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Issue No. 2, December 2012 

 

About the Newsletter 

The Newsletter of the Women‟s Film and Television History Network – UK/Ireland is 

circulated to all members twice a year. Its purpose is to provide members with news and 

information about conferences, publications and other events concerning women‟s film 

and television history. The Newsletter provides a forum for publicising your events and 

for keeping members informed of other activities and projects. The contents of the 

Newsletter depend partly on submissions of items for circulation by network members 

so please send in details of anything you think would be of interest to WFTHN 

members. Send copy to the editor, Melanie Bell (melanie.bell@ncl.ac.uk). The next 

deadline for copy is 1st June 2013. 

 

Articles in Issue 2 

Articles in Issue 2 include The Pop-up TV Pop Shop by Helen Wheatley and reports on 

events of interest to women‟s film and television history from Angela Martin, Christine 

Gledhill, Elaine Burrows, Rona Murray, Melanie Bell and Terry Wragg.  

 

The newsletter is available to all members. To join for free and start receiving our 

newsletters please register at <WFTHN@JISCMAIL.AC.UK> 
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WFTHN Articles and Reports 

 

Helen Wheatley  

The Pop-up TV Pop Shop  

As reported in the last newsletter, the project „A History of Television for Women in 

Britain, 1947-1989‟ is running between Warwick and De Montfort Universities from 2010 

to 2013. In 2012, we have been particularly focused on disseminating some of our 

findings beyond academia and given our focus on both „ordinary television‟ and the 

memories of „ordinary women‟, we have been looking for unorthodox ways to present 

our historical research back to a public audience. The result of this desire to situate our 

research within an „everyday space‟ and to talk to the general public about the research 

and about their memories of television was a pop-up exhibition and „drop-in‟ shop in 

Coventry city centre focusing on the history of British pop programming, one of the 

striking themes of our audience research: The Pop-up TV Pop Shop. Music on 

television has arisen as a key area for discussion in Hazel Collie, our doctoral 

researcher‟s, audience research in ways we hadn‟t initially anticipated: interviewees 

have been especially keen to talk about viewing pop programmes, about their 

importance in keeping up with (and recording) the latest trends in pop music and 

fashion, and their impact on their evolving identity as teenagers and young women 

(particularly around key programmes such as Ready Steady Go, Six Five Special, Top 

of the Pops and The Tube). 

 

The Coventry arts organisation Artspace brokered a deal with Coventry City Council 

through their „Empty Shops‟ initiative (recently praised in Mary Portas‟ high street 

review), to house the project team‟s exhibition about their work in a disused cafe in 

Shelton Square in Coventry city centre throughout May 2012. Shelton Square is a 

relatively run-down area in the city centre: it mainly houses small local business, and 

hasn‟t attracted any large high-street chain stores. It is adjacent to the indoor market 

and away from Coventry‟s main shopping centres. The exhibition made use of the large 

shop window (and the inside of the shop) to display an exhibition of props, documents, 
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and moving-image footage to evoke the history of this programming in this period, and 

to get the passing public thinking and talking about the television, and particularly pop 

programmes, that were important to them. 

 

 

We opened the shop three times a week so that members of the public could drop in to 

talk to the project team about their work and share their memories of television viewing 

in this period, as well as looking at the items on display. Visual prompts throughout the 

shop, placed alongside images from listings guides in which pop television featured, a 

collection of TV ephemera from the postwar period, and furniture, clothing, and objects 

which evoked a 1960s living, asked the visitors to talk to us, and each other, about their 

memories of television of this era, and to share their thoughts and memories of pop 

programmes in particular. In addition to talking, visitors were encouraged to add their 

memories on cards to pin boards on the wall, and/or to a visitors‟ book. 
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Whilst we initially had some anxieties about placing our research in this kind of space, 

not least the fear of someone angrily confronting us with the question of „What are you 

doing this for?‟ or „What is the point of this?‟, what we found immediately was that 

people from all walks of life, and of all ages, were hugely enthusiastic about the 

exhibition on a number of fronts. Firstly, there were those who were pleased to simply 

see something other than a boarded up shop in the city centre: people felt it was an 

innovative use of neglected space and called for other similar exhibitions in our guest 

book. We were also told repeatedly that it was nice to know „what people were up to up 

