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Dear Participants, 

Welcome to the Queer Screens conference! We are very excited about the range and quality of 

the contributions that our call for papers has attracted. We hope that our discussions in the next 

two days and beyond will lead to new insights into queer on-screen representation. 

We are grateful to the Institute of the Humanities at Northumbria University and the Gendered 

Subjects Research Group for their generous support. We are also very grateful to Lazlo 

Pearlman, Tina Gharavi, and Mark Chapman for granting us permission to use images from 

their films (‘Unhung Heroes’, ‘Closer’ and ‘TRANS’) for the conference poster and programme 

cover. 

We wish you an intellectually stimulating, productive, and pleasant time in Newcastle. 

Anamarija Horvat & Inmaculada N. Sánchez-García 
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Programme Overview 

 

First Day – 2nd September, 2017 

 

9:00 – 9:45 Registration and Welcome Address 

9:45 – 11:00 Panel A: Queer TV – Room 033 

Panel B: Queer Social Media – Room 035 

11:00 – 11.30 Coffee Break – Room 032 

11:30 – 12:45 Panel C: Queer Pasts on Screen – Room 033 

Panel D: Curating Queerness – Room 035 

12:45 – 13:45 Lunch Break – Humanities Hub (first floor) 

13:45 – 14:45 Panel E: British Queer Cinema – Room 033 

Panel F: Queer Pornography – Room 035 

14:45 – 15:15 Coffee Break – Room 032 

15:15 – 16:30 Panel G: European Queer Cinema – Room 033 

Panel H: Queer Archives – Room 035 

16:30 – 17:00 Coffee Break – Room 032 

17:00 – 18:15 Keynote Address: Prof Jack Halberstam – Room 031 

19:30 Conference Dinner at Ernest 

 

Second Day – 3rd September, 2017 

 

10:00 – 11:15 Panel A: European Queer Cinema – Room 033 

Panel B: Contextualising the Screen – Room 035 

11:15 – 11:45 Coffee Break – Room 032 

11:45 – 13:15 Panel C: Horror Screens – Room 033 

Panel D: American Queer Cinema – Room 035 

13:15 – 14:30 Lunch Break – Humanities Hub (first floor) 

14:30 – 15:45 Panel E: Screenings and Q&A – Room 031 

15:45 – 16:15 Coffee Break – Room 032 

16:15 – 17:30 Panel F: Queering the Screen – Room 033 

Panel G: Activist Queer Screen – Room 035 

17:30 Wine Farewell – Humanities Hub (first floor) 
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Conference Programme 

 

 

 

 

9:00 – 

9:45 

 

 

 

Registration and Welcome Address 

 

 

 

9:45-

11:00 

 

Panel A:  Queer TV 

Chair: James Leggott 

Room: 033 

 

Florian Vanlee and Sofie Van 

Bauwel (Ghent University) – 

Repairing Bridges: Queer TV Studies 

and the Television Industry 

 

Charlotte Hoelke (Carleton 

University) – Bringing You 

Monstrous White Realness: The 

Queer/Decolonial Aesthetic and 

Performance of Trixie Mattel 

 

Nadine Dannenberg (University of 

Arts Braunschweig) – ‘But what 

about ME?’ Queerness and/as 

Privilege Pop in Transparent and 

Please, Like Me 

 

 

 

Panel B: Social Media and 

Queerness 

Chair: Lukasz Szulc 

Room: 035 

 

Diego Semerene (Oxford Brookes 

University) – 
Can The Phallus Survive Its (Digital) 

Display? Keeping the Heterosexual 

Male Body from Coming Apart at the 

Seams In The Age of Social Media 

 

Sean Donovan (University of 

Michigan) – Obsolescent Identity: 

Analog Cruising and Queer Male 

Sexuality 

 

James Cummings (Newcastle 

University) – Screening Real: Gay 

Men’s Negotiations of Reality and 

Falsity on Smartphone Social 

Networking Applications in the 

People’s Republic of China 

 

 

 

 

11:00-

11:30 

 

 

 

Coffee break 
Room 032 
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11:30-

12:45 

 

Panel C: Queer Pasts on Screen 

Chair: Rosie White 

Room: 033 

 

Gilad Padva (Beit Berl College)– 

Screening Kinsey: Sexual 

Multiplicity and Queered Exuberance 

in Kinsey 

 

Anamarija Horvat (Northumbria 

University) Haunting and Queer 

Histories: Depictions of Memory in 

Transparent 
 

 Robin Griffiths (Gloucestershire 

University)  – ‘Do You Want to 

Come Cruising with Me?’: 

Queer(y)ing the Politics of Nostalgia 

in Cruising and Taxi Zum Klo 

 

Panel D: Curating Queerness 

Chair: Hongwei Bao 

Room: 035 

 

Skadi Loist (Rostock University) – 

Performative Interventions: How 

Queer Film Festivals Negotiate Queer 

Film Culture 

 

Frederik Dhaenens (Ghent University) 

– Pink Programming across Europe: 

Exploring the Identity Politics of 

European LGBTQ Film Festivals 

 

Richard Rinehart (Samek Art Museum 

at Bucknell University) – Screening 

the Museum 

 

 

 

12:45 – 

13:45 

 

 

 

Lunch 
Humanities Hub (first floor) 

 

 

 

13:45-

14:45 

 

Panel E: British Queer Cinema 

Chair: Darren Elliott-Smith 

Room: 033 

 

Rachel Carroll (Teesside University) 

– Never an Unhappy Hour: 

Transgender, Marriage and the 

Politics of Normativity in the 2011 

Film Adaptation of George Moore’s 

Albert Nobbs 

 

Emma Ben Ayoun (University of 

Southern California) – Life that Lasts 

Forever: Derek Jarman and the 

Limits of the Body 

 

 

 

Panel F: Queer Pornography 

Chair: Stefanie Allum 

Room: 035 

 

Tomasz Sikora (Pedagogical 

University of Cracow) – Avant-garde 

Queer Porn Aesthetics 

 

Sara Janssen (University of Kent) – 

Queer Love on Screen: Documentary 

Impulse and Utopian Longing in When 

We Are Together We Can Be 

Everywhere 
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14:45- 

15:15 

 

 

 

Coffee break 
Room 032 

 

15:15 – 

16:30 

 

Panel G: European Queer Cinema 

Chair: Russ Hunter 

Room: 033 

 

Alice Blackhurst (Cambridge 

University) – Queer Displacement 

and Domesticity in Chantal 

Akerman’s No Home Movie 

 

 

Andrei Gadalean (St Andrews 

University) – We Are Not Like This: 

Non-normative Sexual Identities and 

the Rejection of Intersectionality in 

Contemporary Eastern European 

Cinema 

 

Claire Boyle (Edinburgh University) 

– Paradoxes of Queer Visibility in 

Céline Sciamma’s Cinema 

 

 

 

Panel H: Queer Archives 

Chair: Gilad Padva 

Room: 035 

 

James Boaden (York University) – 

Queer Archives in Artists Moving 

Image 

 

 

Mark Barber (Concordia University) – 

Confronting the Neoliberal Queer 

Archive: Media, Representation, and 

Marginalization 

 

Dagmar Brunow (Linnaeus 

University) – Unqueering Heritage? 

The Ambivalence of LGBTQ* 

Visibility in Audiovisual Archives 

 

 

16:30 – 

17:00 

 

Coffee Break 
Room 032 

 

 

 

17:00 – 

18:15 

 

Keynote Address: 

Chair: Anamarija Horvat 

Room: 031 

 

Prof Jack Halberstam  

(Columbia University) – Trans*: Representing the Transgender Body on 

Screen 

 

 

19:30 

 

Conference Dinner at Ernest 
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Day 2: September 3rd, 2017 

 

 

 

 

10:00 - 

11:15 

 

Panel A: European Queer Cinema 

Chair: Sarah Duffy 

Room: 033 

 

Tom Smith (Newcastle University) 

– From Outrage to Indifference: 

Emotions and Queer German Club 

Culture on Screen since 1989 

 

Jules O’Dwyer (Cambridge 

University) – Histoire(s) de l’art: 

Queer Curation in the Cinema of 

Vincent Dieutre 

 

Leanne Dawson (Edinburgh 

University) – Queering La vie 

d’Adèle / Blue is the Warmest 

Colour 

 

Panel B: Contextualising the Screen 

Chair: Gabriel Moreno-Esparza 

Room: 035 

 

Çağrı Yılmaz (Anadolu University) – 

Community in Turkey: Mundane 

Absence vs Virtual Presence 

 

Gareth Longstaff (Newcastle 

University) – Station to Station: 

Examining Queer Intersections between 

Newcastle upon Tyne and London 

 

Sergey Tyulenev (Durham University) – 

The Tchaikovsky Case: The Social 

Controversy over Cinematic 

Representations of Pyotr Tchaikovsky 

in Russia and Beyond  

11:15 – 

11:45 

Coffee break 
Room 032 

 

 

 

11:45 – 

13:15 

 

Panel C: Horror Screens 

Chair: Johnny Walker 

Room: 033 

 

 

Joey Jenkins (Newcastle University) 

– ‘Things Happen Here About’: 

Rural Horror, ‘Redneck’ Queers, 

and Resident Evil 

 

Darren Elliott-Smith (Hertfordshire 

University) – ‘Angry Young 

Zombies and Spectral Queers’: 

Pride, Shame and the Performative 

in Queer Horror TV 

 

Alison Bainbridge (Northumbria 

University) – ‘And I fell in love 

instantly’: Contemporary Gothic 

Romance and Representations of 

Queer Obsession on Screen and 

Audio 

 

Panel D: American Queer Cinema 
Chair: Jamie Sexton 

Room: 035 

 

Melissa Hair (Northumbria University) 

– ‘A Gay Annie Hall’: Radical 

Romance and Bisexuality in 

Appropriate Behaviour 

 

Margaret G. Frohlich (Dickinson 

College) – Qué será, ¿queer sera?: 

Queer On-Screen Visibility in Cuban 

Youth Cinema 

 

Luis Javier Conejero-Magro (University 

of Extremadura) – Queer Appropriation 

of Shakespeare: My Own Private Idaho 

 

Geoffrey Maguire (Cambridge 

University) – Visual Displeasure: 

Adolescence and the Erotics of the 

Queer Male Gaze 
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Robyn Ollett (Teesside University) 

– ‘The saviour who came to tear my 

life apart’: Queer Subjectivity and 

Reparative Paranoia in Chan-wook 

Park’s The Handmaiden 

 

 

 

13:15 – 

14:30 

 

Lunch 
Humanities Hub (first floor) 

 

 

14:30 – 

15:45 

 

Panel E: Screenings and Discussion with Filmmakers 

Chair: Inmaculada N. Sánchez-García 

Room: 031 

 

Tina Gharavi’s ‘Closer’  

Mark Chapman’s and Kali Scott’s ‘TRANS’ 

Lazlo Pearlman’s ‘Unhung Heroes’ 

 

 

15:45 -

16:15 

 

Coffee Break 
Room 032 

 

 

 

 

16:15 – 

17:30 

 

Panel F: Queering the Screen 

Chair: Eleni Janko 

Room: 033 

 

Lukasz Szulc (London School of 

Economics and Political Science) – 

Love and Sex in Queer Self-

Representations in Communist 

Poland 

 

Alice M. Kelly (Edinburgh 

University) – ‘Lesbian Reading 

Glasses’ and a Digital Archive: 

Queering Women in the Dead White 

Man’s Canon 

 

Megan Fernandes (Lafayette 

College) – Disgust and the Poetics 

of Kinship 

 

Panel G: Activist Queer Screens 

Chair: Victoria Bazin 

Room: 035 

 

Anna Helme (Melbourne University) – 

Contemporary Queer Feminist Moving 

Image Making Methodologies: 

Queering the Film Set 

 

Sara Mourad (American University of 

Beirut) – ‘We Must Write’: Negotiating 

Visibility in a Feminist Queer 

Counterpublic 

 

Hongwei Bao (Nottingham University) 

– From ‘Christian Postmodernism’ to 

‘Digital Video Activism’: Cui Zi’en’s 

Queer Marxism 

 

 

17:30 

Wine Farewell 
Humanities Hub (first floor) 
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Day 1: September 2nd, 2017 

 

PANEL A: QUEER TV 

 

Repairing Bridges: Queer TV studies and the television industry 

Florian Vanlee, Sofie Van Bauwel  

Ghent University 

 

Owing to, among other developments, the recent revival of Sedgwick’s seminal essay on the issues of 

paranoid and reparative reading (2003) by scholars such as Wiegman & Wilson (2015) or Love (2016; 

2010), the ontology and heuristic ramifications of what could be called a ‘queer theoretical disposition’ 

to culture have increasingly been highlighted as a crucial focal point for queer inquiry (e.g. Love, 2016; 

King, 2016; Wiegman & Wilson, 2015).  

Focusing on the sub-field of queer television studies then, our paper proposes TV production and the 

conceptualizations of TV professionals as a fruitful site for the revaluation of practices and dispositions 

circulating in our field. First, by offering a critical reflection on several axioms in queer television 

studies, we show how the prejudicial recognition of regimes such as heteronormativity in popular 

television and the all but exclusively textual methods of queer TV studies preconstruct TV professionals 

as passive service hatches for dominant ideology.  

Second, we reflect on conceptualizations of authorship and the varying degrees of queer potential 

ascribed to them to explore the interrelation between queer politics and queer aesthetics. In doing so, 

we discuss the dynamics between queer TV studies and queerness in television, raising questions on the 

desirability of avant-gardism and anticonformity in the queer political project.  

Finally, using expert interviews conducted with fiction TV professionals – ranging from producers and 

scriptwriters to actors and directors – we show how perceived articulations of heteronormativity stem 

from an active engagement to steer clear from stereotyped representations of the LGBT identities. This 

suggests not only productive benevolence, but also that interaction with instead of criticism of TV 

professionals may prove to be fertile ground for queer cultural politics.  

Bionotes: 

Florian Vanlee is a PhD candidate currently working on a multi-methodological research project 

analyzing the representation of and public debate about sexual and gender diversity in Flemish television 

fiction. This project aims to provide a peripheral and domestic Western European perspective on the 

pop-cultural construction of LGBT identities.  

Sofie Van Bauwel is an Associate Professor at the Department of Communication studies at the Ghent 

University where she teaches on cultural media studies, gender and media and television studies. She is 

part of the CIMS and her main field of interest is gender, media and film and television. She is involved 

in several projects with a focus on the media as signifying articulations in visual popular culture. She 

was vice-chair of the Gender and Communication section of the European Research and Communication 

Association (ECREA- 2006-2012) and is part of the editorial board of the Journal of Media Theory. She 
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is also co-editor of the working papers Film and Television studies and publishes internationally and 

nationally on popular media culture, feminist theory and film. 

