this effort the methodological tool of cultural 
memory is very useful (see especially the works of Annette Kuhn). My analysis 
will focus in the case study of melodrama, one of the two most important 
popular genres, along with comedy, in the Greek cinema of this period. In this 
sense, I find myself currying out the search of the “Structure of feeling” 
(Raymond Williams) that is, the cultural elements of Greek society during the 
1950’s and 1960’s, through the perception of popular films. 
 

Sian Barber (Queen’s University Belfast) From Ballymena to Bangor: local 
council activity, hyper-localism and shaping audience tastes in Northern 
Ireland, email: s.barber@qub.ac.uk 

mailto:cdermen@otenet.gr
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Discourses of regionality and the centrality of politics, history and, specifically, 
local sensibilities are fundamental to understanding local and regional 
audiences. Recent work by Manning (2016) has explored the tastes and 
cinema-going habits of working class audiences, in an area of Belfast in the 
post-war period. However, it is crucial to consider what local audiences were 
permitted to see, and how control of exhibition by local councils actively 
determined what film material was available for consumption. Work by Hally 
(2013) and Rock (2017) has explored local censorship activity in Manchester 
and London, while Barber (2016) has explored how and why audiences in 
Belfast were denied opportunities to see Last Tango in Paris.  
 

However, archival records indicate that other councils in Northern Ireland 
frequently acted upon their own – specifically parochial initiatives – to 
determine what audiences under their jurisdiction could and could not see. 
While material is patchy and by no means comprehensive, it does offer an 
insight into how different areas within this small region engaged with film. It 
also demonstrates the complexities of exploring cinema-going and the 
behaviour, taste patterns and cultures of local audiences, without fully 
accounting for regional nuance. 
 

Using a selection of material covering the period 1948 - 1971, this paper will 
focus on how different Northern Irish councils determined how, when and in 
what manner film could be experienced. From The Outlaw in Newry; to the 
warring council factions of Coleraine; to the steadfast resistance to The Garden 
of Eden in Bangor; and the local exhibition restrictions imposed in Ballymena, 
this work adds a further dimension to the Northern Irish picture and suggests 
how local council involvement in film and cinema can highlight local 
preoccupations and prejudices and the impact this has on attendant taste 
communities. 
 

Panel 7 – Cinemagoing and National Film Culture and Policy 
 

Eurydice Da Silva (Paris Nanterre University) Portuguese cine-clubs during the 
New State (1933-1974): a look into the State’s archives, email: 
eurydice.dasilva@gmail.com 
 

From 1933 to 1974, Portugal was ruled by the longest dictatorship in Europe 
during the 20th century: the New State. From the early days of this 
authoritarian regime, the assertion of the State’s power was enacted through 
the establishment of control structures such as the Office of Propaganda, 
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which promoted, supervised and controlled all matters related to film. 
National production and distribution were under severe scrutiny and subject to 
censorship and surveillance. From 1946, a parallel circuit of distribution 
emerged: the cine-club movement. For over a decade, cine-clubs multiplied in 
rural cities. In 1956, the State saw these growing gatherings as a potential 
source of political insurrection as some members were known to be 
sympathetic to the communist cause. The Office of Propaganda therefore 
issued a law stating that all cine-clubs were to be controlled by a single State-
managed organism. The recent discovery of the Office of Propaganda archives 
reveals the government kept files on each cineclub’s activity, as well as 
valuable documents such as correspondence, programs, articles, and more 
importantly: police records on the leading members of each club, to ensure the 
clubs and their audience respected the ideology of the New State.  As part of 
my thesis about Portuguese cinema and censorship during the New State, this 
research focuses on the archives of over 40 cine-clubs from 1956 to 1968 and 
aims at shedding light on the practices of these clubs (the nature of their 
programming and their reception) as well as their audience during the 
dictatorship. 
 

Monique Toppin (University of Stirling) Cinema, Leisure and Everyday Life in 
Little Nassau in the 1950s, email: moniquetoppin@gmail.com 
 

Moviegoing in the British colony of The Bahamas in the 1950s was limited to 
the capital city Nassau, New Providence.  The four major cinemas in the 
country during that time were the Savoy, which was for whites only; the 
Nassau Theatre located on the main commercial boulevard, and catering to 
both blacks and whites; the Cinema theatre, located ‘over the hill’, in that 
section of the island inhabited by a majority black population and catering 
predominantly to that clientele, and the newest cinema built in 1950, the 
Capital Theatre, also located ‘over the hill’.  
 