at the university‟ – for example, an eighty six year old widow from Holbrooks in Coventry 

who talked at length about his „rationing‟ of television viewing as opposed to his wife‟s 

avid relationship with the soaps, commented in the visitor‟s book as he left „A great idea, 

let the public know that UNI is NOT all beer and skittles. I hope it works well.‟ However, 

the overwhelming response, repeatedly given in all forms of feedback, was how much 

people had enjoyed the opportunity to reminisce, and to be reminded of viewing long-

forgotten, and for the „invitation to be nostalgic‟. Many women talked quite explicitly 

about how important television had been to them in defining and rehearsing gender and 

class-based identity. For example, two women in their forties reflected on the ways in 

which the exhibition had prompted reflections on television and family life: 
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For the people visiting the exhibition, confronted with „pop up history‟ for the first time, 

the opportunity granted to talk about their memories by researchers interested in 

programmes and viewing practices familiar to them was both welcome and important. 

From our point of view it enabled us to talk to both men and women about programming 

that women identified as „theirs‟, and to test some of the narratives that had developed 

about women‟s programming in our historical research; we found that many of the men 

we talked to also saw pop programming as significant in their „television history‟, though 

usually in the context of acting as a precursor to „going out‟ – we learned a lot of 

Coventry‟s club scene in the 1960s. The women who visited the exhibition both 

confirmed the findings of our earlier audience research, that „their‟ television was 

generically varied and that it intersected with their life histories in interesting ways, and 

also added to our growing lists of programmes and genres that women wanted to claim 

as being made for them. 

 

Follow us and contribute your own memories on our Facebook page „Women‟s 

Television‟. 

Project team: Dr Rachel Moseley, Dr Helen Wheatley and Dr Mary Irwin (Warwick); Dr 

Helen Wood and Hazel Collie (De Montfort). 
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Report on ‘Mildred Pierce’, a research day held at the University of Bristol’s 

Department of Drama, Theatre, Film and Television, 20 October 2012 by Christine 

Gledhill.  

 

In the heady days of an emerging feminist film criticism, Mildred Pierce vividly 

dramatized our conviction that Hollywood's narrative and generic strategies, developed 

within a patriarchal framework, objectified or repressed its female protagonists. Here the 

ideological struggle could be seen fighting it out through the clash of two generic 

systems, subjecting the heroine of what should have been a woman's film -- focused on 

a working mother's fight to build a restaurant business through which she could support 

her children and maintain her independence -- to a noir investigation in which a police 

detective exposes her mother love as source of her daughter's monstrous selfishness, 

resulting in murder. The ending capped it all with Mildred's separation from her daughter 

and apparent return to her former husband, with two scrub-ladies on their knees in the 

foreground. Such defeat of a woman's financial success appeared neatly to mirror what 

was assumed to be the consequence of the ending of the Second World War, when 

men returned to displace the female workforce and women were 'sent back' to the 

home. Film noir seemed to offer a powerful generic weapon to disarm the focus of the 

woman's film on independent women and the power of female stars such as Joan 

Crawford to represent them. Punishment was the outcome. 

 

What makes this story still potent, not only for feminist critics, but for a postmodern 

filmmaker such as Todd Haynes, whose new mini-series for HBO prompted this 

weekend event? What does the 1945 film say to us now? What impact does the Todd 

Haynes version and the replacement of Joan Crawford by Kate Winslet have on the way 

Michael Curtiz's film looks to us now? What do new currents in film studies, such as 

work on stars or costume design, or in feminist film criticism, offer us in revisiting an 

iconic film from our past, re-emerging in a new guise now? What kind of redirection to 

the past does Todd Haynes' mini- series take for those not around when feminists were 

first moved to defend Joan Crawford's Mildred against her patriarchal put-down? 
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These were questions the day opened up to lively exploration by Pam Cook, Stella 

Bruzzi, and Anna Raeburn in conversation with Martin Shingler for a gathering of 40 or 

so film teachers, researchers and some filmmakers, mostly women, representing 

different generations of cinemagoers. The day opened with Pam Cook, who had written 

one of the founding arguments in feminist approaches to Mildred Pierce -- which, we 

were delighted to learn, had been read by Todd Haynes. While distancing herself from 

feminism's earlier desire to expose ideology -- 'telling off' filmmakers for what they failed 

to do -- Pam Cook explored the different relations to history orchestrated by the 1945 

film, its source novel, and current TV remake, cast in terms of 'memory work.' Thus she 

argued that films relate not only to their immediate social context -- whether the Great 

Depression (of the novel), the post-WWII moment (of the 1945 film), or the current 

Great Recession as context for Todd Haynes mini-series -- but carry from generation to 

generation dimensions of myth (e.g. Demeter's search for her abducted daughter, 

Persephone), appearing in different forms, each iteration haunting new productions 

through the creative work of memory.  