 

Bringing You Monstrous White Realness:  The Queer/Decolonial Aesthetic and Performance of 

Trixie Mattel 

Charlotte Hoelke 

Carleton University 

 

When Ojibwe drag queen Trixie Mattel enters the seventh season of RuPaul’s Drag Race, her body is 

immediately rendered a killjoy, as the other drag queens react to her entrance with visible discomfort 

and confusion. In contrast to their more conventionally beautiful and polished aesthetic, Trixie’s lips are 

overdrawn to excess, her contour is a brown sharp line against her white skin, and her eye brows arch 

so high that they are partially concealed by the wig-line.  In this same episode, as she is shown walking 

in a runway, Brian Firkus (Trixie out of drag) says via voice over: “my family is Native American—we 

grew up very, very poor. But Trixie: we have it all. The biggest problem in her life is what to wear the 

next day.”  Trixie’s aesthetic, in combination with her assertion of her Ojibwe identity, is characterized 

by a form of resistance to settler colonialism which I describe as monstrous white realness. “Realness," 

in the drag world, refers to the ability to embody a convincing illusion of passing as the opposite sex, or 

any other characteristic. Monstrous white realness is an uncanny embodiment and performance of oft 

celebrated and desired white characteristics such as material wealth and beauty. The performance of 

these white characteristic is excessive-- taken to the point where they become ugly/repulsive/strange 

(while simultaneously attractive/familiar).  In this presentation, I explore the queer and decolonial 

potentialities of Trixie’s aesthetic and performance. Next, I will examine how Trixie’s monstrous white 

realness is received in (queer) liberal settler spaces such as RuPaul’s Drag Race, and WowPresents 

YouTube content. Finally, I will briefly outline the possibilities of limitations of Trixie’s aesthetic in 

terms of queering and decolonizing resistance and resurgence efforts.  

Bionote: 

Charlotte Hoelke is a PhD Candidate in the School of Indigenous and Canadian Studies at Carleton 

University in Ottawa, Ontario.  Her research focuses on: queer Indigenous cultural productions; 

decolonizing queer theory; queer(ing) Indigenous studies; erotic art; and sexual and reproductive 

justice.  

 

‘But what about ME?’: Queerness and/as Privilege Pop in Transparent and Please Like Me  

 

Nadine Dannenberg 

 

University of Arts Braunschweig 

 

 

Amazon’s highly-praised series TRANSPARENT (Jill Soloway, 2014– ) follows the lives of the Los 

Angeles-based Pfefferman-family, and their respective journeys of self-discovery along the lines of non-

normative desires and identities after father Mort/Moira comes out as Transgender late in life. In a rather 
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similar fashion the Australian Dramedy PLEASE LIKE ME (Josh Thomas, 2013-16), available via 

Netflix, follows the Coming-of-Age adventures of gay Twenty-something Josh and his friends and 

family in 21st century Melbourne. What combines them is a shared focus on supposedly authentic 

(because auto-biographically infused) stories of emotionally aloof, white, financially stable characters, 

set in edgy filter-aesthetics, who feel permanently misunderstood and incredibly bored. In both shows 

then, queerness (as a narrative as well as an aesthetical mode) comes to signify above all economic 

privilege and overt egocentrism, that demands an equally privileged, highly literate audience. Which are 

fittingly (and quite logically) also three of the basic concepts shaping the hegemonic hetero-normative-

lifestyle in contemporary neoliberal, capitalistic societies, as well as the user-based cybercultures in the 

Web 2.0 era in particular, in which the show’s distribution mainly takes place. In my talk I argue that 

both shows have to be considered as examples of something which has elsewhere been called “Privilege 

Pop” (Saas 2016)1: forms of self-absorbed, but self-unaware art,expressing and creating a dangerous 

atmosphere of (political) ennui and ignorance. Through a close-reading of both shows, situating them 

in their respective environments of production and distribution, I aim to demonstrate how a certain idea 

of queerness is (narratively and aesthetically) normalized in order to produce and capitalize on a 

hegemonic (homo/queer-normative) neoliberal lifestyle, but how it also, still, bears the potential to 

expose and disrupt those same mechanisms. 

 

Bionote: 

 

Nadine Dannenberg, M.A., is a Ph.D.-candidate at the Institute for Media Studies at the University of 

Arts Braunschweig, Germany. Since 2017 she’s working on a doctoral thesis on Gendered dynamics of 

Surveillance in media-convergent systems with a focus on contemporary Sci-FiTV/Streaming-Shows. 

Her research areas include Queer Media Studies, Asexuality Studies, Surveillance Studies, Audience 

Studies and Posthumanist Philosphy. Notable publications include “Vlogging Asexuality: Aesthetics of 

Play in contemporary YouTube-vlogospheres” in Kultur&Geschlecht 02/2016, and “(A)Sexual Film 

Theory: On the intersections of Queer Theory and Asexuality Studies” in MEDIENwissenschaft 

03/2017. 

 

 

PANEL B: SOCIAL MEDIA AND QUEERNESS 
 

Can The Phallus Survive Its (Digital) Display? Keeping the Heterosexual Male Body from 

Coming Apart at the Seams In The Age of Social Media  

Diego Semerene 

Oxford Brookes University 

 

Masculinity has been historically associated with looking instead of being looked at. Man’s averting 

visual scrutiny has helped him establish crucial fictions around the supposedly heterosexual body and 

the (non-queer) desire that is supposed to drive it. What happens, then, to man’s strategies of phallic 

survival when he is faced with digital culture’s screens and their injunction to capture all bodies at all 

times? In this talk I investigate how heterosexual masculinity is negotiated in the face of the social media 

gaze in platforms such as Instagram and Snapchat, which activate an obsession with an ever bigger, 

muscular, tireless and impenetrable body. Central to this dynamic is not only the concept of “gains” 

(followers and bodily mass) but digital kinship with other men and fitness brands, along with a violent 
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rhetoric of animality (#BeastMode). Here the male body is at once exposed as always falling short from 

its phallic ideal on its own and as the site of collective reparation (Klein). In order to analyze how men 

perform sufficiently phallic bodies online I sketch out a critical history of sartorial interventions that has 

“recut” and “recast” (Hollander) the male body in a kind of phallic tromp l’oeil, shielding men from the 

fragility of the physical body writ large and the necessary inconstancy, or queerness, of any desire that 

could come to animate it. While digital technology has provided new screens for old anxieties, the (male) 

body has always been a pliable assemblage aimed at effacing queerness from view, from the 

vestimentary engineering that gave us as a pear-shaped male entity in the 18th century to the sartorial 

architecture of the 19th century men’s suit intended to resemble the muscular sculptures of Greek 

antiquity. The talk ultimately imagines how digital technology, and social media in particular, may also 

become a space for masculinity to observe and surrender to its queer investments. How can we imagine 

the social media screen as a technology for masculinity’s queer repressed to return? 

Bionote: 

Diego Semerene is a Visiting Professor at Brown University in the department of Modern Media and 

Culture. He holds a PhD in Media Arts and Practice from the University of Southern California and has 

published widely on digital media and risky sexual practices. 

 

Obsolescent Identity: Analog Cruising and Queer Male Sexuality 

 

Sean Donovan 

 

University of Michigan 

 

 

In a homonormative moment of American culture, the level of gay male incorporation into a normative 

public has never been higher, especially for white men and men with financial stability. Cruising, which 

was born out of the unmoored danger of queer life, relegating sexual intimacy to transient and covert 

spaces, is more and more incongruous to a cultural moment all too ready to embrace a comfortably 

domesticated incarnation of queerness. Cruising is an antique, analog in a queer world quickly going 

digital. What happens when an identity practice is suddenly residual? Cruising for gay male sex 

absolutely exists today, but it has been comfortably remediated within new techno-political standards of 

social media apps like Grindr. In this presentation I propose the term ‘analog cruising’ as the willful 

reveling in icons and practices of a departed cruising past. The world of analog cruising is the world of 

discreet looks, restroom stalls, and shadowy corners of the public park at midnight. Keeping in mind the 

whiteness and cis-male rigidity these fantasies often embody, I read them as a strategic nostalgia 

working against homonormative pressures. The object of this presentation is the cruising website Squirt, 

which I analyze graphically through its advertising and content organization against a backdrop of 

theories of queerness and new media. I will argue that the site positions itself as an ambivalent 

monument to queer obsolescence, emphasizing cruising as a historical identity practice, of which Squirt 

claims an expertise, while its very nature demonstrates a bow to the pressures of technological change. 

Just as the contemporary, younger generation of gay social media apps remediate queer connection for 

a new era, placing a premium on proud ‘out of the closet’ self-identification, and the homonormative 

future they imply, Squirt participates in a nostalgia for a discreet underground past. 
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Bionote: 

 

Sean Donovan is a doctoral student at the department of Screen Arts & Cultures at the University of 

Michigan. Prior to that he attended American University, where he received his B.A. and M.A. in 

Literature with a concentration in Cinema Studies. His M.A. thesis examined structures of queer 

knowability in the television series Hannibal, a part of which was later published in the online journal 

Gender Forum. Sean’s research interests primarily cohere around queer theory and queer cinemas, but 

also include the representation of the body, theoretical approaches to time, postwar experimental cinema, 

and horror movies. His film criticism and commentary frequently appear in the online magazine The 

Rumpus and the popular blog The Film Experience. Prior to relocating to Ann Arbor, MI, Sean served 

as a programmer for Reel Affirmations, an annual LGBTQ film festival in Washington, D.C. 

 

Screening Real: Gay Men’s Negotiations of Reality and Falsity on Smartphone Social 

Networking Applications in the People’s Republic of China 

James Cummings 

 

Newcastle University 

 

For many gay men in the People’s Republic of China the smartphone screen has become a central 

interface across which sexual subjectivities are negotiated and contested, with geo-social networking 

applications preceding and mediating physically embodied meetings in gay bars, public parks, hotels 

and bedrooms. It is not that the virtual has superseded the physical, but that issues of self, identity, 

embodiment, belonging, and desire now play out within the mediated space of smartphone applications 

where questions of what/who counts as ‘real’ and ‘fake’ are both fluid and decisive and are posed in 

advance of physical encounters. This paper draws on 18 months of ethnographic fieldwork with gay 

men in Hainan to explore the criteria of reality and falsity that gay men deploy in their interactions and 

self-presentations on Blued, China’s most popular gay geo-social networking service, and suggests that 

such criteria often deal in dichotomous notions of physical/virtual, love/lust, heart/body, and 

normal/perverse that are underpinned by normative moral assumptions concerning ‘good’ and ‘bad’ 

sexual lives. It seems a paradox, then, that while geo-social networking applications have become most 

gay men’s primary route into social-sexual interaction, they are also largely denigrated as ‘fake’ (jia) 

and ‘messed-up’ (luan) spaces. These issues must be understood in the wider context of contemporary 

discourses of sexuality in the People’s Republic of China, where ‘being homosexual’ oscillates between 

a sexual pathology and a legitimate mode of life. The smartphone screen has become a pivotal site upon 

which this oscillation occurs as gay men negotiate the kinds of relationships, bodies, and forms of 

community they understand as ‘real’ and desirable, while constructing others as fake, undesirable 

excessive, and pathological. In addressing these issues, I want to think about the centrality of paradox 

and contradiction in the everyday lives of gay men in the People’s Republic of China.     

Bionote: 

I am a Sociology PhD student at Newcastle University currently writing up a thesis that explores the 

lives of gay men in Hainan, an island province off the south coast of the People Republic of China. My 

research focuses in particular on notions of identities, communities, and modes of belonging and how 

these are constructed and lived in/as everyday experiences in everyday spaces within a regional and 

national context of rapid social change. I returned to Hainan in 2014, having previously lived there for 
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over a year, and conducted 18 months of ethnographic fieldwork across both urban and rural sites. In 

addition to 30 qualitative interviews, my fieldwork involved volunteering with the regional AIDS 

prevention organisation Hainan Red Ribbon and the Parents and Friends of Lesbians and Gays China 

Division, as well as working as a dancer in a gay bar. In terms of theory, my research engages with queer 

and symbolic interactionist approaches to sexuality. My earlier Masters research explored the 

intersections of regionalism and sexuality in Hainan. My other research interests and directions for 

future work include the intersections of gender and sexuality in transgender sex work in China and the 

politics and practice of transnational surrogacy between Thailand and China, as well as a theoretical 

interest in ‘new materialisms’ and the ‘ontological turn’ in anthropology and their implications for 

sexualities research.   

 

PANEL C: QUEER PASTS ON SCREEN 

 

Screening Kinsey: Sexual Multiplicity and Queered Exuberance in Kinsey 

Gilad Padva 

Beit Berl College 

 

Bill Condon's cinematic portrayal of the notorious and pioneering sexologist Alfred Kinsey negotiates 

the heteronormative commercial imperatives of the Hollywood cinema, on one hand, and a radical queer 

evaluation of Kinsey's public persona and his influential research, on the other hand. Primarily, Condon's 

Kinsey (USA 2004) is a melodramatic glorification of the human sexuality's diversity, multiplicity, 

intricacy, complexity and divergence. Kinsey's greatest contribution, according to this film, is his 

initially non-hierarchized and (mostly) non-judgmental distinction between different sexual desires. Not 

only Kinsey's own sexuality transgresses the monolithic heteronormative framework – including scenes 

of his polyamorous relationship, and his lustful same-sex experiences with his young and handsome 

assistant – but Condon's film also reflects thematic, ideological and aesthetic influences of queer theory 

on contemporary filmmaking. My essay focuses on this film's queer intersectionality of the politics of 

sexual exuberance; the politics of sexual disruption, nihilism and anarchy; and the politics of melodrama 

and its subversive potentiality. Aesthetically, Kinsey's screening of sexual diversity challenges 

heterocentric perception of people's desire by celebrating sexual exuberance, which is occasionally 

demonstrated by a genuine split screen showing multiple sexual confessions of people of all genders, 

orientations, ages and colors. Stylistically, Kinsey is queering the popular melodramatic framework in 

Hollywood cinema and its sensational mediation of social discontent, victimhood, emotional collapse 

and flamboyant transgressions of the oppressive nuclear family. Kinsey, in particular, melodramatizes 

multiple martyrdoms, diverse traumas, divergent emotional crisis, and conflicted feelings. Politically, 

Kinsey advocates a queer negation of dichotomized and polarized hetero- and homo- sexualities, 

recognizes sexual fluidity and experimentation, and necessitates sexual tolerance and open-mindness. 

Condon's Kinsey politicizes Kinsey's own intricate and multidimensional personality by playful 

exposure of his notorious eccentricity, sentimentality, colorfulness, controversy and flamboyant 

performativity that eagerly undermines the borderlines between success and failure, utopia and dystopia, 

Americanness and universalness, academia and activism.  
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Bionote: 

Dr. Gilad Padva is a scholar and lecturer in film studies, cultural studies, queer theory and men's studies. 

He is the author of Queer Nostalgia in Cinema and Pop Culture and co-editor of Sensational Pleasures 

in Cinema, Literature and Visual Culture: The Phallic Eye. Dr. Padva publishes extensively in 

Sexualities, Cinema Journal, Queer Studies in Media and Popular Culture, Journal of Feminist Media 

Studies, Social Semiotics, etc. He also contributes chapters to edited volumes (e.g., Queering the Popular 

Pitch and Handbook of Critical Theory) and he writes entries for international encyclopedias (e.g., 

Routledge International Encyclopedia of Queer Culture: Gay, Lesbian, Bisexual and Transsexual 

Contemporary Cultures, Routledge International Encyclopedia of Men and Masculinities, and Youth, 

Education, and Sexualities: An International Encyclopedia). Dr. Padva works for Beit Berl College. 