My research centers on the leisure pursuits of Bahamian teenagers and young 
adults in the 1950s, targeting essentially the activity of cinemagoing and the 
way in which it fit into the routine of their daily lives. The project’s research 
methodology utilizes oral history interviews with both male and female 
participants who share their memories of the social and cultural experience of 
cinemagoing during the 1950s, as well as their memories of specific films and 
the value of those films to them.  The social practices of the cinemagoers and 
the experience of ‘going to the show’ shed light on Bahamian culture and the 
nation’s cultural-political evolution over time.  Finally, my work contributes to 
studies of cinema memory and cinema audiences in the Caribbean region 
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during the decade of the 1950s; an area of research that requires considerably 
more attention in this growing field of research. 
 

Anthony Peppiatt (Nottingham Trent University) The Children’s Film 
Foundation: Losing the Audience, email: anthony.peppiatt2013@my.ntu.ac.uk 
 

The decline and eventual demise in the 1980s of the Children’s Film 
Foundation (CFF) was a significant loss to the British film industry, the loss of a 
unique contribution to World Cinema history. My research investigates to 
what extent British cultural, economic, political and industry factors were 
responsible for its fall, highlighting the change in this country’s social and 
cultural make-up at the period of the CFF’s decline in the 1970s and the 
devastating effect of the Tory government policy in abolishing it’s key revenue, 
the tax raised from cinema tickets through the Eady Levy.  
 

The retreat from paternalism, the decline of the High Street and increased 
suburbanisation, the rise of Saturday morning children's television (especially 
Tiswas), the dawn of the blockbuster film and the advent of video-gaming in 
the 1980s were all factors which contributed to the decline of the CFF. At the 
same time, the extent to which the CFF’s own institutional functioning and the 
type of film it produced may have been a factor in its downfall. I look at how it 
itself sought to respond to changing contexts both institutionally and at the 
level of the film text. One aim of my research is to expand on the unique way 
the Foundation was funded, the way in which committees decided on the 
content and protagonists of the productions and the tension between 
delivering films on a stringent budget and the opportunities given to British 
protagonists to further succeed in the industry, in particular what happened 
when these mechanisms came under increasing strain. 
  
Using my hometown of Derby as a case study, I investigate how the loss of 
urban High street cinemas and the introduction of out of town retail parks, 
with their new multiplex cinemas, along with increased car ownership changed 
the pattern of Saturday shopping habits, negating the need of parents to 
offload their offspring in the cinema for a couple of hours while they 
visited the local butchers, bakers, etc. The reaction (or lack of) by the CFF to 
these challenges, alongside their efforts to produce children's content in an 
increasingly multicultural and gender conscious Britain is investigated, begging 
the question did the Foundation lose its audience, or did they push them 
away? 
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Panel 8 – Exploitation Cinema, Publicity and Taste 
 

Adrian Smith (University of Sussex) The Yellow Teddybears: Exploitation as 
education, email: as877@sussex.ac.uk 
 

The Yellow Teddybears (1963, Robert Hartford-Davis, UK: Animated Motion 
Pictures, Tekli British Productions) was based on the supposed-true story of 
schoolgirls who wore yellow “Golly” badges (the metal kind you saved 
Robertson's jam labels for) to signify that they had lost their virginity. This ‘X’ 
film is sympathetic in tone to the viewpoint of the schoolgirls and condemns 
the outdated attitudes of parents and authority figures, as represented by the 
school governors.  
 

Compton-Tekli had been formed in 1960. They had already produced one 
nudist documentary film and one fully-fledged feature film, which both relied 
on the tried and tested formula of dressing up exploitation themes as 
education as a way of justifying their controversial subject matter.  
 

This paper will draw on archival material to explore the promotion of the film 
as a tool for improving the nation’s sex education. Screenings were held with 
hundreds of sixth form girls and experts to encourage a national debate about. 
This paper will include images and recollections from a recent interview I 
conducted with Annette Whitely, the then young star of the film, who 
attended some of these screenings and talked to girls about the importance of 
sex education. 
 