 

Thus Pam Cook stressed the multiple layering that goes on in any act of creative 

production. If the team responsible for the 1945 film had resorted to film noir in order to 

'hardboil' the more social-realist conception of Mildred in James Cain's novel, stressing 

her working-class motivations, Todd Haynes's claim he forgot the film in his desire to 

return to the book could not, she suggests, erase the memory of the film, either in his 

own work or for the audience. Not only in calling up cultural signs to authenticate the 

past -- checked gingham and floral print dresses for instance -- does the film perform a 

kind of archeological remembering, but the 1945 Mildred Pierce remains potent in 

Haynes's own play with vision (use of frames, mirrors, shots through windows) that 

troubles its naturalist surface. Equally it inevitably recalls the memory of the film passed 

from early feminist writing engaging with film noir in the 1970s through generations of 

feminist writers (see the plethora of articles and chapters on the film), to contemporary 

audiences sensitized to media reflexivity as part of our understanding of the past.  
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A screening of the 1945 Mildred Pierce took us back to a critical and viewing past, for 

some of us itself a haunting recall of a receding period of feminist activism. Then Stella 

Bruzzi brought more recent lines of inquiry that focus on the stories that fashion tells, 

highlighting the power of costume design to orient us to character and star. Here 

perhaps, aside from the elimination of the noir plot strand, lay the most marked 

distinction between the two versions of the Mildred Pierce, most calculated to separate 

present from the past, producing a disjunctive 'jarring' of remembrance. Stella Bruzzi 

pointed to the design strategies of Gilbert Adrian, responsible for Crawford's spectacular 

costumes, in many cases unwearable by any ordinary woman -- the extraordinary hats 

in Mildred Pierce, being a case in point. But if the conjunction of star performance and 

designer outrageousness produced Crawford as the 'ultimate fantasy figure,' this also 

meant that her persona dominated whatever she was dressed in (and possibly also 

whatever the narrative attempted to do to her). Against this figure, she suggested that 

Todd Haynes's 'naturalism' drew on his costume designer, Ann Roth's dictum, 'I don't 

dress movie stars, but actors playing characters.' Thus Kate Winslet's Mildred is 

dressed in what, besides Joan Crawford's costuming, appears down-market clothing in 

order to stress ordinariness and to suppress her own stardom - 'no shoulder pads' 

Haynes demanded, while the character repeat-wears costumes in different scenes and 

that small floral print is repeatedly echoed in the dress of passersby. In this context 

Stella Bruzzi pointed out, spectacle is saved for Veda, highlighting her abnormal 

greediness and ultimate malevolence. If however, down-dressing Mildred recalls the 

1930s Depression, these nostalgic signs of authenticity may recall images that chime 

with a sense of 'Austerity' of our own times, especially in Europe. 

 

Following a screening of the last episode of Todd Haynes's mini-series and with our 

memories thoroughly reactivated, Anna Raeburn and Martin Shingler together 

effectively reprised themes of the day in a lively conversation in which, drawing on 

Anna's book on Joan Crawford and Martin's on Bette Davis, they exchanged 

perceptions of the history of Crawford's developing and changing star persona and of 

her interaction with a role she wanted fiercely to play. In the hands of these two skilled 
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performers, the conversation format took us beyond the formalities of the interview, their 

historical research and viewing memories interacting with present perceptions, so we 

could see new thoughts and ideas emerging out of the dialogue and in response to key 

extracts that they dropped into place just at the right moment, stimulating, as had all the 

speakers, lively discussion with the day's participants. 