 

Haunting and Queer Histories: Depictions of Memory in Transparent 

Anamarija Horvat 

Northumbria University 

By taking as its inception Carla Freccero’s claim that ‘to speak of’ haunting ‘is to speak of the social’ 

(Freccero:196), this paper examines the TV series Transparent (2014-) so as to question how it 

comments on the televisual construction of memory. In the show, viewers are introduced to the 

Pfefferman family as Maura (Jeffrey Tambor) comes out to her children as transgender. Each season of 

the series presents its viewers with memories that reveal the family’s queer heritage, beginning in 90s 

Los Angeles and travelling as far back as Magnus Hirschfeld’s Institute of Sexology at the beginning of 

the twentieth century. Consequently, this paper aims to interrogate how the show utilizes otherwise 

entirely conventional narrative tropes such as flashbacks to contradict and rewrite traditionally 

heteronormative conceptions of collective and familial memory. In so doing, it pays particular attention 

to the series’ portrayal of transgender counter-memory, and examines the transfer of memory from one 

generation to another. 

Bionote: 

Anamarija Horvat is a PhD student at Northumbria University, UK, and her thesis deals with 

contemporary American and British TV and cinematic representations of queer sexuality. Before 

receiving a fully-funded PhD scholarship at Northumbria, she earned an MA and BA in both Philosophy 

and English Language and Literature at the University of Zagreb, Croatia. She has presented her work 

at conferences in the UK and Canada, and was a co-organizer of the ‘“Girls on Film”: Visualising 

Femininities in Contemporary Culture’ postgraduate conference in 2016. Her essay ‘Matchless in His 

Irony: Empathy and the Aesthetics of Death in Bryan Fuller’s Hannibal’ is forthcoming in an edited 

collection on Hannibal (ed. Kyle Moody and Nicholas Yanes) by McFarland. 
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‘Do You Want to Come Cruising with Me?”: Queer(y)ing the Politics of Nostalgia in Cruising 

and Taxi Zum Klo 

Robin Griffiths 

Gloucester University 

 

 The unquestionably controversial release of two of the most problematic, yet uncompromisingly frank 

depictions of 1980s pre-AIDS urban gay culture to emerge in contemporary cinema - William Friedkin’s 

Cruising (1980) and Frank Ripploh’s Taxi Zum Klo (1981) - represented a distinct departure from the 

cautionary politics of “assimilation” that underpinned many other US and European gay-themed films 

of the era. They were films that, despite the divergent specificities of their production histories and 

national reception contexts, had considerable purchase in the collective queer imagination. And can, in 

retrospect, be seen as crucial points of reference in characterising the Queer Screen’s ongoing struggle 

with issues of community activism, visibility and the politics of representation at times of immense 

national, cultural and political transformation. But more importantly, as this paper intends to 

demonstrate, they were films that proffered complex (and inevitably contentious) models of queer 

identity and a defiant eroticism which, even now, throws into stark relief the neoliberal post-AIDS 

‘homo-normativism’ so prevalent in many LGBTQI films of the new millennium.  

As a number of recent queer theorists have demonstrated (eg. de Szegheo Lang 2015, Padva 2014, and 

Shahani 2013), a nostalgic turn to the past can function as a particularly useful critical tool for 

“dismantling” the construction of cultural memory through film and media narratives that have 

consistently side-lined more alternative (or ‘problematic’) representations of queer history and 

experience. With the recent “re-discovery” and reappraisal of these so-called “lost gay classics” (re-

released in the UK uncut for the first time in 2011 and 2013 respectively) offering a timely, and 

refreshingly relevant, alternative perspective to more recent international gay-themed films that have 

had to compromise and/or re-work the strategies through which the neoliberal politics of ‘homo-

normativism’ can be articulated (and/or challenged). This paper will, therefore, ‘re-view’ these 

confrontational and interrogative ‘polaroids’ of pre-AIDS gay culture and identity politics in 1980s 

Berlin and New York (via the critical prism of queer nostalgia), in order to reassess the invaluable role 

they have played (albeit with a number of attendant difficulties) in foreshadowing that alternative 

horizon of politics and pleasure that has been so characteristic of the historical development of ‘new 

queer cinema’ (in its many incarnations) since the 1990s.  

 

References:  

de Szegheo Lang, T. (2015), “The Demand to Progress: Critical Nostalgia in LGBTQ Cultural 

Memory”, in Journal of Lesbian Studies, Vol. 19, Issue 2, 2015, pp.230-248.  

Padva, G. (2014), Queer Nostalgia in Cinema and Pop Culture, New York: Palgrave Macmillan.  

Shahani, N. (2013), “Between Light and Nowhere: The Queer Politics of Nostalgia”, in The Journal of 

Popular Culture, Vol. 46, January 2014, pp.1217-1230.  

 

Bionote: 

Dr Robin Griffiths is Postgraduate Research Lead and Senior Lecturer in Film Studies at the School of 

Liberal and Performing Arts, University of Gloucestershire. He is the editor of British Queer Cinema 

(Routledge, 2006) and Queer Cinema in Europe (Intellect, 2008). 
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PANEL D: CURATING QUEERNESS 

 

Performative Interventions: How Queer Film Festivals Negotiate Queer Film Culture 

 

Skadi Loist 

 

Rostock University 

 

Queer film festivals have been around for more than four decades now. Since the inception of the first 

events, which started as small local counterpublic spheres that showcased alternative images and brought 

together a community, the model of the queer film festival has developed and adapted to a variety of 

historical and geographic contexts. They have grown to be part of the larger international network of 

film exhibition and distribution. By employing the versatile and productive concept of the performative 

(Austin 1975), I would like to take a closer look at the position that queer film festivals occupy within 

a larger queer film culture. I will argue that the performative nature of these events can be felt in the 

formation of identities, queer cinema, and communities as well as in the organization itself. Through 

their programming choices, festivals influence what is defined as Queer Cinema. Their program is part 

of an address that creates a specific audience and public. Even in times of streamed content, they 

continue to be relevant spaces where people come together and discuss representation and community 

politics. Drawing on practical incidents, such as censorship discussions at Frameline around the film 

The Gendercator or the interruption of an opening night speech at the Hamburg Queer Film Festival, I 

will consider how LGBT/Q film festivals intervene in and actively negotiate queer film culture.  

 

References: 

Austin, J. L. (1975). How to Do Things with Words. 2nd ed. Urmson, J. O., and Marina Sbisà, eds. 

Cambridge, MA: Harvard University Press.  

Loist, Skadi, »Queer Film Culture. Performative Aspects of LGBT/Q Film Festivals«, PhD Thesis, 

Hamburg, Universität Hamburg, Institut für Medien und Kommunikation 2015.  

 

 

Bionote: 

  

Dr. Skadi Loist is a postdoctoral researcher at the Institute for Media Research of the University of 

Rostock. Her research is concerned with developments in media industries and gender/queer studies 

with a focus on queer cinema and film festivals. Together with Marijke de Valck she founded the Film 

Festival Research Network (FFRN) in 2008, which connects more than 600 researchers and practitioners 

in the field. She serves as member of the Steering Committee of the European Network for Cinema and 

Media Studies (NECS), is a founding member of the NECS workgroup “Film Festival Research” (2008-

) and was inaugural co-chair of the “Film & Media Festivals” Scholarly Interest Group at SCMS (2011-

2013). Her work has been published in German and English in Screen, NECSUS, Zeitschrift für 

Medienwissenschaft, Scope, Diogène and numerous edited volumes. Outside the academy, she serves 

as archivist of the Hamburg International Queer Film Festival and as board member of QueerScope, the 

network of Independent German queer film festivals. 
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Pink programming across Europe: Exploring the Identity Politics at European LGBTQ Film 

Festivals 

Frederik Dhaenens 

Ghent University 

 

Engaging in identity-based programming, LGBTQ film festivals are nudged into finding a balance 

between a program that is attentive to LGBTQ identity politics and a program that adheres to a normative 

cinematic standard set by European film festivals (see Loist, 2012). This balance is further complicated 

by the manifold desires of its audiences (see Rich, 2013). It seems inevitable that choices and 

compromises are made. A symbolic role in this process is reserved for the programmers. Taking on 

Roya Rastegar’s (2012) recommendation to direct more attention to the programming practices of film 

festivals, this paper presents the results of a study that inquired how European programmers 

conceptualize their LGBT film festival in relation to ongoing identity politics and how they negotiate 

these identity politics with particular cinematic demands on the one hand, and desires of audiences on 

the other. To this end, I conducted in-depth expert interviews with 24 film programmers from 17 film 

festivals in 18 European countries. 

Reflecting on the way the interviewees discussed their programming practices, I note that each 

programmer employs a bricolage of various and sometimes contradictory programming practices. For 

many, this bricolage is the most common way to program for an LGBTQ film festival today. On the one 

hand, many programmers agree that LGBTQ film festivals still need to be engaged in political and 

emancipatory work. Many point out how the fight for equal rights continues and look for films and 

events to raise pertinent issues. Even though some festivals are more inclusive than others, many try to 

represent the spectrum of gender and sexual diversity. On the other hand, money and audiences exert 

much power and affect certain programming practices. Programmers of established and well-attended 

LGBTQ film festivals all stress that they deliberately follow commercial logics to ensure their festival 

becomes a commercial success. Similarly, the taste of audiences is another factor able to persuade some 

programmers in including outdated or traditionalist films and excluding challenging or queer films. I 

further show how some festivals see themselves as primarily film festivals and use this position to reject 

films of poor quality dealing with niche identities and mainly showcase qualitative LGBTQ films. Last, 

I conclude that regional differences throughout Europe mostly manifest themselves in the organizational 

aspects rather than the programmers’ discourses on programming.  

 

 

Bionote: 

Frederik Dhaenens (PhD) is a member of CIMS - Centre for Cinema and Media Studies at Ghent 

University, Belgium. He is working as a post-doctoral assistant and teaches courses on film and 

television genre and key theories within communication and media studies. His research is situated 

within critical media studies and cultural studies, while focusing on queer theory, LGBTQ representation 

and masculinities in relation to popular culture. 
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Screening the Museum 

Richard Rinehart 

Samek Art Museum at Bucknell University 

 

This paper/presentation considers artists who employ screen-based new media art – interactive software, 

animation, and digital video - to queer the museum. These artists use the museum as a screen upon which 

to code queerness into the ubiquitous languages of new media technology and culture. This paper 

contrasts artists who employ straightforward representational and political strategies of depicting a queer 

subject or projecting a queer identity with other artists who intone a more liminal queer aesthetic 

strategy, social awareness, or queered utopianism in their work. This latter strategy builds on the 

foundation of queer theories of futurity as outlined by Jose Esteban Muñoz, focusing on queer ways of 

coding, doing, and being.  

This paper draws a case study from Jacolby Satterwhite’s fantastic video worlds that serve as memory 

palaces for storing and indexing black masculinity, queerness, and family relationships. It looks at the 

‘Psycho Nymph Exile,’ by trans artists Porpentine Charity Heartscape who deconstructs a complex 

narrative over multiple media and screens in a way that requires the viewer to consciously participate in 

its reconstruction.  

Queerness constitutes ephemeral cultures, continually reinvented and reimagined and it is under constant 

threat of erasure from cultural amnesia and political malice. Museums and the art world have responded 

to this erasure with alternately heroic and halting efforts. This paper reveals how new media art can 

interrupt the cultural screen of the museum, providing opportunities for works like those described above 

to queer its image. This paper also covers how the overlapping discourses of new media art and museums 

contribute to the erasure of queerness through omission and opacity.  

This paper proposes that the screens of new media art in the museum function both as windows onto 

queerness and queered lenses for looking out onto the larger world.  

Bionote: 

Richard Rinehart is Director and Chief Curator of the Samek Art Museum at Bucknell University in the 

United States. He has served as Digital Media Director & Adjunct Curator at the UC Berkeley Art 

Museum and as curator at New Langton Arts and for the San Jose Arts Commission. He juried for the 

Rockefeller Foundation, Rhizome.org, and others. Richard has taught courses on art and new media at 

UC Berkeley, UC Santa Cruz, the San Francisco Art Institute and elsewhere. He served on the boards 

of the Berkeley Center for New Media, New Langton Arts, and the Museum Computer Network. He 

has lead NEA and NEH-‐funded national research projects on new media, art, preservation, and 

museums. He has recently published a book with MIT Press on preserving digital culture, co-‐ authored 

with Jon Ippolito – Re-‐Collection: Art, New Media, & Social Memory (http://re-‐collection.net) 
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PANEL E: BRITISH QUEER CINEMA 

 

Never an Unhappy Hour: Transgender, Marriage and the Politics of Normativity in the 2011 

Film Adaptation of George Moore’s Albert Nobbs 

 

 Rachel Carroll 

Teeside University 

 

Following Lisa Duggan’s critique of homonormativity (2003), a range of scholars have interrogated the 

relationship between mainstream LGBT activism, identity politics and neoliberal ideologies.  

Campaigns for ‘equal marriage’ for same sex couples have been considered symptomatic of strategies 

designed to assimilate subjects already privileged by race, class and citizenship in service to the 

biopolitical imperatives of the state (Jasbir Puar, 2007; Dean Spade, 2015). The implications of these 

new forms of normativity for transgender subjects has been the subject of new critical attention (Susan 

Stryker, 2007); in this context this paper will examine the representation of marriage in the 2011 film 

adaptation of George Moore’s 1918 novella Albert Nobbs. Set in a late nineteenth century Dublin hotel, 

the narrative features not one but two female bodied people living and working as men: Albert Nobbs 

(played by Glenn Close) and Hubert Page (played by Janet McTeer).  Hubert’s marital contentment with 

his wife plays a pivotal role in the plot of Moore’s novella, prompting Albert to embark on a courtship 

which foregrounds the gendered economics of the institution.  The role of Hubert’s marriage is 

significantly expanded in Rodrigo García’s film adaptation, which closes with an anticipated second 

marriage between the now widowed Hubert and an unmarried and pregnant domestic servant. This paper 

will examine the significance with which these marriages are invested in this historical film drama, 

examining their relationship to the contemporary politics of normativity as well as their potential 

contribution to transgender historiography. 

 

Bionote: 

Rachel Carroll is Reader in English at Teesside University, UK.  She is the author of Rereading 

Heterosexuality: Feminism, Queer Theory and Contemporary Fiction (Edinburgh University Press, 

2012) and editor of Adaptation in Contemporary Culture: Textual Infidelities (Continuum, 2009) and 

Litpop: Writing and Popular Music (with Adam Hansen, Ashgate, 2014).  Her book Transgender and 

the Literary Imagination: Gender Diversity and Twentieth Century Fiction is forthcoming with 

Edinburgh University Press. 
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Life That Lasts Forever: Derek Jarman and the Limits of the Body 

Emma Ben Ayoun 

University of Southern California 

 

In this presentation I will read Derek Jarman’s Edward II (1991) alongside his final film, Blue (1993), 

as queer interrogations of space, time, embodiment, and the imaginaries engendered by the space of the 

cinematic screen. While the two films engage in incredibly different ways with the question of visuality, 

both seem to share a preoccupation with questions of historicity and collapse, a temporality that resists 

both past and future, and an interest in imagination both as a site of play and possibility and, equally a 

site of death, as something necessarily and ontologically situated beyond the bounds of lived experience. 