Neil Jackson, University of Lincoln, Before the Cults: Exploitation cinema and its 
promotional identities in the UK, email: njackson@lincoln.ac.uk 
 

The examination and evaluation of demographics, viewer responses, and 
exhibition sites has figured prominently in much of the expanding scholarship 
on cinema audiences. This has provided much in the way of valuable insight 
regarding the multifarious experience of collected and collective viewers. Such 
approaches have informed our knowledge of the processes and choices 
undergone by audience members, as well as their relationship to individual 
films, franchises, genres, and stars. Furthermore, this has provided multi-
layered insights into the idiosyncratic habits and first-hand experiences of 
individuals, enhancing our understanding of everything from audience 
interaction with global screen media phenomena to localised media 
controversies. 
  

mailto:as877@sussex.ac.uk
mailto:njackson@lincoln.ac.uk


 28 

This paper seeks to address an area that has not yet figured prominently in a 
particular sector of audience studies: the original theatrical promotion of 
exploitation films in the UK before they became embroiled in controversies 
over access on home video formats, and now enshrined as arcane or 
paracinematic ‘cult’ audience objects. In particular, it will centralise the use of 
archival research which highlights local newspaper advertising/listings in a 
specific UK city, and how these films were disseminated, branded and 
promoted long before the concept and study of cult audiences gained any 
significant grounding as an academic discipline. It also considers the identity of 
a particular local cinema as expressed through these listings, and how it 
informs our perception both of the films which were projected within its walls, 
and the audience that gathered there to watch them.  
 
Such an approach demonstrates that local newspaper listings evinced an 
eclectic range of cinema-going options to the viewer-consumer, from which a 
clearer idea emerges of the identity, status and value ‘cultified’ films originally 
had through their very visible place within the promotional space of the local 
press. Films now fenced off as belonging to specialized or minority tastes 
circulate on these pages using promotional discourses that might today seem 
beyond the ideological pale. However, they also provide a fascinating snap 
shot of how they were part of a common promotional lexicon in a previous 
cinematic epoch, in which the cinematically despised achieved a form of 
equivalence with its respectable alternatives. 
 

Adam Herron (University of East Anglia) Seeing is Believing: Realism and 
Generic Hybridity in the Promotional Campaigns of Snuff Fiction, email: 
Adam.Herron@uea.ac.uk 
 

Notions of reality are of paramount importance within the phenomenon of the 
snuff film due to ambiguity between representations of fictional and real 
death. While academic discourse has dismissed the existence of genuine snuff 
films made for profit, claims to authenticity associated with fictional snuff 
films, or “snuff fictions” (Heller-Nicholas 2014: 58), have been explored in 
relation to moral panics (Johnson and Schaefer 1993), genre confusion (Petley 
2000), and fakery versus documentary (Black 2002). However, there has been 
limited attention to how audiences make sense of these films, as well as how 
audiences have responded to claims of authenticity during the promotion of 
the films. 
 

This paper will consider how marketing strategies and promotional materials 
used by snuff fictions have addressed realism and authenticity. Indeed, snuff 
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mythology that propagates the existence of real death on film has extended 
beyond the screen to the promotional strategies of snuff fictions, with films 
including Snuff (The Findlays), Cannibal Holocaust (Ruggero Deodato, 1980) 
and Henry: Portrait of a Serial Killer (John McNaughton, 1986) foregrounding 
realistic death as a marketing technique. The promotional strategies of snuff 
fictions will be analysed in relation to other films that have foregrounded 
realism, such as the Lumière tradition and Italian neorealism. Comparing snuff 
fiction with other generic categories, it will be argued that cultural distinctions 
between high and low aesthetics have framed the taboo nature of viewing 
death in snuff fiction as a necessary counterpoint to the privileged status of 
other genres which offer convincing portrayals of death. 
 

Panel 9 – Cinemagoing and the female audience 
 

Agata Frymus (University of York) African-American Cinema-Going in New York 
During the Interwar Period, email: af963@york.ac.uk 
 

Existing, sparse scholarship on cinema-going in the United States in the 1920s 
and 1930s, concentrates itself with culturally dominant, white audience.1 In 
assuming a homogenous demographic, it overlooks the lived experience of 
African-American women in a racially segregated country. This paper aims to 
re-construct the experience of cinema-going in black communities of New York 
during the interwar period. 
 

New York is a fruitful site for the investigation of debates of race and mass 
entertainment because of the high concentration of black migrants and 
cinemas: according to US census data, over 109,133 Manhatanittes were black 
in the 1920s. In 1930, the figure doubled, with the percentage of blacks rising 
to 12 percent of the entire population of the borough.2 305 film venues 
operated in Manhattan in 1927, whilst other 39 were planning to open or were 
under construction.3 In drawing on a plethora of multidisciplinary resources – 
personal correspondence, diary entries, cinema records, fan letters, local news 
stories and articles from historical black press – it will investigate the roles 
played by cinema, the dominant form of entertainment at the time, in shaping 
the lives of African-American women in Manhattan. 
 