 

The event, then, called on our individual and collective memories of a series of stories -- 

myth, book, film, stars and performers, director's mini-series -- centred on a mother-

daughter relationship and on the solidarity between women friends -- which has been a 

source of creative elaboration by men and women, filmmakers and critical audiences, 

which we both recall and may find newly meaningful in present circumstances. 

 

Report on ‘From Page to Screen: Making and Remembering Women’s History’, a 

symposium held at The Women’s Library, London, 26 October 2012 by Angela 

Martin.  

 

As we all know, women‟s history has, in the past, been one of: not seen, ignored, 

denied, hidden, or, as June Purvis put it at this event, „translated with a male HIS-toric 

perspective‟. Those women who began to retrieve „her story‟ in the 1970-80s achieved, 

perhaps, the equivalent of exploring the deepest Amazon. In 1984 the Sheffield 

Women‟s Film Co-op made Red Skirts on Clydeside, a film about the Glasgow rent 

strike during the First World War and, while researching, were appalled to find women‟s 

activism catalogued under „miscellaneous‟ on a high shelf at the Marx Memorial Library 

(inaugurated in 1933). They had better luck with The Women‟s Library (TWL, 

inaugurated in 1926), but found themselves trailing through corridors before finding an 

inauspiciously labeled room in the basement of the, then, City of London Polytechnic. 

Eighteen years later, TWL moved to the fitter-for-purpose building it has occupied from 

2002 at the London Met University, and became the welcoming and crucial resource of 

women‟s history we all know and appreciate. 
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So the news, earlier in 2012, that The Women‟s Library was in danger of being closed 

down signalled a serious crisis. The Page to Screen event was planned as part of the 

campaign to support TWL‟s continuation, and Vicky Ball, who organised it on behalf of 

WFTHN, introduced the afternoon with a chilling reference to women‟s culture being the 

first cut in times of economic pinch. 

 

More than luckily, however, the event was also a celebration – not only of TWL‟s 

achievements hitherto, but also of the news that the collection and its related activities 

will now move, in 2013, to the London School of Economics, where there is a thriving 

Institute of Gender Studies and a serious commitment to the development and archiving 

of knowledge. Beth Mercer, currently Head of TWL, spoke of the real advantages to the 

Library of this move, despite the sadness of losing the – actually quite beautiful – home 

it has occupied since 2002.  

 

Diane Shepherd, TWL Information Librarian, talked about the collections and, in terms 

of film, the Changing Lives Project (TWL and the East London Schools Consortium), in 

which 58 pupils had researched women‟s history topics and presented their work to an 

audience of 250; and the Poppy Project‟s week-long workshop at TWL, with Anis Joslin, 

in which five trafficked women had developed filmmaking skills out of which came the 

film, Sold Feelings. Kate Murphy, guest curator of the excellent current exhibition, The 

Long March to Equality: Treasures of The Women’s Library, followed with a 

presentation about it. The exhibition highlights through a range of visual media “some of 

the most fascinating stories in British history” and it is an impressive exhibition - to be 

visited.  

 

Very appropriately, in the context of the exhibition, June Purvis (University of 

Portsmouth), who is currently writing a biography of Christabel Pankhurst, posed the 

problem of writing women‟s history (here, specifically, biography) in her paper,  „Writing 

a biography of Emmeline Pankhurst: what differing stories to biographers tell?‟ Several 

biographies of Mrs Pankhurst have been written, including her own autobiography in 
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1914 – and Sylvia‟s “unflattering picture” of her mother in her 1931 book, The 

Suffragette Movement: an intimate account of persons and ideals, an account of the 

Women‟s Social and Political Union. Sylvia‟s portrait reflects the love-hate relationship 

between them – both personal and political - which unnecessarily influenced, Purvis 

demonstrated, subsequent, and clearly ill-informed, writing about Emmeline. Purvis 

challenged these mis-representations in her own biography in 2003 of Mrs Pankhurst, 

who was, she wrote - and contrary to Sylvia‟s portrayal - a strong leader wanting not 

only the vote for women, but also more radical reform to bring equality for women in 

marriage, education, employment etc. 

 

Vicky Ball (University of Sunderland), whose research interests focus on television, 

discussed the 1974 BBC/Warner TV co-production, Shoulder to Shoulder, which was a 

drama adaptation series of the 1931 book by Sylvia Pankhurst‟s referred to by Purvis. 