Made near the end of Jarman’s life and following his diagnosis with HIV in 1986, both of these films 

seem, in my view, to share a concern with the temporalities of the body, its duration and its ephemerality, 

that is projected onto a kind of intermedial, unstable, and anti-historical cinematic space in order to 

challenge and trouble the space between the concrete and the imaginary, the material and the immaterial, 

and the present and the past. I am interested here, drawing on Kant's writings on imagination alongside 

work by Franco Berardi, Maggie Nelson, and Amy Villarejo, among others, in exploring these two very 

different examples of visuality in Jarman’s oeuvre in order to consider his particular thinking of the 

queer body, and particularly the queer body under duress (and, more specifically, his own ailing body), 

in order to think through the function of imagination at the intersection of cinema and embodiment. 

 

 

Bionote: 

Emma Ben Ayoun is a second-year PhD student in Cinema and Media Studies at the University of 

Southern California, and her work focuses on sickness, embodiment, and metaphor in cinema. More 

recently, she has undertaken some work that considers the intersection of queerness (and its 

representations) with questions of pathology and embodiment on screen. 

 

PANEL F: QUEER PORNOGRAPHY 

 

Avant-garde Queer Porn Aesthetics 

Tomasz Sikora 

Pedagogical University of Cracow 

  

My argument is for an anti-representationalist queer aesthetics, which I will trace by looking at recent 

experimental queer porn, mostly the Neurosex Pornoia project and the Inside Flesh productions. The 

basic idea behind it is that queer, by definition, cannot represent (or be represented), since representation 

is always already predicated on the logic of identity and recognition: both self-recognition ("I want a 

mirror," I want an image of myself I can identify with and project into the external world as an 

intelligible identity-image and a political subject) and the social recognition in more collective terms 
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(public visibility, legal protection, equal rights, political representation in governing institutions, etc.). 

While much of LGBT thinking and socio-political practice is oriented towards such recognition made 

possible by representation, queer dwells primarily in the aesthetic as it aims to disrupt the naturalized 

economies of the visible and invisible, or – in a Rancerian jargon – to imagine alternative ways to 

distribute the sensible. I define the aesthetic here as the capacity to affect and to be affected via the 

senses. Where representation institutes a closure of (self-)recognition, or a hermeneutical vicious circle, 

the aesthetic creates ever new decentralized intensities; where representation-derived identity depends 

on the logic of convention (to be recognized, an identity must achieve a self-referential legibility based 

on representational reproducibility), the aesthetic belongs to the sensorial, the ephemeral and the 

molecular (in the Deleuzo-Guattarian sense). I thus see an affinity between queer aesthetics and 

experimental art, which it is anti-representational in that it points to the arbitrariness of any particular 

representational regime by producing ever new aesthetic modes or taking the existing ones to their very 

limits, and beyond. It is the alternative aesthetic modes and the materiality of their effects that I will 

focus on in my discussion of some recent experimental queer porn.  

 

Bionote: 

Tomasz Sikora teaches literature, literary theory and cultural studies at the Pedagogical University of 

Cracow. He helped introduce queer theory into Polish academia. The volumes he co-edited include A 

Queer Mixture (2002) and Out Here: Local and International Perspectives in Queer Studies (2006). He 

co-founded and continues to co-edit the online peer-reviewed journal of queer studies InterAlia. He has 

also been active in American and Canadian Studies and co-edited Towards Critical Multiculturalism / 

Vers un multiculturalisme critique (2011) as well as a thematic issue of Transcanadiana entitled 

Measure and Excess / Les (dé)mesures canadiennes (2012). He has authored two books: Virtually Wild: 

Wilderness, Technology and the Ecology of Mediation (2003) and Bodies Out of Rule: Transversal 

Readings in Canadian Literature and Film (2014). He is a frequent speaker and performer at various 

(anarcho-)queer and para-academic events.  

 

Queer Love on Screen: Documentary Impulse and Utopian Longing in When We Are Together 

We Can Be Everywhere 

Sara Janssen 

University of Kent 

 

Tracing the specific configuration of reality and fantasy in queer pornography, this paper engages with 

a hybrid configuration of queer pornography that has been labelled as “docu-porn,” mixing documentary 

conventions—such as voice-overs, interviews, and an observatory style of filmmaking—with 

pornographic elements. Specifically, this paper argues that the recent appropriation of documentary 

conventions by queer pornographers brings to light the documentary impulse that guides queer 

pornography more generally. Taking the film When We Are Together We Can Be Everywhere (Marit 

Östberg 2015) as a case-study, this paper assesses how the camera is used in queer pornography as a 

way of “bearing witness” (Hallas 2009), testifying to those lived experiences of sex that have been 

ignored, stigmatized, or pathologized by mainstream culture. While the empowering affect/effect of 

queer pornography as the documentation of marginalized sexualities has not gone unnoticed, so far it 

has been predominantly discussed through the lens of authenticity, approaching it as an important 
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catalyst for its production as well as a locus for critique. By thinking the documentary function of queer 

pornography exclusively in terms of the desire for authenticity, however, other potential readings have 

remained largely unexplored. Contrastingly, this paper proposes that queer pornographies give rise to a 

paradoxical temporal knot, by constituting an “archive of feelings” (Cvetkovich 2003), aiming to record 

and preserve precisely those experiences that have been excluded from official history and 

institutionalized forms of remembering, while at the same time giving way to a “utopian longing” 

(2009), that involves a process of queer world-making relying as much on fantasy—conceived of as the 

not yet—as it designates the here and now.  

 

Bionote: 

Sara Janssen is a doctoral candidate in Film Studies at the University of Kent. Her current PhD research 

investigates contemporary feminist and queer pornography as a form of cultural activism, with a 

particular focus on cinematic aesthetics. Her research interests include visual culture, sexuality studies, 

feminist theory, cinematic aesthetics and critical theories of embodiment. She is the co-editor of a special 

issue of the journal Film Studies on Sex and the Cinema (forthcoming autumn 2018). 

 

PANEL G: EUROPEAN QUEER CINEMA 

Queer Displacement and Domesticity in Chantal Akerman’s No Home Movie 

Alice Blackhurst 

Cambridge University 

 

Chantal Akerman’s last feature, No Home Movie, opens with an image of a tree being bent out of shape 

in the Israeli desert, in symbolic challenge to ideas of arboreal genealogy, or family trees.The film 

establishes itself apophatically, rescribing, in its very title, what it will not be: neither a secure portrait 

of conventional domesticity, nor a amateuresque bricolage of personal, archival footage at the expense 

of a directorial eye. In this paper, I want to explore No Home Movie’s negativity and twisting and 

distorting of familiar family narratives, as ‘queer,’ both formally and in terms of its relation to its subject 

matter: Akerman’s mother, Natalia Akerman, filmed both at distance and in close proximity in her 

coming to terms with debilitating, terminal illness. Throughout the film, Chantal as daughter-director’s 

nomadism, with brief stints at her mother’s Brussels-based apartment intersected with filmed interludes 

of vulnerable drives through the heartlands of the Middle Eastern conflict, throws new light on what it 

means to attend to a dying relative, with Skype conversations often substituted for in-person 

appearances, and everyday, peripheral dialogues favoured over direct confrontations with grand 

narrative conceits. Taking cue from Maggie Nelson’s work on notions of queer domesticity, I argue in 

my presentation of the film that whilst Akerman’s vacillating camera resists any ideological enclosure 

of ‘home,’ it fosters nonetheless a distinct praxis of care, and a relation to maternity that makes space, 

and allows for difference, in departure from an idea of the family as a re-inscription of a logic of the 

same. In making space around her mother, I suggest, Akerman ventilates the corridors of a possibly 

exhausted genre: making new alliances between queerness and a kind of inter-personal attention that 

imbues the maternal relation with, even on the fragile cusp of death, new vitality and life. 

 

 

http://www.manchesteruniversitypress.co.uk/journals/film/
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Bionote:  

 

Dr Alice Blackhurst is a Junior Research Fellow at King’s College, Cambridge. She works at the 

intersection between contemporary critical theory and visual studies; her current research looks at an 

aesthetics of luxury in relation to modern French thinkers and Francophone visual arts 

practitioners.  Other interests include feminist and gender studies, the use of clothing in contemporary 

installation projects, and film. 

 

We Are Not Like This: Non-normative Sexual Identities and the Rejection of Intersectionality in 

Contemporary Eastern European Cinemas 

Andrei Gadalean 

St Andrews University 

 

In the almost three decades since the fall of state socialism in Eastern Europe, the representation of queer 

sexualities in cinemas of the region has slowly increased, both quantitatively and in complexity, in line 

with the overall visibility of LGBT+ individuals and communities within the wider society. However, 

when compared to the Western cinematic trends of normalising alternative sexualities, Eastern European 

films and filmmakers tend to inhabit less straightforward positions, often turning queerness into an 'issue' 

and thus adopting a disjointed, though by no means radical, approach to sexuality. By looking at a select 

few queer-themed films that emerged from the region in the last few decades, with a focus on the 

Romanian New Wave, I attempt to explore the ways in which economic and social traditions, in tandem 

with a resurgence of religious feeling, as well as with the political and institutional changes demanded 

by the accession of the former Communist states to the European Union structures, build a complex and 

often conflicting relationship between sexuality and other identitary components such as nationality, 

ethnicity and religion.  

 

Bionote: 

Andrei Gadalean is a PhD student at the University of St Andrews, working on a thesis concerning sex 

and sexuality in Romanian cinema. He has worked as a publishing assistant for the Institute for Global 

Cinema and Creative Cultures, and was a member on the editorial board for the St Andrews Centre for 

Film Studies Newsletter. 

 

Paradoxes of Queer Visibility in Céline Sciamma’s Cinema 

Claire Boyle 

Edinburgh University 

This paper aims to explore paradoxes of queer visibility present in contemporary French film-maker 

Céline Sciamma’s coming-of-age trilogy, especially in Tomboy and Girlhood. Questions of visibility 

have preoccupied French film scholars in recent years (Grandena & Johnston, 2011; Boyle, 2012), 

owing to the conflicts relating to visibility that the French political context generates: the universalist 

values of the French republic call for the invisibility of difference, whilst sexual minorities have won 

heightened visibility after recent advances in civil rights for some French LGBTQI citizens. The recent 
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political rise of the homophobic Front National reminds us how precarious and differentiated those 

gains are – a situation also spotlighted in Sciamma’s cinema. White, middle-class Laure in Tomboy fears 

the visibility of her anatomical difference from other boys, yet ultimately finds the visibility of her 

diffference met with acceptance. A shift to the deprived suburban banlieue community depicted in 

Girlhood brings a more sombre narrative: sexuality and gender are forcibly policed within the family 

and community (Mouflard, 2016), and sexual dissidence requires a physical departure from that space. 

Sciamma, a native of the banlieue, shows acceptance of visible departures from gendered 

heteronormative norms to be class-, race- and geographically-specific. 

Paradoxes of queer visibility abound in Sciamma’s films. Amongst these, we find the occlusion of 

Meriam’s queer desires in Girlhood’s narrative, even whilst her apparently strategic passing as male is 

rendered visible. The paradox of Sciamma’s depictions of Black experience as a white film-maker has 

generated controversy, even if Girlhood also makes visible in the banlieue genre of French cinema the 

previously largely invisible sexuality of women. 

A final paradox is Sciamma’s queered visual economy, whereby the visual is relegated beneath the 

kinetic in her films, which privilege the female body not as a visual object, but as a locus of kinetic 

energy and grace. 

 

Bionote: 

Dr Claire Boyle is Lecturer in French at the University of Edinburgh, where she teaches French 

language, literature, culture and cinema. She is a specialist in the literature and film of testimony 

(particularly autobiographical forms of writing and film-making), and is the author of Consuming 

Autobiographies: Reading and Writing the Self in Post-War France (2007). As part of her broader 

interests in the cultural inscription of subjectivities, she has long-standing research interests in queer 

French literature, theory and cinema, and has published a number of articles in these areas, in journals 

such as Paragraph, Modern & Contemporary France, and French Studies. 

 

 

PANEL H: QUEER ARCHIVES 

Queer Archives in Artists Moving Image 

James Boaden 

York University 

This paper addresses the 'archival turn' in both queer studies and artists' moving image work, 

predominantly through a comparison of two works: Isaac Julien's Looking for Langston (1989) and 

Patrick Staff's The Foundation (2015). Both films were made by British artists working through their 

projections of an American queer subculture through the use of incomplete or precarious archives. They 

both take an ambivalent look at places and people as they become history - Langston Hughes's Harlem 

and Tom of Finland's temporary home in Los Angeles respectively. While Julien’s work pushed at the 

intersection of race and sexuality, Staff’s film looks at trans identity within an institution that celebrates 

a fantasy of masculinity. The paper will ask what it means to look back to the trend for reinventing the 
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past in the so-called New Queer Cinema of the 1990s (for example Todd Haynes drawing on Jean Genet 

in Poison (1991) or John Greyson’s appropriation of the Victorian adventurer Sir Richard Burton in 

Zero Patience (1991)), from the present moment which seems to be obsessed with the past, and what 

might be gained from attempting to look at these moments - the early 1990s and now -  together. The 

paper suggests that intergenerational communities can, and urgently must, be built through the potential 

for film and video to animate the archive, with the aim of beginning to heal the scars of a traumatic 

queer past – particularly that of the plague years of the AIDS crisis, which divide the two moments in 

which the films were produced. 

Bionote: 

James Boaden is lecturer in modern and contemporary art at The University of York. James is a specialist 

in American art, artists' film and video, and queer artistic practice. James has organised film screenings 

for the British Film Institute, Tate Modern, Nottingham Contemporary, and The Hepworth Wakefield 

and has published essays on American art in Oxford Art Journal, Art History, and Papers of Surrealism. 

James is currently completing a monograph on the early film work of Stan Brakhage. 

 

Confronting the Neoliberal Queer Archive: Media, Representation, and Marginalization 

Mark Barber 

Concordia University 

 

Recent work in queer studies has polemicized the debate on the neoliberal assimilation of the queer 

community. Historically contextualized alongside the homonormative inflection of Western equality 

movements, these assimilatory practices–which invariably target and benefit white, queer men–have 

significant consequences for how queers are represented in mainstream media. Less understood are the 

ways homonationalism and homonormativity affect queer representation in cultural institutions, such as 

archives and museums. This presentation describes the moving image archival research I conducted in 

2014 at the Canadian Lesbian & Gay Archives (CLGA) in Toronto, Ontario. Given the 

overrepresentation of male queer subjects and the underrepresentation of transpeople and people of 

colour in the CLGA, I situate my findings as a microcosm to speculatively argue that the assimilatory 

logic of neoliberalism affects curatorial practices–and thus media representation within the institution–

in queer archives and museums. In doing so, this paper complicates the characterization of the queer 

archive as ‘counter-hegemonic’, positioning it paradoxically as an institution mandated to preserve 

documents made by and pertaining to historically marginalized people while simultaneously 

participating in marginalizing practices. Consequently, in affirming the dominant role that queer cultural 

institutions play in the political discourse of mainstream queer activism, this paper calls for an 

intellectual challenge to the institutional governance of queer history and historiography. 