                                                      
1 Such discussions include Shelley Stamp’s Movie-Struck Girls: Women and Motion Picture Culture After the Nickelodeon 

(Princeton: Princeton University Press, 2000) which focuses on white female audience during the teens.  
2 1921 United States Census. Census Bureau. Population Division. Available at 

https://www2.census.gov/prod2/statcomp/documents/1921-02.pdf [accessed 30th July 2017].  
3 ‘Theatres. A Complete List of Over Twenty Thousand Motion Picture Theatres in the United States’, Film Daily: Film 

Yearbook, 1927, 588- 590. 
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Shruti Narayanswamy (University of St Andrews) ‘Ladies Only’: Women-centric 
film publicity and exhibition in the 1930s Bombay Film Industry, email: 
sn52@st-andrews.ac.uk 
 

The May 1938 issue of Filmindia, an English-language monthly film magazine 
published a photo taken at the premiere of Gorakh Aya (“Gorakh has arrived”, 
1938), a film that imagined a dystopian takeover of the world by women. 
Though the film is non-extant, a snippet accompanying the photo reveals that 
the premiere was declared as “No Males Day”. Throughout Bombay, every 
screening was open exclusively to women on this day and advertisements 
declared that “not even a new-born male babe would be allowed to enter the 
cinema”. The film studio reportedly replaced all male employees of selected 
cinema halls with female employees for the premiere. 
 
In my paper on "Zenana" or ‘Women-only’ film screenings, I will explore the 
rise of women-centric film publicity and exhibition by Bombay studios in the 
1930s. Archival materials indicate that studios weren't just catering to female 
audiences to attract a wider cinema audience, but that female audiences were 
specifically sought after, nurtured and strategically targeted through 
campaigns. These promotions were also part of the 'larger' objective of studios 
to position cinema as a medium of social commentary and moral education, 
with women-centric film publicity drawing from contested issues of public 
morality such as divorce, birth control and prohibition. This paper will look at 
how studios were using a combination of 'snatched-from-the-headlines' 
subjects and interactive publicity to stake cinema’s claim in contemporary 
social debates, especially in relation to issues of women’s reform at the height 
of the nationalist movement in India.  
 

Emma Pett (University of East Anglia) She’s Leaving Home: Women’s 
cinemagoing experience in 1960s Britain, email: E.Pett@uea.ac.uk 
 

The recollections offered by the thirty-four women who were interviewed for 
the AHRC Cultural Memory and British Cinema-Going of the 1960s project are 
hugely diverse and often contradictory. In a decade marked in Britain by the 
introduction of the contraceptive pill (1961), the legalisation of abortion (1967) 
and the liberalisation of divorce law (1969), many women recalled their 
struggles (both successful and unsuccessful) to break free from the oppressive 
social and cultural restrictions they felt had characterised their mother’s lives. 
Discussing films such A Taste of Honey, Saturday Night and Sunday Morning 
and The Graduate, the interviewees recall and reflect on both the hardships 
and the enjoyments of being young women in 1960s Britain. This paper 
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considers the way in which their recollections reveal the classed differences 
that continued to shape women’s lives throughout the decade, and the extent 
to which this informed their experiences of ‘Swinging London’. 

 
Panel 10 – Case studies: audience tastes in context 

 

Mario Slugan (Ghent University, Belgium) Audience reception of re-enactments 
in the US and western Europe around 1900: fake, staged and fiction, email: 
Mario.Slugan@UGent.be 
 

In the early days of cinema, reenactments could be found in genres as varied 
as war films, actualities, boxing films, passion plays, etc. By using catalogues, 
newspaper reports, trade press, contemporary accounts, etc. this presentation 
aims to better understand how audiences c.1900 construed film reenactments 
in terms of notions such as “fake”, “staged”, and “fiction”. Specifically, I argue 
that early audiences routinely distinguished these terms which in present-day 
cinema studies remain conflated only too often. For instance, reenactments 
could be staged, without being either fake or fictional. Pathé claimed that “We 
cannot […] guarantee that all the views [from “Episodes of the Transvaal War”] 
are authentic on account of the many difficulties that arise in taking 
photographs on the spot. [However,] we have done our best to reproduce 
these scenes as near as possible” (Pathé 1903: 60). Undeniably, many 
producers and exhibitors did falsely advertise their staged films to audiences as 
shot on location and absolutely genuine – fake reenactments proper. Even 
here, though, audiences could spot the deception. Many, for example, 
recognized that the alleged actual recordings of Dreyfus affair could not have 
been made, because the events depicted took place in 1894 before the 
discovery of the Lumière Cinematograph. The presentation concludes with an 
exploration of the question whether there were historical reenactments of 
factual events that contemporaries treated as games of make-believe. More 
precisely, could have contemporaries treated films like The Execution of Mary, 
Queen of the Scots (1895) similar to how we nowadays treat Argo (2012) – as 
fictionalized representation of actual event?  
 