The series wanted to – and did - deal sympathetically with radical feminist politics of the 

time (and relevant to the 1970s) but it also wanted to appeal to a wider and inevitably 

less radical audience. Achieving both at the time was extremely difficult when women 

hardly featured as more than accessories, and/or as either pure or immoral. Perhaps, 

not surprisingly given the sub-title of Sylvia‟s book, the TV adaptation utilised “soap 

opera conventions [and] … melodrama … featuring the action around a particular upper 

middle class family – the Pankhursts”, much as Upstairs and Downstairs had done. Ball 

argued that the series has been overlooked critically because it was woman-centred 

and dealt with women‟s politics. This neglect is by way of comparison to the critical 

celebration of more masculine socialist texts of the same period such as The Cheviot, 

the Stag and the Black, Black Oil (BBC 1974) and Days of Hope (BBC 1975). 

 

Helen Wheatley (University of Warwick) entitled her paper „Feeling historical …‟ 

because, she suggested, 1970s popular television drama “spoke to its viewers about 

the feelings of history”- those of historical women, and, by extension, those of the 

audience. Referring to Upstairs, Downstairs and Edward the VII as examples, Wheatley 

demonstrated how the feelings of represented historical figures were conveyed by “the 
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glances and sighs of character performance [and characters‟] interactions; also by the 

arrangement and design of sets and costumes … within a „domesticated‟ and closed 

studio-bound room”. Thus the viewer can „feel‟ how the historic character might be 

feeling – and, how much like the viewer herself, both wearing clothes and inhabiting 

interiors reflecting the trends of the 70s (Biba, Laura Ashley etc.). These dramas 

provided visual pleasure, but what about history? The popular drama of the time 

showed evidence of a concern for women‟s issues, demands, etc., but perhaps, 

Wheatley suggested, more in terms of „worrying at‟ than „working through‟. 

 

Ninety-two participants attended this rich, affirming and enjoyable afternoon event. The 

Long March to Equality: Treasures of The Women’s Library continues at TWL until 23 

March, opening again after Christmas on 14 January. For the planned times of 

movement of the collections and other facilities, consult the TWL website 

(http://www.londonmet.ac.uk/thewomenslibrary/). 

 

Report on Pordenone, Le Giornate del Cinema Muto, 6-13 October, 2012 by Elaine 

Burrows. 

 

The themes of this year‟s Giornate included adaptations from the work of Charles 

Dickens, desribed as “father of the screenplay”; particularly of interest in this was an 

outstanding performance by Constance Collier as Lady Dedlock.  There were also 

screenings of a number of short films based on the stories of W W Jacobs, directed by 

H Manning Haynes and scripted or co-scripted by Sheffield-born Lydia Hayward.  The 

titles shown, A Will and a Way, Sam’s Boy, The Skipper’s Wooing, The Head of the 

Family, and The Bosun’s Mate (all produced for Artistic Pictures in 1922) will be familiar 

to anyone who attended the British Silent Cinema event in Cambridge this year.  David 

Robinson remarked, in the Giornate catalogue, that “Hayward should be credited with 

the outstanding success with which Jacobs‟ literary style has been translated visually”. 

 

http://www.londonmet.ac.uk/thewomenslibrary/
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Other highlights this year were a retrospective of the work of Ukrainian-born actress, 

Anna Sten, a screening, in the cathedral, of Carl Theodor Dreyer‟s La Passion de 

Jeanne d’Arc (1928), with Renée Falconetti in her only starring film role, and a gala 

showing of The Patsy (1928), featuring Marion Davies, with a specially commissioned 

score by Dutch composer and pianist, Maud Nelissen. 

 

As usual, the Giornate hosted a Women and Film History International meeting, led by 

Ansje Van Beusekon and Leslie Midkiff DeBauche.  The main part of this was taken up 

with confirming dates of future events such as Console-ing Passions at De Montfort 

University, 23-25 June 2013, and the second Doing Women‟s Film and Television 

History at the University of East Anglia, 9-11 April 2014.  There was some discussion 

about the September-October dates currently proposed for WFHI‟s 2013 Women and 

Silent Screen event in Melbourne, as several participants felt it would be too close to 

Pordenone for them to be able to attend both.  The organisers were to be asked to 

consider rescheduling.  The Kinothek Asta-Nielsen‟s Valeska Gert event on October 

24th was also noted. 