 

Bionote: 

Mark Barber is a 1st year Ph.D. student in Film & Moving Images at Concordia University, where his 

research investigates the role that neoliberalism plays in curatorial practices in queer archives and 

museums. He received his BA and MA in Cinema & Media Studies from York University. He works as 
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a researcher for Media Queer, and as a film critic for Wylie Writes and Fresh from the Theatre. He is 

the co-founder of the Toronto-based film curatorial collective The Citizens’ Committee on Moral 

Hygiene, which specializes in avant-garde cinema.  

 

Unqueering Heritage? The Ambivalence of  LGBTQ* Visibility in Audiovisual Archives 

Dagmar Brunow 

Linnaeus University 

 

The archive is inextricably linked to the construction of cultural memory and heritage, highlighting some 

stories, while marginalizing others. For audiovisual archives the situation is urgent: film gauge and video 

tapes are decaying and in need of immediate restoration. Digitisation, while increasingly being used to 

preserve the film footage, also offers the possibility of widely disseminating and circulating films, for 

instance via online exhibition. Yet, what happens if personal memories enter the (heteronormative) 

public sphere? What are the repercussions of digital archives on the visibility of LGBTQ* lives? How 

does digitisation impact on the notion of the LGBTQ* grassroot archive as a safe space? This paper sets 

out to discuss the ambivalences of queer visibility in relation to archival practice and access politics. 

How can the power structures at work within the representation of LGBTQ* audiovisual heritage be 

addressed? Merging conceptualisations of the archive as an instrument of power (Foucault, Derrida) and 

a site of both materiality (Steadman) and affect (Cvetkovich), I will examine queer archival practice 

(Halberstam, Muñoz, Danbolt, Stone/Cantrell) in national film archives as well as 'minor' archives, such 

as the Lesbian Home Movie Project (Maine) or the feminist video archive bildwechsel (Hamburg). I 

argue that access alone does not prevent LGBTQ* histories from being “unqueered” within 

heteronormative frameworks and narratives. Therefore it is not enough to merely preserve, restore and 

digitize archival film footage, but archivists need to (re-)contextualise its queer potential. Metadata, 

editorial contributions and oral history interviews can provide additional information for contemporary 

and future audiences, reframing the archival footage as part of LGBTQ* cultural memory.  

 

Bionote: 

Dagmar Brunow is a senior lecturer in Film Studies at Linnaeus University, Sweden. Her research 

centres on archives and audiovisual heritage, cultural memory, documentary filmmaking as well as 

feminist and queer experimental filmmaking and video practice. She is the author of Remediating 

Transcultural Memory: Documentary Filmmaking as Archival Intervention (de Gruyter, 2015) and the 

editor of Stuart Hall: Aktivismus, Pop und Politik (Ventil, 2015). Her research project “The Cultural 

Heritage of Moving Images” (2016-2018) has been financed by the Swedish Research Council. She is 

currently co-editing a German-language volume on Queer Cinema Studies. Dagmar is also a 

programmer at the International 
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KEYNOTE ADDRESS 

 

Trans*: Representing the Transgender Body on Screen 

 

 

Jack Halberstam 

 

 

Columbia University 

 

 

In this talk, I give an account of half a century of representations of the transgender body. From coded 

still images to narrative films, from episodic TV series to contemporary art, the transgender body has 

been the object of great fascination.  In the past, the representation of transgender bodies depended on 

elaborate visual coding that either turned the trans* body into a site of horror or pathology or pathos. Or 

else, the trans* body has disappeared within a visual code that can only register male or female. 

However, a visual history of experimentation has crafted ways of making trans* identities recognizable 

but not freakish, visible but not fetishized, and sites of identification rather than ridicule. What are these 

visual methods? What platforms have they appeared within and what is the future of representation of 

gender ambiguity? 

 

 

 

Bionote: 

Jack Halberstam is Professor of Gender Studies and English at Columbia University. Halberstam is the 

author of five books including: Skin Shows: Gothic Horror and the Technology of Monsters (Duke UP, 

1995), Female Masculinity (Duke UP, 1998), In A Queer Time and Place (NYU Press, 2005), The 

Queer Art of Failure (Duke UP, 2011) and Gaga Feminism: Sex, Gender, and the End of 

Normal (Beacon Press, 2012) and has written articles that have appeared in numerous journals, 

magazines and collections. Halberstam has co-edited a number of anthologies including Posthuman 

Bodies with Ira Livingston (Indiana University Press, 1995) and a special issue of Social Text with Jose 

Munoz and David Eng titled “What’s Queer About Queer Studies Now?” Jack is a popular speaker and 

gives lectures around the country and internationally every year. Lecture topics include: queer failure, 

sex and media, subcultures, visual culture, gender variance, popular film, animation. Halberstam is 

currently working on several projects including a book titled WILD THING on queer anarchy, 

performance and protest culture, the visual representation of anarchy and the intersections between 

animality, the human and the environment. Halberstam is also finishing up a short book titled Trans* for 

UC Press, forthcoming in 2017. 
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Day 2: September 3rd, 2017 

 

PANEL A: EUROPEAN QUEER CINEMA 

From Outrage to Indifference: Emotions and Queer German Club Culture on Screen since 1989 

Tom Smith 

Newcastle University 

 

Contemporary Germany, and especially Berlin, has become one of the world’s top queer tourist 

destinations. This boom in Germany’s international reputation rests above all on its techno and 

electronic music scene, which has grown up since the fall of the Berlin Wall in 1989. The techno scene 

has come to represent Germany’s international outlook and the youthful vibrancy of the newly united 

Germany, uniting of East and West in wild, euphoric hedonism. The scene has been especially attractive 

for queer clubbers, with some of the country’s most famous techno clubs having a strong queer presence 

(not least Berlin’s famous Berghain). 

Yet portrayals of Germany’s queer clubs on film are more equivocal about the freedom and euphoria 

that the tourism industry so frequently associates with Germany’s club scene. This paper looks three 

queer films since 1989, which reveal a shift in the emotions associated with club culture. Defiant 

performances of happiness and hedonism give way to isolation, frustration and anxiety. Using the work 

of Sianne Ngai and Sara Ahmed, I argue that on film these emotions present a powerful reminder of the 

entrenched hierarchies and norms of contemporary queer club culture. 

In Coming Out (1989), queer clubs operate underground in the last days of East Germany, where 

characters’ outrage and excess reject the shame and silence of their everyday lives. Ten years later, Lola 

und Bilidikid (Lola and Bilidikid, 1999) shows this defiance and hedonism gone mainstream, and yet 

this atmosphere masks the existential fears of queers from Berlin’s Turkish-German minority. In Romeos 

(2011), for the regulars of Cologne’s queer parties, a cool indifference has replaced the euphoria of 

earlier years. Yet this indifference is the preserve of a privileged few: the film’s FTM protagonist 

struggles to hide his fear, shame and frustration as an outsider. 

 

Bionote: 

Tom Smith is Teaching Fellow in German at Newcastle University, where he teaches German language 

and culture, specialising in film studies and in contemporary literature. His current research focuses on 

techno and negative emotions in contemporary German film and writing. In 2016, he began working on 

music, writing and emotions as Sylvia Naish Visiting Postdoctoral Fellows at the Institute of Modern 

Languages Research in London. He is currently preparing his first monograph on masculinities in 

literature, film and television depicting the East German military. This draws on his PhD from 

University College London, which he received in March 2016. He has published several articles on 

queer identities and gender in contemporary German literature and film.  
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Histoire(s) de l’art: Queer curation in the cinema of Vincent Dieutre 

Jules O’Dwyer 

University of Cambridge / Centre for Film and Screen 

 

Vincent Dieutre is a French queer filmmaker whose poetic docufiction is commonly characterised by its 

frank portrayal of gay relations, its queer pathos and intimate mode of address. His Leçons de ténèbres 

(2000) is a fragmentary film which combines a range of cinematic media (digital video, Super-8 and 35 

mm film). Complimenting and complicating this multitextured aesthetic, Dieutre also juxtaposes 

multiple narrative levels; the film simultaneously presents a narrative about his breakup, it documents a 

journey from the Netherlands through to Italy as well as offering a series of meditations on Caravaggist 

aesthetics. What brings these divergent elements firmly into relation is an attention to aesthetic 

dimensions of baroque painting: the tonal ambivalence of chiaroscuro lighting, for instance, intimates 

both pleasure and pain, thus offering Dieutre the affective register in which to explore the themes of loss 

and sexuality which drive the film’s narrative. Entering into dialogue with critical methodologies in art 

history, Ann Cvetkovich’s work on queer archives, and Brian Glavey on ‘queer ekphrasis’, this paper 

explores how Dieutre stages connections between painting and cinema to explore both the sensory 

richness and latent queerness of the film’s art historical frame. Queer is often taken as a shorthand for 

non-normative desires, practices, and sexual counterpublics—themes that Dieutre’s cinema has paid 

sustained attention to. Yet Leçons des ténèbres, in its refusal of generic categories, narrative codes and 

in its catachrestic juxtaposition of cinematic elements (media, textures, themes), also harnesses the 

decategorizing imperatives of ‘queer’ to prompt broader relational questions in the sphere of film 

aesthetics. Paying attention to these sexual/textual strategies, I argue that the film follows Glavey’s call 

to conceptualise queer in relational rather than identitarian terms, and attend to ‘an unpredictable 

spectrum of relationality, multiplying ways of desiring, identifying with, attaching to, loving, imitating, 

envying, and sometimes ignoring works of art’.  

 

Bionote:  

Jules O’Dwyer is a Wolfson Scholar and doctoral candidate working across French and Film Studies at 

Trinity Hall, Cambridge. His project explores cinematic articulations of ‘queer space’ by placing queer 

theory and film-philosophy into dialogue with works by French and Francophone artists. Jules is a 

previous recipient of the Association for Studies in French Cinema’s undergraduate and postgraduate 

essay prizes (2014 & 2016 respectively) and currently serves as an assistant editor at World Picture. 

Forthcoming publications include an articles on Resnais and Marker’s ethnographic filmmaking and a 

book chapter on Henri Michaux’s intermedial experimentation 
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Queering La vie d’Adèle/Blue is the Warmest Colour 

Leanne Dawson 

Edinburgh University 

 

Lesbian representation onscreen often includes monstrosity, titillation and/or erasure. More recently 

we are seeing some normalisation of homosexuality in film, which ties to socio-political reality 

(particularly for affluent, white, cis subjects) in some parts of the world, including France, where 

same-sex marriage was legalized in 2013, the year La vie d’Adèle/Blue is the Warmest Colour 

premiered at Cannes Film Festival.  

The adaptation of a graphic novel won the Palme d’Or and critical acclaim, but also received a lot of 

criticism, particularly for the direction of its lesbian subject matter by a straight cis man and the 

inclusion of a long sex scene. This talk considers the problematic aspects of the controversial film 

alongside a less damning re–reading, which positively subverts and queers – despite its straight 

direction - some of the aforementioned trends.  

 

Bionote: 

Dr. Leanne Dawson is Lecturer in German and Film Studies at the University of Edinburgh and the 

Chair of the Scottish Queer International Film Festival. 

Her research focuses on LGBTQ representation in literature, theatre, performance art, archives and, 

predominantly, film. Her publications include: books, Queering German Culture (2017), Queer 

European Cinema (2017) and From Girls in Uniform to Men in Drag (in preparation); edited special 

journal issues, Queering European Film Festivals (2017), Queer European Cinema: Queering 

Cinematic Time and Space (2015), The Other: Gender, Sexuality and Ethnicity in European Cinema 

and Beyond (2014); and articles and chapters on a range of LGBTQ subjects, such as the lesbian 

vampire in German literature and theatre, lesbian archives in the USA and Germany, femme 

performance art, trans identities onscreen, and same-sex female desire in US, European, and Asian 

cinema.  

Always keen to make use of her academic research beyond the academy, she is a consultant for theatre; 

curates and introduces film seasons for independent cinemas; and is frequently invited to speak about 

LGBTQ matters on BBC radio.  
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PANEL B: CONTEXTUALISING THE SCREEN 

LGBT Community in Turkey: Mundane Absence vs Virtual Presence 

Çağrı Yılmaz 

 

Anadolu University 

 

Today, it is an indisputable fact that LGBT community is restricted in economic, cultural and social 

areas of action in Turkey. These individuals, who have to conceal their sexual orientation and identities 

in daily life, suffer from a constant sense of existential unease caused by a trio of patriarchy –that is to 

say, ‘culture’, ‘society’ and ‘power’. Heteronormative culture and prevailing sense of masculinity 

(hegemonic masculinity) in society are empowered by the power through body politics; gendered 

discourse with sexist overtones as a reminder of the way the culture disregards LGBTs; inadequate 

governmental oversight for LGBT rights; lack of protection laws for LGBTs against hate crimes, and 

overall state-sponsored homophobia. It is, therefore, not surprising that any content regarding LGBT 

community receives limited coverage in the mainstream media. However, on October 4th, 2016, a music 

video released on a Turkish music channel called ‘netd’ on YouTube attracted an immediate attention: 

Drag queens were featured on this video shot for the song “Ses Etme”1 by Athena, a famous Turkish 

rock band. Not surprisingly enough, the music video led to a variety of discussions: The band won 

acclaim for their great support to make LGBTs more visible in the public eye whilst others criticized 

this endeavour as such.2 The music video, as a matter of fact, highlights some significant details: First 

of all, LGBTs with limited visibility in real social life seems to make a way out on a virtual extension 

of social life, on YouTube. What is more, it is not played on television channels because of its sensitive 

content. Secondly, the music video provides very important clues about the lives of LGBT community 

in Turkey. Lastly, the music video as a text is rich in remarkable symbols that can be considered to stand 

for the ‘patriarchal’ social structure, discourses, values and ideologies. This study aims to offer (i) a 

semiotic analysis of these symbols and to demonstrate (ii) how they are used to construct meanings, (iii) 

how they blur the distinction between the concepts of ‘masculine’ and ‘feminine’, (iv) how they are 

deconstructed to challenge with masculinity and gender stereotypes, and finally (v) how the concept of 

masculinity is undermined, subverted and thus reconstructed. 

 

Bionote: 

Çağrı Yılmaz is a PhD student and a research assistant of Department of Cinema and Television, Faculty 

of Communication Sciences, at Anadolu University in Eskisehir, Turkey. He received his B.A from 

Hacettepe University in Ankara, Turkey on English Language and Literature and his M.A from Anadolu 

University on Cinema and Television with his dissertation named “Turkish Cinema in 2000’s Political 

Environment”. After graduation, he had a three-year experience in English teaching and worked at state 

schools and private language schools as an English teacher between 2010 and 2013. Continuing teaching 

English, he started studying Cinema and Television at Anadolu University in 2011. After his three-year 

career in English teaching, Yılmaz started working as a research assistant of Cinema and Television, 

Faculty of Fine Arts at Ordu University in Ordu, Turkey in 2013 and has worked as a research assistant 

                                                           
1 Follow the link for the music video: https://www.youtube.com/watch?v=cNPei56WhAk 

(Alternative Link: http://www.dailymotion.com/video/x54fj96_athena-ses-etme_music) 
2 Athena has yet to make any official pronouncement about whether the music video was made to give support to 

LGBT community or not. 