Nezih Erdogan (Istanbul Sehir University) Early Moviegoing and Film Culture: 
The first Pathe cinema theatre opens in Istanbul (1908), email: 
neziherdogan@sehir.edu.tr 
 

In January 30th, 1908 the Pathé Frères Cinema Theatre was opened in Istanbul. 
It is a crucial point in the film history not only for the fact that it is the first 
cinema-specific building in Istanbul but also the emergence of film culture in 
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Turkey. Long before the opening, the newspapers announced the coming of 
the cinema and the news about this future event laid the terms of moviegoing 
and experience of film watching.  
 

In this paper, by using the news and other materials that were printed in the 
newspaper Stamboul, I will attempt to show how the terms of moviegoing and 
the experience of film watching were introduced. Stamboul repeatedly 
described how all the precautions were being taken by the administration to 
prevent a possible fire thus trying to convince the moviegoers that it was safe 
to go to Pathé Cinema theatre. Secondly, by setting the first judgement values 
(“boring/interesting”, “technically successful,” etc.) and borrowing from the 
narrative genres of literature and theatre, it cued the audiences as to which 
horizon of expectations to employ. I am hoping to give an account of the 
emergence of a film culture betraying a transition from cinema of attractions 
to narrative cinema holding stardom at its centre. 
 

Guy Barefoot (University of Leicester) My Search for Passion Pits with Pix: Film 
History and 1950s Drive-In Audiences, email: gb80@leicester.ac.uk 
 

In 1949 Variety noted that while the overall trend in cinema admissions was 
downwards, drive-in cinemas were ‘mushrooming throughout the country’. 
The report went on to note: ‘The hep operator has at least three adults to a 
vehicle as his goal. Thus he can offset charges that his spot is a camouflaged 
lover’s lane… a ‘passion pit with pix’ as some call it.’  The phrase ‘passion pit 
with pix’ was echoed in subsequent issues of Variety (‘The once looked down 
upon passion pits are becoming highly regarded’ it claimed in 1952) and in 
other publications such Saturday Evening Post (in its 1950 feature on ‘the 
drive-ins, which theater owners despise and some people sneeringly call 
“passion pits”’). It has lived on in scholarly discussions of ‘Forgotten Audiences 
in the Passion Pits’ (Mary Morley Cohen, Film History, 1994) and websites that 
refer to how 1950s drive-ins ‘turned into “passion pits with pix”’ (‘No Mums 
Allowed: Teen Hangouts Through History’). The label has served both to 
identify the drive-in as lacking respectability and to distance the contemporary 
drive-in from a less respectable past. 
 

It has also obscured other evidence of different audiences. In tracking down 
the source, significance and appeal of the ‘passion pits with pix’ image, this 
paper will also examine other accounts from the 1950s, assessing the drive-in’s 
appeal to those unwilling or unable to see films at ‘hard-top’ cinemas, and the 
reason for the neglect of this segment of the 1950s audience. 
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Panel 11 – Cinemagoing during the World Wars 
 

Chris Grosvenor, University of Exeter, The Forgotten Audience of First World 
War Cinema: The Evidence of Cinema Spectatorship in Official Military 
Documentation, email: cg304@exeter.ac.uk 
 

In his analysis of British exhibition spaces, Nicholas Hiley has claimed that 
British cinema audiences were primarily made up of working class men prior to 
the First World War, but that after 1914 ‘the number of women in the 
audience [changed] dramatically, and it seems that by 1917 weekly attendance 
may have been divided between 55 per cent women, 35 per cent men, and ten 
per cent children’. Although perhaps implied by his analysis, Hiley does not 
directly attribute this shift in audience demographics to the most evidently 
significant contextual force at hand: the war. Over the course of the war, 5.7 
million British men aged between 18 and 51 served for their country. However, 
instead of leaving the cinema behind them, this sizeable demographic 
patronised over 50 Army, Corps and Divisional cinemas established by the 
B.E.F. on the western front, venues which were often characterised as a much 
needed psychological comfort and respite during which ‘the grim realities of 
warfare are temporarily forgotten’. Utilising War Office documentation held by 
the National Archives, this paper draws attention to this forgotten audience of 
wartime cinema-goers by establishing the scale of military cinemas in France 
and Belgium. Offering a unique but ultimately insightful method for unearthing 
this history - the examination of military records - this paper will highlight the 
ubiquity of front line cinema exhibition, showcasing scores of previously 
undocumented venues and the impact they had on military operation and 
soldier life. 
 