33 
 

of Cinema and Television, Faculty of Communication Sciences, at Anadolu University in Eskisehir, 

Turkey since 2014. His main interests include, but are not limited to, film, the new media, literature, 

cultural studies and multidisciplinary studies. He currently resides in Eskisehir, Turkey. He can be 

contacted at cagri_yilmaz@anadolu.edu.tr or cagyil87@gmail.com. 

 

Station to Station: Examining Queer Intersections between Newcastle upon Tyne and London 

 

Gareth Longstaff 

 

Newcastle University 

 

Queer movements, shifts and dialogues that have occurred between identities and representations allied 

to the North-East (with a central focus on Newcastle upon Tyne) and London form a complex set of 

discursive, symbolic, and ideological fault-lines. Queer subjects have often moved (and continue to 

move) from the North-East to London and then back again to create identities and identifications that 

are simultaneously fixed and liminal. This paper argues that whilst these are often understood through 

the dominant markers of social class, sexuality, and gender, and an interplay of economic, social and 

cultural capital they also form queer spaces for the negation and negotiation of these markers. 

Investigating how physical and mediated movements of LGBTQ+ subjects between London and the 

North-East have been mediated since the 1980’s it will examine several key examples to do so. Screened 

instances such as the TV output of Out and Out on Tuesday (Channel 4 1989-1994), the regional politics 

and meanings allied to drag and the drag queen, and the local / national discourses associated with Pride 

celebrations on radio, TV and social media will inform this. Also, by examining how these exchanges 

between Newcastle upon Tyne and London have been constructed the paper will also unpack the 

tensions which ambiguously subvert and reinforce issues such as hetero and homo-normativity, 

misogyny, neo-liberalism, commodification and desire. This paper forms part of a research project being 

led by Gareth Longstaff that sets out to consider how queer media, representation / self-representation 

and social change in London and the North-East have influenced one another. It is also allied to archival 

work that has recently been carried out and is working towards the creation of an LGBTQ+ archive of 

the North-East. 

 

Bionote: 

I am a lecturer in media and cultural theory and the head of teaching and learning for both the UG and 

PGT programmes in Media, Culture, Heritage. My teaching and research interests are primarily 

concerned with sexuality, celebrity, discourses of reality and representation, identity/identifications, 

pornography, nostalgia, psychoanalysis and visual culture. I work at the intersection of how these are 

connected to other dimensions of cultural, philosophical, mediated and social life and in my research I 

closely engage with queer theoretical critique and Lacanian psychoanalysis to do so. At its core both my 

teaching and research seeks to examine the construction and representation of subjectivity, identity and 

desire via the mediation of the subject in film, photography, pornography/sexual representation, and 

networked / digital media.  I also work towards how these paradigms are connected to other dimensions 

of visual, cultural and social experience. 
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The Tchaikovsky Case: The Social Controversy over Cinematic Representations of Pyotr 

Tchaikovsky in Russia and beyond 

Sergey Tyulenev 

Durham University 

 

The presentation will consider three films, two realized: Die Akte Tschaikowsky: Bekentnisse eines 

Komponisten by Ralf Pleger and Апокриф: музыка для Петра и Павла [An Apocryphal Story: Music 

for Peter and Paul] by Adel’ Al’-Khadad; and one only intended, a film by Kirill Serebrennikov. The 

two latter Russian scripts were written by the prominent Russian scriptwriter Yurii Arabov. All the three 

are about one of the most famous Russian composers showing him however not as a gilded classic, but 

rather as a genius in his human existence. All the three, to different extents, are connected with 

discussions of (the representation of) Tchaikovsky’s homosexuality. In my presentation, I will discuss 

the intricate interweaving of real-life, documentary and fictional discourses on Tchaikovsky and the 

representation of нетрадиционная сексуальная ориентация (untraditional sexual orientation), a 

euphemism used in the Russian discourse on homosexuality. I will examine the two made films (by 

Pleger and Al’-Khadad) and the paratextual mass media documents both about these two films and the 

film intended by Serebrennikov. The latter is especially interesting because it provides with a public 

heated debate about whether a film openly showing Tchaikovsky as a homosexual man is needed and 

how it should be financed, whether the state should participate in financing the film and what obligations 

that would imply for the director. The debate has involved a large publicity and even the President and 

the RF Ministry of Culture expressed their opinions publicly. There have been warnings: a possibility 

of such a film as well as of a discussion of such a project have clashed with the notorious RF law against 

‘gay propaganda’. 

 

Bionote: 

Dr Sergey Tyulenev is the Director of the MA in Translation Studies at Durham University, UK. He has 

widely published on linguistic, cultural and social aspects of translation, translation historiography and 

the epistemology of translation studies. His recent publications include Applying Luhmann to 

Translation Studies (Routledge); Translation and the Westernization of Eighteenth-Century 

Russia (Frank & Timme); Translation and Society (Routledge). His personal website is 

www.tyulenev.org and blog is www.translation.tyulenev.org. 
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PANEL C: HORROR SCREENS 

 

‘Things Happen Here About’: Rural Horror,  

‘Redneck’ Queers, and Resident Evil 

Joey Jenkins 

Newcastle University 

 

Released in January 2017, Resident Evil: Biohazard (Nakanishi) became the latest instalment in 

Capcom’s flagship survival horror franchise. The game takes as its core setting a dilapidated plantation 

residence in rural Louisiana, home to the dangerously unhinged and occult-obsessed Baker family who, 

throughout its narrative, terrorise and abuse the player-controlled protagonist Ethan Winters. 

Not only a return-to-form for a series which has steadily shifted toward the action-shooter genre in recent 

years, it signifies, as well, a return to the familiar deployment of the American rural as a source or as a 

site of on-screen horror. Imaginatively rooted in 1970s cinematic horrors such as Deliverance (Boorman, 

1972), The Texas Chainsaw Massacre (Hooper, 1974), and The Hills Have Eyes (Craven, 1977), the 

rural in Biohazard is similarly figured as a space - both topographic and cultural - in which the threat of 

a subversive and violently extreme queerness pervades. 

This paper explores the extent to which queer potentialities are a central underpinning in the aesthetics 

of rural horror, and proposes that Biohazard illustrates a continuing imbrication of queerness and rurality 

on American screens. Crucially, it positions the game in an American horror screen tradition which 

typically exploits cultural constructions of rural ‘backwardness’ and rusticity to threaten or destabilise 

urban sexual normativity. Grounded primarily in the critical turn toward a queer anti-urbanism (Herring, 

2010; Howard, 1999; Johnson, 2013; Halberstam, 2005), the paper further draws on ecocritical 

frameworks to argue that Biohazard and its cinematic progenitors imagine rural ecologies as facilitative 

of queer desires. 

The migration of the trope of the ‘redneck’ queer from the filmic horrors of the 1970s to contemporary 

game narrative, I argue, demonstrates a persisting cultural preoccupation with rural queerness. And, as 

with late twentieth-century cinematic horror, Resident Evil: Biohazard challenges a dominant urbanist 

narrative of the American rural as void of queer presences by imaginatively constructing it as a 

dangerously queer(ing) topography. 

 

Bionote: 

I am a PhD Candidate in Literature at Newcastle University. My research focuses on queer ruralities in 

the late twentieth-century American novel, drawing particularly on queer anti-urbanist criticism. I am 

funded by a Research Excellence Academy Scholarship and will attend Duke University in 2017/18 as 

a Fulbright Visiting Researcher to continue my project. 
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‘Angry Young Zombies and Spectral Queers’: Pride, Shame and the Performative in Queer 

Horror TV 

Darren Elliott-Smith 

University of Hertfordshire 

This proposal develops the work of my recently published monograph Queer Horror Film and 

Television: Sexuality and Masculinity at the Margins (IB Tauris 2016) which considers the subcultural 

anxieties existent in ‘out’ and Queer oriented horror film and TV. Stepping out from the shadows of 

coded homosexuality then would seem to suggest that explicitly Queer Horror texts are more celebratory 

and are freed from the shackles of metaphorical monstrousness, yet I argue in this study that the spectre 

of queer shame and self-loathing still looms large. The multiple and shifting identification practices at 

play in Queer Horror texts that deliberately foreground performative tropes allow spectators to confront 

and negotiate culturally enforced and deep-seated issues around culturally enforced guilt and 

humiliation.  

This paper will focus firstly BBC Three’s UK TV horror series In the Flesh (2013-present) offers a 

queer spin on the trend of the zombie as sympathetic Other, as victim of religious, sexual and moral 

persecution. The central undead protagonist, Partially Deceased Syndrome (PDS) sufferer Kieren (Luke 

Newberry), is a young bisexual who returns after the ‘rising’ to his religiously devout and morally 

conservative small Yorkshire village of Roarton only to suffer further discrimination. Secondly, the 

anthology Gothic horror series American Horror Story (FX, US 2011-ongoing), produced and written 

by Brad Falchuk and Ryan Murphy (an out gay man), appropriates a number of horror texts drawn both 

from television and cinema. Each season contrives to present a self-contained story while utilising the 

same stable of actors and actresses (much like a theatre ensemble) playing different characters in a 

recognisably excessive and grotesquely camp style.  

Both shows, to a greater or lesser extent, exude a queer sensibility in their explicit focus on alternate 

sexualities, but also perpetuate the penchant for the ‘performative’ via their emphasis on shifting and 

fluid identities, and the inclusion of ‘drag’ or ‘dress up’ within their narratives. In both shows, the 

tendency towards cultural borrowing extends even further in their use of intertextual cinematic and 

televisual references to iconic works of horror and the Gothic. I will conclude by arguing that the ‘self-

loss’ or jouissance offered to the spectators of Queer Horror texts often oscillates between a proud 

celebration of difference while also operating to mask shame or to cover up anxieties (particularly for 

gay men) around their own problematic masculinities, which are continually associated with shameful 

femininity. While queer horror grows ever more explicit in its representations of homosexuality and 

allows for a more open portrayal of contemporary gay life; the horror genre arguably also works to 

channel its repressions.  

 

Bionote:  

Dr. Darren Elliott-Smith is Senior Lecturer in Film and Television at the University of Hertfordshire. 

His research to date is focused on representations of queerness, gender and the body in horror film and 

television and extends to experimental, cult and trash in the moving image. He has published articles for 

SCOPE: Online Journal of Film and Television, contributed to edited book collections for Palgrave 

Macmillan, ECW Press and IB Tauris. He has contributed to numerous international conferences, 

workshops and symposia dedicated to horror, cult and LGBTQ film and television. His first monograph 
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Queer Horror Film and Television: Masculinity and Sexuality at the Margins is published by IB Tauris 

(2016). 

 

‘And I Fell in Love Instantly’: Contemporary Gothic Romance and Representations of Queer 

Obsession on Screen and Audio 

Alison Bainbridge 

Northumbria University 

 

In an interview with The Backlot, Bryan Fuller stated that the character of Will Graham in his NBC 

show Hannibal was “very definitely heterosexual. But that does not necessarily prevent us from a 

homoerotic subtext. It’s practically text in a couple of episodes” (2015). The episodes in question 

explore the nuances of the relationship between Will and the titular Hannibal Lecter, and do so by 

playing off many of the tropes traditionally used in the gothic romance genre. The ambiguity of the 

show’s ending, with the lover-nemeses tumbling over the edge of a cliff, further invokes the gothic 

romance in its sense of destruction-through-devotion. 

Hannibal is, however, something of an exception. The relationship between its main characters has been 

explicit enough to mostly avoid the accusations of queerbaiting – the act of teasing homosexual 

romances between while simultaneously refusing to confirm them – that have dogged several 

contemporary television shows, such as Supernatural (2005-) and Sherlock (2010-2017). These acts of 

queerbaiting have gained progressively more attention in the media due to negative fan reactions and 

calls for wider diversity on screen.  

The aim of this paper is to discuss the representations of queer obsession within the contemporary gothic 

romance, and the differences in those representations between television and podcast formats. By 

comparing the romantic but ultimately chaste relationship between Will and Hannibal to the homosexual 

relationship in the popular horror podcast Welcome to Night Vale (2012-), I will demonstrate how the 

gothic romance – in particular its focus on obsessive behaviour – is used to establish queer relationships 

in both mediums. I also intend to show how the relative lack of censorship in the podcasting community 

gives creators more room for creativity, and so permit the homosexual relationship between the main 

characters of Welcome to Night Vale develop in a less destructive fashion. 

Bionote:  

Alison Bainbridge is a PhD candidate in English Literature at the University of Northumbria. Her 

research includes the study of the Freudian Uncanny in podcast technology and the uses of place, time, 

and sound effects in Gothic literature. 
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‘The Saviour Who Came to Tear My Life Apart’: Queer Subjectivity and Reparative Paranoia 

in Chan-wook Park’s The Handmaiden 

Robyn Ollett 

Teesside University 

 

Chan-wook Park’s 2016 film The Handmaiden, a transformative adaptation of the Sarah Waters novel 

Fingersmith (2002), is a Gothic, Queer, Postcolonial text which this paper will show lends itself well to 

the task of thinking about new perspectives and divergences from tradition. Although psychoanalytic 

readings have had a formative influence on the Queer Gothic’s preoccupation with paranoia,  

understandings have since evolved from those which position queer characters as purely pathological to 

those which attempt to envelop reparative readings in paranoid ones (Sedgwick, 2003; Hanson, 2007). 

Calls to look beyond the limiting responses of titillation and moralising continue in more recent works 

which seek to reconcile the reparative readings with the queer pleasures of paranoia. (Love, 2010). 

Paranoia seeps into the changeling and transformative identities of every character in The Handmaiden. 

Set in Japanese occupied South Korean during the 1930s, the film’s men seek social ascension through 

becoming Japanese. These questions of postcolonial queer identity are even more curious for supposedly 

Japanese Hideko and her new supposedly Korean maid, the film’s female protagonists. Set in the Gothic 

confines of a house steeped in postcolonial and uncanny metaphors, a developing queer relationship 

forces paranoia into difference shapes. This paper aims to chart the move from paranoid to reparative in 

Park’s film, arguing that a queer navigation through traditional tropes and gendered representations 

disturbs sites of Gothic anxiety to make way for the development of queer subjectivity as an alternate 

escape from the Gothic ancestral home. Grounding its critical readings of The Handmaiden in queer 

theory as well as psychoanalysis, this paper will analyse the import of traditional tropes of gothic fiction. 

It might remain true that the most common gesture of criticism in Queer studies of the Gothic is ‘to find 

the queerness […] occluded by its monstrous or villainous representation in a paranoid narrative.’ 

(Hanson, 2007.) However, this paper is interested in finding queer subjectivity which exists in spite of 

monstrous representation. This paper will elucidate those queer subjectivities in order to uncover what 

new, valid, reparative effect they have upon the genre. 