Joseph Garncarz (University of Cologne, Germany) Film preferences in the Nazi 
era: how to analyse cultural differentiations of historical national film 
preferences, email: garncarj@uni-koeln.de 
 

In my paper, I will show how to examine the cultural differentiation of 
historical film preferences within a country. My case study comes from my 
current research on the film in the Nazi era. On the basis of a representative 
sample and with an improved POPSTAT procedure, we compiled lists of the 
films most successful among the German audience for the period from 1933 to 
1945. This success data serves as a footing for assessing cultural differentiation 
of film preferences. Regional differentiations can be measured by determining 
the film success for a small town (such as Duderstadt, for example). The 
preferences of the wealthier and better educated audience can be identified 
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by the film success rankings of Berlin's premiere cinemas. The preferences of 
Jewish audiences can be determined by the sales of Jewish cinema in Berlin. 
The preferences of the Nazi elite can be ascertained on the basis of Hitler's 
handed down preferences as well as those of the leaders of the Nazi youth 
associations. The analysis shows that, despite all the discernible differences 
that can be identified and explained, the preferences of German cinema 
audience beyond regional, social, political and religious borders were 
surprisingly uniform, for which a plausible explanation is offered. 
 

Richard Farmer (University of East Anglia) ‘The stars shine only within, the 
outer blaze is darkened’: cinemagoing and the blackout in Britain during the 
second world war, email: R.Farmer@uea.ac.uk 
 

The cinema is a technology of light – in terms of both the production and 
exhibition of films – and light is an essential element of the cinemagoing 
experience. In the 1930s, many British cinema designers used ‘night 
architecture’ to fuse form and function, creating an aesthetic that could only 
be fully comprehended after dark when buildings were brilliantly lit with 
floodlights and neon. Electric light had the capacity to conjure thrilling visual 
spectacles from the darkness, both outside and inside the auditorium; the 
mechanical interplay of light and dark spoke of the essential nature and appeal 
of cinema as an entertainment medium. 
  
And then, in September 1939, came the blackout. Instituted at the start of 
World War Two in an attempt to prevent enemy pilots locating British cities, 
the blackout was one of the most immediate and obvious signs that Britain 
was at war. Altering perceptions of time and space, the blackout transformed 
the ways in which Britons interacted with the cinema as an element of the 
built environment.  The dousing of external lights affected a venue’s visibility 
within a given locale, and denied patrons one of the pleasures associated with 
a trip to the pictures.  The blackout also ensured that the cinema building itself 
was encountered and experienced according to a specific wartime reality.  
Using information gathered from the trade press, newspapers and Mass-
Observation, this paper will investigate how the blackout affected British 
cinemas and will thus explore cinemagoing’s grounding in, and sensitivity to, 
the shifting historical moment. 
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Panel 12 – Memories, Archives and New Approaches to Italian 
Audience Studies 

 

This panel aims to present emerging approaches to audiences in Italy, where 
film and television studies has gradually moved away from purely 
concentrating on film aesthetics and has produced an increasing body of 
innovative work. The three papers included in this panel offer an insight into 
new methodological approaches to data and a wide use of different sources 
(archival, industry as well as memories). 
 

Daniela Treveri Gennari (Oxford Brookes University) & Sarah Culhane (Oxford 
Brookes University/University of Bristol) Engaging audiences with the 
development of an online digital heritage archive: sources and methodologies, 
email: dtreveri-gennari@brookes.ac.uk and culhanes@tcd.ie 
 

Launched in 2013 and funded by the Arts and Humanities Research Council 
(AHRC), Italian Cinema Audiences has used oral history methodologies to 
provide the first study of cinema audiences in Italy in the 1950s, when Italians 
went to the cinema more than almost any other nation in Europe. In the 
second stage of the project, the team has developed CINERICORDI, an online 
archive that allows users to explore the history of Italian cinema-going through 
a portal that reconstructs the historic cinema networks of eight major cities. 
Through the process of ‘deep-mapping’, the archive has integrated our 
collected data (questionnaires and video-interviews) with new and unexplored 
archival resources as well as digitised artefacts crowd-sourced from 
individuals’ private archives (comprising of photos, programmes, leaflets, 
private letters, signed posters, etc.). This approach reflects not only the 
dominance of the cinema space itself in the memories of this generation, as a 
source of pride, humour, nostalgia and identity, but also the ways in which its 
very location was affectively ‘mapped’ onto participants’ memories  (Ercole et 
al, 2017). This paper will reflect on the process and methodologies employed 
to allow audiences to become the living curators of their own cultural heritage 
archive. It will also discuss the importance of memories communicated in 
audio-visual format, which stimulates audiences to re-discover and share 
personal memories, and to feel that they are part of a community forged 
through cinema-going. Lastly, the paper will explore the challenges in the co-
curation, preservation and promotion of the archive itself, especially in the 
case of collections co-produced by its users. 
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Damiano Garofalo & Cecilia Penati (Catholic University of Milan) Archives, 
Sources and Memories for a History of Early Italian TV Audiences, email: 
damiano.garofalo@gmail.com and Cecilia.Penati@unicatt.it 
 