 

Bionote: 

Robyn Ollett is a NECAH funded PhD candidate based at Teesside University under the primary 

supervision of Dr. Rachel Carroll. Robyn completed her Bachelor’s degree in English Studies at 

Teesside, where she wrote her undergraduate dissertation on gendered and sexual representations of 

monstrosity in films set in the 1980s. Robyn completed her Master’s degree in Modern and 

Contemporary Studies at Newcastle University where she wrote a thesis on the connections between 

queerness and death in relation to post-living. 

The title of Robyn’s PhD thesis is ‘Queer Lives through Dead Eyes: Observing the New Queer Gothic’. 

Using research from the forefront of Queer Theory and Gothic Studies, Robyn’s PhD work looks at the 

co-dependent relationship culture and sexuality share as represented by contemporary Queer Gothic 

fiction and film. It is crucial that we continue queering contemporary Gothic texts, not least to add to 

the cultural topology but to continue asking questions of what it means to be Queer in the twenty-first 

century. 
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Robyn is currently exploring how the Gothic genre figures in contemporary film and fiction in relations 

to Queer subjectivities, searching for any existing trends in contemporary Gothic texts which might offer 

new insights into notions of Queer selfhood. Her work investigates the significance of the Queer Gothic 

child in contemporary film and fiction and will focus upon the means and implications of how New 

Queer Gothic texts give insight to human rights discourse and questions around biopolitics.  

 

Panel D: American Queer Cinema 
 

‘A Gay Annie Hall’: Radical Romance and Bisexuality in Appropriate Behaviour 

Melissa Hair 

Northumbria University 

In a 2012 interview, bisexual filmmaker Desiree Akhavan stated that she was in the process of writing 

‘a gay Annie Hall’, and indeed her debut feature film Appropriate Behaviour (2015), focuses around a 

same-sex relationship, and might loosely be described as a remake of Woody Allen’s 1977 classic 

romantic comedy. Like Annie Hall, Appropriate Behaviour is set in New York, and follows a narcissistic 

protagonist’s reflection on a recent break-up. Yet while Allen’s film has been discussed as a ‘radical’ 

rom-com, due to its interrogation of the ideology of romance and its abandonment of a ‘happy ending’, 

this paper will argue that the ‘radicalness’ of Appropriate Behaviour is multifaceted, given the film’s 

focus on an inter-racial, same-sex relationship. 

Additionally, it will be argued that although Appropriate Behaviour is effective in disrupting the 

heterosexual conservatism of the mainstream romantic comedy genre, the film is equally critical of 

previous trends in queer filmmaking, and challenges the portrayals of queerness to emerge from the 

New Queer Cinema movement of the 1990s, and from the gay/lesbian rom-coms of the 90s/00s. 

Although Appropriate Behaviour is primarily concerned with a lesbian relationship, the protagonist’s 

bisexuality is consistently reiterated and demonstrated. Therefore this paper will discuss the common 

cinematic denial of bisexuality, in order to frame Appropriate Behaviour as an important film with 

regard to successful representation of bisexuality in popular culture.  

  

Bionote:  

Melissa Hair is a PhD candidate at Northumbria University, Newcastle. Her research is concerned with 

the on and off screen presence of women in contemporary American independent cinema, examining 

both films made by women, and films which explore female characters and feminist themes.  She has 

presented papers on the representation of abortion in American cinema, and the construction of 

millennial female identities in popular film and television. 
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Qué será, ¿queer será?: Queer On-Screen Visibility in Cuban Youth Cinema 

Margaret G. Frohlich 

Dickinson College 

This year’s Young Directors Exhibit [Muestra Joven] in Havana showcased several LGBT themed 

works and opened with a screening of the documentary Severo secreto (2016). The documentary takes 

a frank look at the homophobic culture in the ‘60s that spurred writer Severo Sarduy to stay abroad. The 

Muestra, however, took place shortly after the censuring of the film Santa y Andrés (2016), a film about 

the possibility of friendship in the 80’s between a revolutionary woman sent to keep watch over a gay 

writer and presumed political dissident. Whereas the film Fresa y chocolate (1993), included in B. Ruby 

Rich’s analysis of New Queer Cinema, presents a similar scenario, it does so by promoting hope in the 

revolutionary project’s ability to become more inclusive of gay subjects who see themselves as 

revolutionaries. LGBT subjects on screen are often made intelligible via an argument in favor of 

homonationalism and homonormative practices (e.g. same-sex marriage and adoption). There is a 

growing body of works in the Muestra, however, that align with a queer political critic of traditional 

modes of intelligibility and inclusion. These works, screened nationally with state sponsorship but 

produced outside of the state cinematographic institute (ICAIC), come at a significant historical moment 

of transformation in the relation of civil society to the state. 

What emerges from the Muestra Joven is a complex web of aesthetics ranging from a non-radical “pretty 

aesthetic,” (as theorized by Rosalind Galt) meant to appeal broadly to film festival audiences to a more 

contestatory queer appropriation and questioning of inherited style in the search for a new aesthetic and 

social space. This article critically explores how the aesthetic features of interruption and fragmentation 

in films of the Muestra reframe queer visibility in Cuba.   

 

Bionote:  

Margaret G. Frohlich is Associate Professor and Chair of the Department of Spanish and Portuguese at 

Dickinson College and, starting Fall 2017, she will be Chair of Film Studies. Prior to working at 

Dickinson, she studied cinema with film scholar Kathleen Vernon and visual culture and with Professors 

Nicholas Mirzoeff and Ira Livingston at Stony Brook University. During her last sabbatical, New York 

University’s Center for the Study of Gender and Sexuality awarded her a one-year research position as 

visiting scholar. She was also accepted for participation in The Summer Institute for Sexualities, 

Cultures and Politics in Skopje, Macedonia. She has presented at numerous international and national 

conferences, including CUNY Graduate Center’s “Homonationalism and Pinkwashing Conference.” 

Her book, Framing the Margin: Nationality and Sexuality across Borders, won the international 

competition for the Victoria Urbano Prize for Criticism. Her writing on queer cinema and visual culture 

appears in the anthology Lesbian Realities/Lesbian Fictions in Contemporary Spain; Studies in Hispanic 

Cinemas; Letras Femeninas; and, most recently, the Journal of Language and Sexuality. Her current 

project examines queer Cuban youth cinema. 
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Queer appropriation of Shakespeare: My Own Private Idaho 

Luis Javier Conejero-Magro 

University of Extremadura 

 

Probably one of the best well-known examples of queer representation in postmodern cinema is My Own 

Private Idaho (Gus Van Sant, 1992). The appropriation and modification of William Shakespeare’s 1 

Henry IV, 2 Henry IV and Henry V serve as an illustration of what it means to be queer on screen. This 

presentation examines the use of the marginal characters of Shakespeare’s second tetralogy, especially 

Falstaff, prince Hal and Poins, and the intertextual corporeal and grotesque tropes uttered by these three 

Shakespearean characters in the film. As a matter of fact, one of the plays’ most important linguistic 

aspects involves the accurate representation of class in the characters who appear in 1 Henry IV, 2 Henry 

IV and Henry V. Mrs. Quickly’s amusing malapropisms, Pistol’s vulgar insults with their sexual 

connotations, Francis’ innocent slips of the tongue and Poins’ sarcastic and scathing interventions can 

probably all be found and exemplified in the characters of My Own Private Idaho: Bod Pigeon (Falstaff), 

Scott Favour (prince Hal) and Mikey Waters (Poins). Falstaff’s language and also his carnivalesque 

physical figure have meant this Elizabethan fool has been commonly associated with Mikhail Bakhtin’s 

concept of Grotesque Realism. In fact, the Grotesque Realism represented in Falstaff’s devotion to 

swearing helps to characterise not only this Shakespearean fool but also the plethora of characters Gus 

Van Sant presents and represents in his film. Indeed, Shakespeare’s text is fragmented and commodified 

in My Own Private Idaho, an adaptation of Shakespeare’s text which portrays both realist tragedy and 

queer visibility by using physical and textual bodies. 

Bionote:  

Luis Javier Conejero-Magro is completing his PhD in English Literature Studies at the University of 

Extremadura, Spain. His dissertation examines the uses of biblical discourse in Shakespeare’s histories 

and their translations into Spanish. His research focuses on stylistics, intertextuality and corpus 

linguistics. He has published articles on a range of twentieth-century writers such as Bernard Shaw, 

W.B. Yeats, Roy Campbell and Tennessee Williams. His most recent publication is “The Spanish 

Reception of David Mitchell’s Cloud Atlas via Víctor Úbeda’s Translation” in Bestseller gestern und 

heute, in the series Popular Fiction Studies (2015). 

 

Visual Displeasure: Adolescence and the Erotics of the Queer Male Gaze 

Geoffrey Maguire 

Cambridge University 

 

With the release of Plan B (2009), Ausente (2011) and Hawaii (2013), the Argentine film director Marco 

Berger has established his position as one of the foremost advocates of queer cinema in contemporary 

Latin America. By avoiding stereotypical narrative techniques that have characterized North American 

and European filmic representations of queer youth (Foster 2014), Berger instead opts for an innovative 

and complex analysis of the cinematic male gaze. In Ausente, the traditional teacher-seduces-student 

narrative is disquietingly inverted as Martín, a sixteen-year-old student, attempts to instigate a romantic 

relationship with his gym teacher, Sebastián. The private spaces of the swimming pool, its changing 
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rooms and the teacher’s apartment become spaces of homoerotic potentiality, triggering an examination 

of the latent sexual desire between the two protagonists on the levels of both form and content. This 

paper will analyze the relevance and theoretical limitations of Laura Mulvey’s seminal work on the male 

gaze (‘Visual Pleasure and Narrative Cinema’ 1975) when applied to the complex and oblique nature of 

the homosexual male gaze in Ausente. Though Mulvey contends that the spectator’s cinematic viewpoint 

is conventionally aligned with that of the heterosexual male protagonist, ‘conincid[ing] with the active 

power of the erotic look, giving a satisfying sensation of omnipotence’ (1975: 20), any such power 

structure is undermined in Ausente by the director’s aesthetic and formal insistence on privileging the 

queer gaze. As such, by focusing on the visual displeasure and, ultimately, the crisis of Sebastián’s 

heterosexual gaze, the paper will engage with contemporary debates surrounding (queer) masculinities 

(Rocha 2012; Subero 2014; Venkatesh 2016) in Latin America, and contribute to emergent theoretical 

discussions surrounding the adolescent’s narrative potential to disrupt traditional societal attitudes 

towards gender, sexuality and sexual orientation. 

 

Bionote: 

Dr Geoffrey Maguire is a Research Fellow in Spanish at Murray Edwards College, University of 

Cambridge. His research focuses on the intersections of politics and culture in Latin America, with a 

particular emphasis on Argentine cinema and visual art. He is the author of The Politics of Postmemory: 

Victimhood and Violence in Contemporary Argentine Culture (2017) and, with Rachel Randall, New 

Visions of Adolescence: Gender, Class and Politics in Contemporary Latin American Visual Cultures 

(2018). His current research project focuses on changing notions of masculinity and identity politics in 

contemporary queer cinema from Argentina.  

 

 

Panel E: Screenings and Discussion with Filmmakers 

 

 

‘Closer’ 

 

Tina Gharavi 

 

Newcastle University 

  

   

This stunningly shot experimental documentary has at its heart a poignant character study of a 17 year-

old lesbian living in Newcastle, England. Closer, an official selection at Sundance Film Festival 2001, 

innovatively explores the process of documentary filmmaking and boldly challenges traditional forms 

of storytelling. Fiction and documentary collide in this gripping film as "scenes" from the main subject's 

life are reenacted for the camera. Produced without a script and in close collaboration with the subject, 

Annelise Rodger, the filmmaker presents a hypnotizing array of montages and fictive sequences to 

introduce the day-to-day happenings of this extraordinary person. From the streets of Newcastle – where 

we find Annelise speaking frankly to the camera about her experiences as a young lesbian – to the 

emotionally charged re-enactment of her coming out to her mother, this inventive film provides a rare 

auto-portrait. What emerges is a remarkable encounter with a young woman, and a story that has broader 

implications about being young, being at the cusp of adulthood, and finding one's identity; about how 
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documentaries reveal, provoke and conceal. In distribution with Women Make Movies (New York), 

screened on Showtime/Sundance Channel in the US. 

 

 

Bionote: 

 

Born in Tehran, Gharavi is a BAFTA-nominated filmmaker, academic and social entrepreneur. Fearless 

in storytelling, Gharavi is noted for innovative cross-platform work, often about outsiders, rebels and 

misfits. Sir Ben Kingsley commenting on her BAFTA-nominated feature, I Am Nasrine, said it was “a 

life enhancing film... An important and much needed film” while Peter Bradshaw (The Guardian) gave 

it 4 stars. Gharavi resides in the North of England and Los Angeles and is an associate professor of 

filmmaking, lectures worldwide and recently made her first after-dinner speech. She often dreams of 

beekeeping in Iran. Gharavi is represented by Roxana Adle at Independent Talent.  

 

 

‘TRANS’ 

 

Mark Chapman 

 

Northumbria University 

 

TRANS is an intimate moving image portrait focusing on Kali. Exploring themes of transformation and 

identity, the film constructs various scenes based on her thoughts, feelings and imaginings as she reflects 

on the pain of her metamorphosis. To explore notions of transformation I wanted to find an image style 

distinct from conventional gender binaries: not wholly male or wholly female; images for a third gender. 

In TRANS the body is represented as an ever-mutable form. However, I knew that the distancing, almost 

abstract nature of the images would be counterbalanced by Kali’s immense warmth, honesty and 

intelligence. Above all else, TRANS is a portrait of a friend. As such, it was important to rigorously 

concentrate on the personal elements in order for the film’s themes to resonate with audiences and avoid 

‘issue-based’ clichés. Kali speaks for no-one but herself. 

 

Thoughts on ‘TRANS’ by Kali Scott 

Making the TRANS film gave me an opportunity to really consider my thoughts and feelings on my 

gender identity. For a long time I had repressed those thoughts and feelings. It has led me to consider 

what male and female are and what they mean to me and others. It has led me to consider gender beyond 

what is referred to as the binary that is male and female genders. I have come to realise that we all accept 

the notion of male and female genders as being the only genders. But I think there are other genders 

beyond this, genders which combine both male and female, but are neither. Working on this project has 

also led me to consider that much of what we think of as sex or gender is mostly down to language. If 

language is failing to describe you and the state of your being (sexuality, gender, etc.) then that is a 

failing of language, and perhaps it’s time to add some new words to our language. Perhaps it is time to 

reconsider our notions of gender and definitions will alter as a result. It’s our language; yours as much 

as anyone else’s, the words you use are as legitimate as any others. Now that I had finally gained the 

courage to deal with them in order to live my life, and I had engaged on this project I was engaging with 

the subject. What am I? Who am I? Am I male or female? Is there another state in which to exist? 