Since its very first steps, the historiography of early Italian television has relied 
mainly on “traditional sources”, preserved in classic archives. Especially in a 
first phase of the studies carried out in Italy over the beginning of domestic TV 
history (dating back to 1970/1990), printed documents such as legal 
documents, house organs, the first schedules, and the few footages of early 
programs preserved by Teche Rai, the Italian PBS’ archive, were the main and 
almost exclusive tools of research. However, the crucial role of different and 
“unconventional” kind of sources, more audience-related, has recently 
emerged strongly in the debate over the conditions of writing the medium 
archaeology.   
 

The aim of this paper is to reflect on methodology, proposing a range of 
alternative sources in order to trace a new history of early Italian television 
starting exactly from the past audiences’ point of view. On the one hand, in 
fact, we will analyze both quantitative datas, coming from the “Servizio 
Opinioni” institutional surveys (which are currently preserved by Rai archive), 
and more private sources, such as letters received and published by Italian 
magazines or diaries that audiences used to write between ‘50s and ‘60s. On 
the other, we will present the rational and some of the results of an empirical 
research based on oral history and media ethnography methodologies, 
showing how deepen a multi-faceted history. The paper will aim at reflecting 
on how a proper history of early television cannot be outlined without the 
reference to ‘life-stories’ and media remembering as tools of historical 
reconstruction. 
 

John Sedgwick (Oxford Brookes University) Regional differences in film 
preferences in Italy in the mid-1950s, email: sedgwicj52@gmail.com 
 

Following an investigation into cinemagoing in Rome during the mid-1950s 
(Treveri-Gennari and Sedgwick 2015), this paper investigates whether the 
patterns of film consumption identified in Rome were repeated in the cities in 
the North and South of Italy. To what extent were the strong regional cultures 
of Italy, as well as considerable differences in their economic well-being, 
reflected in the choices made by film audiences?  
 

Sourced by major city-based daily newspapers, the analysis proceeds by means 
of a cross-sectional investigation of cinema programmes screened in the seven 
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cities during January 1954 – Rome, Milan, Turin, Naples, Bari, Palermo and 
Cagliari. Naturally, this snapshot will comprise films at various stages in their 
life cycles, ranging from new national or international releases opening at well 
accoutred first-run cinemas for multiple weeks, to films that were nearing the 
end of their lifecycle, screened in small neighbourhood cinemas, perhaps just 
for one day.  Drawing upon the bi-weekly publication of the exhibitor’s 
association (AGIS) - Bollettino dello Spettacolo - in which the box-office 
revenues garnered from first run cinemas located in the first five listed cities 
were reported, these films are tracked backward to their release date and 
forward to their final screening in each city. A new metric - termed the 
Popularity Index (PI) - has been developed to account for differences in film 
popularity. The relative popularity of films with audiences is reported through 
a series of tables and graphs. 
 

Panel 13 – British Cinemagoing in the Regions: Neglected 
Perspectives 

 

Ian Goode (University of Glasgow) Constructing the Highland audience: the 
highlands and islands film guild, 1946-71, email: Ian.Goode@glasgow.ac.uk 
 

The Highlands and Islands Film Guild was formed in 1946 to deliver film shows 
for remote communities in Scotland using the 16mm mobile cinema model 
that was successfully deployed during the Second World War by the Scottish 
Film Council and the Ministry of Information. 
 

The case for the formation of the Film Guild proposed by the Scottish 
Agricultural Organisation Society on a non-commercial basis contained a series 
of declarations that included: i) a need to combat ongoing depopulation by 
improving educational, cultural and recreational facilities and reduce the sense 
of isolation and neglect resulting from the lack of the amenities that are taken 
for granted by residents in populous areas and ii) a desire to utilize one of the 
best mediums for helping to shape and develop the life and trend of thought 
of the citizen of tomorrow.  
 