Through the course of making the film, Mark interviewed me several times, and these were revealing, 
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amazing, sometimes and frustrating experiences. The questions that Mark asked led me to places I do 

not believe I would have made it to myself, and at times they were places I did not want to go. For it is 

true even now, that I sometimes want to ignore these feelings, but I am much happier that I have not and 

being involved in this project has allowed me to explore that. My gender identity does not fit the gender 

binary model. I am neither male nor female. I find this an exciting place to be, full of possibility for 

expression and experience. I also find it terrifying, cut adrift from shared ideas of the majority; free of 

the norm for good or ill. 

Bionote: 

Mark Chapman is a filmmaker and artist based in Newcastle upon Tyne, UK. His moving-image work 

has been selected for numerous festivals including Edinburgh International Film Festival, Clermont-

Ferrand International Short Film Festival, IKFF Hamburg, São Paulo International Short Film Festival, 

Encounters and Uppsala International Film Festival. Previously, he was selected for the Berlinale Talent 

Campus at the Berlin Film Festival. Drawing on documentary conventions, he uses different modes of 

art practice to construct poetical cinematic narratives focused on subjective and sensory experience. His 

photographic work has appeared in magazines such as ID, Screen International, Sight & Sound and 

Aesthetica. He also worked at Third Films where he collaborated on feature films and installation 

projects (Duane Hopkins’ Bypass, Esther May Campbell’s Light Years). 

 

‘Unhung Heroes’ 

 

Lazlo Pearlman 

 

Northumbria University 

‘Unhung Heroes’ is a short comic fiction film about five FTM (female to male) transgender guys who, 

after finding an internet article announcing the first actual penis transplants are about to be performed, 

imagine a scheme to come up with over a million dollars in surgery money. Riffing on influences as 

diverse as Reservoir Dogs, Busby Berkeley and Peter Berlin movies, this action-packed comedy starts 

with their experience of life as a 'guy without a dick,' then follows their rosy fantasies of life 'post-

transplant,' and the crazy imaginary lengths they go to for the money. 

‘Unhung Heroes’ was released in 2002 and has played in festivals around the world since then. It is 

distributed by Frameline in San Francisco. 

Bionote: 

Lazlo Pearlman is a performance maker, theorist and lecturer in Performing Arts at Northumbria 

University in Newcastle, UK. Recent publications include: first authorship ‘Arts and Artists’ for Trans 

Bodies, Trans Selves, (Oxford University Press 2014), ‘‘Dissemblage’ and ‘Truth Traps’: Creating 

Methodologies of Resistance in Queer Autobiographical Theatre’ Theatre Research 

International (2015), and ‘Kisses Cause Trouble Le Vrai Spectacle: Queering the French, Frenching the 

Queer’ for Queer Dramaturgies (Palgrave, 2015). Performance and film works include Unhung 

Heroes (Frameline 2002), Fake Orgasm (Zip Films 2013) Dance Me to the End of Love (2010-2017) 

The Not My President’s Day/No (Br)Exit Cabaret (2017). 
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Panel F: Queering the Screen 
 

Love and Sex in Queer Self-Representations in Communist Poland 

Lukasz Szulc 

London School of Economics and Political Science 

 

Queer, or rather LGBT, visibility in Central and Easter Europe (CEE) is usually considered to emerge 

after the fall of communism in Europe in 1989. The time before 1989 tends to be perceived as wasted, 

a kind of communist no-time of no economic, political and social advancements, including the absence 

of any development of LGBT activism and any cultural production by LGBTs. Contrary to this myth, 

in this presentation I will introduce two gay and lesbian magazines which were published in Poland in 

the 1980s: Biuletyn (later renamed Etap), produced between 1983 and 1987 in Vienna by a Polish citizen 

and then distributed in Poland, and Filo, produced between 1986 and 1990 in Gdańsk. I conducted a 

comprehensive analysis of the content of the magazines (altogether 310 pages) and in-depth face-toface 

interviews with three key people behind them (altogether 215 minutes), which resulted in a book entitled 

Transnational Homosexuals in Communist Poland: Cross-Border Flows in Gay and Lesbian Magazines, 

to be published in Fall 2017 by Palgrave Macmillan. For the purpose of this presentation, I will zoom 

in on the representations of love and sex in the magazines, which will allow me to discuss some vital 

issues regarding queer self-representation. First, I will argue for the importance of historical and 

geographic context for queer self-representation; in my case, the context of communist censorship, 

social homophobia, lack of LGBT infrastructure and emergence of the HIV/AIDS epidemic. Second, I 

will consider some normative ideas put forward in the magazines, related to such issues as pornography, 

promiscuity, romantic love, sex work and sex in public. Finally, I will track transnational influences in 

the content of the magazines, pointing to the Western hegemony in LGBT culture, in Poland already in 

the 1980s, when LGBTs were allegedly locked behind the Iron Curtain.  

 

Bionote:  

Dr. Lukasz Szulc is a Marie Curie Research Fellow in the Department of Media and Communications 

at the London School of Economics and Political Science and an incoming co-chair of LGBTQ Interest 

Group of the International Communication Association. His academic interests include (digital) media, 

trans/nationalisms and sexualities, with focus on Central and Eastern Europe, particularly Poland. He 

has extensively published on these topics in academic journals (e.g. Sexualities, New Media & Society, 

International Journal of Communication) and books (e.g. Queer in Europe). He has recently co-edited 

LGBTQs, Media and Culture in Europe (Routledge, 2017) and is currently finalizing his monograph 

Transnational Homosexuals in Communist Poland: Cross-Border Flows in Gay and Lesbian Magazines 

(Palgrave Macmillan). Lukasz has also contributed to the popular science blog Notches: (Re)marks on 

the History of Sexuality. His website is www.lukaszszulc.com and he tweets from @LukaszSzulc. 
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‘Lesbian Reading Glasses’ and a Digital Archive: Queering Women in the Dead White Man’s 

Canon 

Alice Margaret Kelly 

University of Edinburgh 

 

Writing a thesis on Joseph Conrad’s colonial fiction, it may appear at first glance that there are no queer 

screens in my work. In this paper, however, I posit that there are several screens, masks, partitions and 

monitors between myself and the texts under discussion, ‘Freya of the Seven Isles’ (1912) and The 

Rescue (1920). Queerness is screened in the images, illustrations and advertising, that accompanied 

these texts in their contemporary serialized form in transatlantic periodical magazines: concealed (when 

moments between women are hidden or disguised), but also made visible by the intervention of digital 

humanities and my ‘lesbian reading glasses’ (Medd, 8). My laptop screen becomes a queer screen when 

I access these images through the digitised archive of periodicals, Conradfirst.net, and see female bodies 

circulating in subversively erotic spaces. The partition in Conrad scholarship that separates queerness 

from the scope of what is understood as ‘Conradian’, also acts as screen. According to this criticism, 

homosexuality in Conrad, where it exists at all, happens only between men; the only female character 

permitted to be identified as lesbian must be unattractive and married to a man (see Hodges 387, Ruppel 

102). In this context, my reading becomes an interventionary queer adaptation. I insist on projecting 

onto the screen of my paper the intimate, intense, racially coded, colonially significant, sexually potent, 

relationships between Freya and Antonia in ‘Freya of the Seven Isles,’ and Edith and Immada in The 

Rescue. By queering this canon, I refuse to allow images and texts of the past to be screened as signifiers 

of an assumed heterosexuality that disappears narratives of queer bodies. 

 

Bionote:  

Alice Margaret Kelly is a Wolfson doctoral candidate at the University of Edinburgh, where she also 

completed her undergraduate degree in English Literature, and her Masters in Eighteenth and Nineteenth 

Century Literature. In an attempt to decentre the dead white man from literary criticism, she positions 

her thesis as a queer, feminist and postcolonial translation, adaptation and reimagining of the colonial 

canon (represented by Joseph Conrad). She is also interested in the materialisation of this canon through 

time, from periodical and pulp forms in the twentieth century, to its transformation in film, graphic 

novels and digital humanities today. 

 

Disgust and the Poetics of Kinship 

Megan Fernandes 

Lafayette College 

 

In Sianne Ngai’s book on Ugly Feelings, she discusses disgust as an asymmetrical emotion that is both 

about repulsion and attraction. The disgusting object seems to say: “you want me.” And moreover, the 

disgusting object is agreed upon, it has social consensus. We currently live in an age of disgust that is 

explicated through oppositional poetic discourses of kinship and terror. We animalize immigrants and 

fantasize about borders that cage us into an insular nationalism. Consider W. Shire’s “Home” or H. 



47 
 

Charara’s “Animals,” both which examine the affect of terror through the creation of environmental 

wastelands where subhuman creatures appear as half-abled protagonists. This paper will examine 

contemporary poetic texts and a cinepoem and discuss how affects of disgust and terror act as political 

formations of queer subhuman kinship. 

 

Bionote:  

Megan Fernandes is a poet and academic. She is an Assistant Professor of English at Lafayette College 

and lives in NYC. She has a PhD in English from the University of California, Santa Barbara and an 

MFA in poetry from Boston University. Her work has been in published in Postmodern Culture, The 

California Journal of Poetics, and elsewhere. Her research is interested in queer experimental vitalities 

within scientific histories and literature.  

 

 

PANEL G: Activist Queer Screens 

 

Contemporary Queer Feminist Moving Image Making Methodologies: Queering the Film Set 

Anna Helme 

Melbourne University 

 

Contemporary queer feminist moving image makers draw from a set of approaches as an adjunct to, and 

as distinct from, the usual modes of the established industrial film production process, using a variety 

of techniques emerging from queer and feminist praxis, community, social practice and theory – though 

these methods vary between individuals, and the contexts in which production takes place. These 

methodologies include a heightened focus on collaboration, community based production, process-

based (rather than outcome-based) work, hybrid approaches, formal and informal affirmative action 

policies, anarchist and socialist organising principles, experimentalism, lived experience, and media 

activist tactics. I analyse methods described in interviews with five contemporary queer feminist 

filmmakers, along with a close examination of my own creative practice as research, in which I define 

queer in this case as both a cultural and aesthetic sensibility emerging from self-organised radical queer 

communities and a politicised disruption of normative conceptions of sexuality and gender, and use 

feminist to describe a political and social consciousness and activism around masculine gender privilege. 

In this paper I discuss the extent to which the practice of queer feminist moving image making is often 

a utopian project in and of itself and constitutes a critical disruption of conventional frameworks for 

making films. I examine the relationship between queer ways of making films and the resulting queer 

meanings represented on screen, with a particular focus on the queer experimental films of Cary 

Cronenwett in San Francisco and feminist collective porn production in Berlin. 
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Bionote:  

I am a filmmaker, video artist, media activist and researcher based in Australia. My doctoral research at 

the University of Melbourne mapping contemporary queer feminist filmmaking practices across 

contexts from underground and community settings to institutions and industry utilises an iterative 

artistic research model incorporating my own praxis and interviews with other contemporary queer 

feminist filmmakers. One of my short films that has emanated from my research, a hybrid sci-fi doco 

experimental film about the radical queer potential to create the self (MyMy, 2014), has played in queer 

and transgender film programs around the world, including BFI Flare, Outfest Los Angeles and 

Frameline San Francisco. I presented MyMy at the 10th international Somatechnics conference in 2016 

and I wrote a paper in 2015 examining the making of this film in relation to queer theory, politics and 

community and its intersection with Donna Haraway's Cyborg Manifesto, for a journal edition 

celebrating the manifesto's 30th anniversary. I curate a sidebar of experimental and radical queer moving 

image programming and panels for the Melbourne Queer Film Festival, inspired in 2017 by 

Halberstam’s The Queer Art of Failure. My work as a video artist has been exhibited internationally 

from MIX Queer Experimental Film Festival in New York to Sydney queer art collective Glitter 

Militia’s Nightcraft takeover of the Museum of Contemporary Art, an exhibition focusing on radical 

queer social practice, performance and the nightclub. 

 

 

‘We Must Write’: Negotiating Visibility in a Feminist Queer Counterpublic 

Sara Mourad 

University of Beirut 

 

This paper traces the media history of Meem, a Beirut-based feminist queer collective that was active 

between 2007 and 2014. Through interviews with members of the collective, I show how private and 

public media practices – including personal messaging and email correspondence, blogging, zine-

creation and editing, translation, digital protest mobilization, and the making of protest signs – have 

conditioned and shaped the emergence of a distinctly local feminist and queer discourse and 

counterpublic. Looking in particular at the politics of visibility across these forms of mediation, I argue 

that the degrees of opacity and anonymity afforded by digital media technologies have enabled the 

circulation of non-conforming genders and sexualities in the normative public sphere.              

 

Bionote:  

Sara Mourad is an Assistant Professor of Media Studies and Program Coordinator of the Gender & 

Women’s Studies initiative at the American University of Beirut. Mourad works at the intersection of 

media and cultural studies, social movements, feminist theory, and queer studies. Her current research 

explores the role of media in the formation of feminist and queer discourses, subcultures, and 

counterpublics in post-war Lebanon. Mourad received her PhD from the Annenberg School for 

Communication at the University of Pennsylvania. Her work has appeared in the International Journal 

of Communication, Critical Studies in Media Communication, the Journal of Communication Inquiry, 

and Jadaliyya.  
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From ‘Christian Postmodernism’ to ‘Digital Video Activism’: Cui Zi’en’s Queer Marxism 

Hongwei Bao 

University of Nottingham 

 

Cui Zi’en is probably one of the most prominent queer filmmakers in the Sinophone world. Often 

referred to as ‘Pedro Almódovar’, ‘Rainer Werner Fassbinder’, or ‘Andy Warhol’ in China, Cui’s films 

are characterised by a distinct ‘queer’ style. His early feature films mostly employ an avant-garde 

narrative style and cinematic aesthetics to explore the lives of people in a utopian and fantastic world 

free from the constraints of gender, sexual and kinship norms. Beginning in 2007, he turned to 

documentary filmmaking and started to use more conventional film aesthetics alongside advocating a 

social movement agenda. His documentary films should be positioned in China’s New Documentary 

Film Movement and understood as informed by his experience in organising the Beijing Queer Film 

Festival. From his early belief in ‘Christian postmodernism’ to his later slogan of ‘digital video 

activism’, Cui’s changing film aesthetics and styles are underpinned by his evolving understanding of 

art and politics, as well as his continuing  interactions with the leftist politics in a transnational context. 

While many audience and critics see the change as radical and incompatible, I see continuity and 

consistency in his styles—that is, an unrelenting commitment to Marxist theory and practice in a world 

dominated by neoliberal ideologies. Cui’s documentaries thus contribute to a growing transnational 

body of works that culturally translate queer theory in the Sinophone world in conjunction with 

Marxism, forming what Petrius Liu defines as ‘queer Marxism’ (2015) in transnational China. In tandem 

with my interview with the filmmaker, this article charts the trajectory of the formation of queer 

Marxism in transnational Chinese cinema through the examination of some of Cui exemplary works, 

including Feeding Boys Ayaya (2003), Night Scene (2003), We Are the … of Communism (2007), and 

Queer China, ‘Comrade’ China (2008).  

 

Bionote:  

Dr Hongwei Bao is Assistant Professor in Media Studies at the University of Nottingham. His research 

primarily focuses on gay identity, queer filmmaking, and LGBT politics in transnational China. Email: 

hongwei.bao@nottingham.ac.uk  
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