This paper traces how the founders of the Guild constructed the relationship 
between film and audience and how and why this changed during the period 
of the Guild's operation from post-war austerity to the arrival of television and 
other cultural change. It asks what this tells us about the understanding of the 
role of film in a specific non-urban context that was quite unlike the rest of the 
UK, but comparable to other uses of 16mm mobile cinema throughout the 
world, and, for various reasons, has been marginalised by histories of British 
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cinema. The research presented is drawn from findings from the AHRC funded 
project: The Major Minor Cinema: the Highlands and Islands film Guild (1946-
71). 
 

Sam Manning (Queen's University Belfast) The Decline of Cinemagoing in Post-
war Northern Ireland, email: smanning03@qub.ac.uk 
 

This paper investigates the reasons for the decline in cinema attendance in 
post-war Northern Ireland. In the 1950s, UK admissions declined rapidly and 
cinema closures were more likely in areas where television was firmly 
established. Social historians, however, debate the level of causation between 
the rise in television sales and the decline in cinema admissions. Population 
shifts, increased affluence, the diversification of leisure activities and a shift 
towards home-oriented consumption are all cited as factors that impacted 
cinema attendance. Higher unemployment and lower wages meant that 
cinema-going retained its popularity longer in Northern Ireland than in many 
other parts of the United Kingdom, and television had less of an impact on 
cinema attendance. Northern Ireland was also noted for the number of new 
cinemas that opened in the 1950s. In 1959, the introduction of commercial 
television to Northern Ireland was a major catalyst for television ownership 
and its arrival coincided with the onset of the ‘affluent society’. While 
historians have investigated the geography of cinema’s decline, they have 
excluded Northern Ireland from their analysis. By consulting records of cinema 
attendance, alongside local newspapers, trade journals and oral history 
testimonies, this paper brings Northern Ireland into the discussion of post-war 
cinema-going in Britain and Ireland. It assesses the relative impact of BBC and 
commercial television, the ability of working-class families to purchase 
televisions, the response of cinema exhibitors to declining admissions and the 
impact of broader social, economic and political developments on cinema 
audiences. 
 

Alex Wilson (Sheffield Hallam University) Godin’s Anvil: A Municipal Cinema in 
Sheffield 1983-90, email: Alex.G.Wilson@student.shu.ac.uk 
 

The Anvil cinema was established in 1983 by Sheffield City Council (SCC) and 
became the UK’s first municipally owned cinema. Upon opening, Julian 
Spalding (Director of Arts) defined the buoyant, socialist rhetoric of the David 
Blunkett led council and its commitment to arts funding: ‘a cinema for the 80s 
needed, we felt, to be a cinema for the public, not in a reach me down way, but 
in true egalitarian spirit. There is no reason why a cinema should not be both 
popular and experimental, entertaining and educational, accessible and 
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stylish.’4 The man tasked with realising these ambitions was music industry 
veteran, coiner of the term ‘Northern Soul’, and recently graduated Sheffield 
Polytechnic Film Studies mature student, Dave Godin.  
 

The Anvil launched without very much of a film culture or tradition to build 
from, yet a contemporary article in Sight and Sound regarded it as one of the 
top six specialist cinema locations outside of London.5 Perhaps its most 
important legacy was the foundation of a cinema for Sheffield which broke the 
dominant mode, expanding the range of choice in the city by giving an 
exhibition platform to the burgeoning independent production sector in 
Yorkshire. Using newly discovered archival materials, this paper will assess the 
Anvil’s impact, discuss the future of independent cinema in Sheffield post-
1990, and help refocus attention in British cinema-going history away from a 
London-centric narrative toward the local. 
 

Closing Keynote: Professor Daniel Biltereyst 
 

Daniel Biltereyst (Ghent University) Keynote: Audience as palimpsest. Mapping 
historical film audience research, email: Daniel.Biltereyst@UGent.be 
 

Film audience research—probably the oldest and one of most prolific fields 
within media audience studies—is often reduced to a story of competing 
paradigms, theories, concepts and methodologies. This balkanization of the 
field proved to be quite unproductive because film audiences are intrinsically 
multilayered: they are real and constructed; discursive and/or material; active, 
passive, and everything in between; they are consumers and citizens; they are 
massive as well as individual, atomized and part of wider social and cultural 
ensembles. A similar diagnosis can be made for historical film audience 
research. This keynote is a plea for more creativity in exploring and integrating 
multiple traces and sources of film and cinema experiences of the past. 
 
  

                                                      
4 ‘October/November’, Anvil Civic Cinema Programmes, 1983 – 1990 (Sheffield Local Studies Library, 
791.43 SQ). 
5Anvil Programme, March 1984 
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