 

Report on the London Feminist Film Festival, 29 November – 2 December 2012 at 

Hackney Picture House by Terry Wragg.  

 

The London Feminist Film Festival was a success, following in the almost forgotten 

footsteps of Amsterdam‟s 1981 International Feminist Film Festival and Cardiff‟s 1983 

National Feminist Film and Video Conference. Lasting four days, it screened 16 films by 

women from 14 countries, including five UK premieres and a European premiere. 

Almost all the screenings sold out in advance. 

 

In certain organisational aspects this festival differed from its predecessors, and may 

have caused misgivings among some second-wave veterans of 1980s WLM events. 

The festival was initiated by two individuals, one of them a man; there was no 

committee; screenings were open to all, including men; the selection and indeed every 
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aspect of the organisation, it gradually emerged, was decided and carried out by the 

Festival Director, Anna Read, and Festival Assistant, Björn Suttka. In other departures 

from old-school feminist practice, there was to be a competition, for “best film”; and no 

sign of a crêche. 

 

But the audience filling Screen One at Hackney Picture House on opening night for the 

UK PREMIERE of “Lesbiana – A Parallel Revolution” seemed to have cast any doubts 

aside. Buzzing with anticipation, second-wavers mingled with third-wavers and those 

who had yet to dip into any wave at all. The film, by Myriam Fougère, documents 

lesbian separatism during the 1970s and 80s in North America, using interviews and 

archive footage. After an hour of what today seem quaint vintage scenes, typically 

showing women in dungarees building log cabins in sunny forest glades, the lights went 

up to show a warm and fuzzy audience beaming with delight.  

 

Then, the panel discussion began: and one panellist immediately asked the men in the 

audience to leave. There were gasps throughout the cinema. The men did leave. Many 

women left too. The temperature in the room dropped considerably. Those who stayed 

found themselves discussing this incident rather than the film. A launch party afterwards 

failed to restore the atmosphere. 

 

Next day, the festival‟s feel-good factor began to return, together with its capacity 

audience – this time to see “A Question of Silence,” Marlene Gorris‟s hard-hitting 

feature from 1982. Subsequent screenings featured shorts from Africa, Argentina, Sri 

Lanka and Sweden, and Dagmar Schultz‟s new film about Audre Lorde‟s years in 

Berlin. Popular documentaries included Hélène Harder‟s “Ladies‟ Turn” about women‟s 

football in Senegal; Sue Sudbury‟s “Sari Stories” about child brides in India; Hong Yane 

Wang‟s “Seating Code” about misogyny in China and Jeong-One Park‟s “Kung Fu 

Grandma” about resistance to rape in Kenya. This last was in the final “Fighting Back” 

programme, with Leeds Animation Workshop‟s 1983 “Give Us A Smile,” about violence 

http://londonfeministfilmfestival.com/programme/lesbiana-a-parallel-revolution/
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against women, and “The Womanhood”, a menstruation fantasy by Yvonne LaBarge 

(USA, 2011). 

 

A well-thought out programme of screenings, each followed by a discussion including 

film-makers, activists and audience; and efficient, good-humoured and self-effacing 

management combined to make this internationally aware yet human-scale festival 

enjoyable, significant and inspiring. It is hoped there will be a sequel. 

 

Report on ‘Unpicking Costume Design’, a BFI London Film Festival event held at 

the BFI Southbank on 11 October 2012 by Melanie Bell. 

 

Fifty participants gathered in NFT3 for a plenary panel discussion of costume design in 

film and television production. Organised as part of the 56th BFI London Film Festival, 

the event was ably chaired by Deborah Nadoolman Landis, Oscar-nominated costume 

designer and Senior Guest Curator of the V&A‟s current exhibition „Hollywood 

Costume‟. The panellists were Dinah Collin, Jane Petrie, Sammy Sheldon Differ, and 

Michele Clapton, designers with an impressive array of credits amongst them, ranging 

across genres, period, budgets, and which included Game of Thrones, Fish Tank, 

Moon, the BBC‟s 1995 adaptation of Pride and Prejudice, Gladiator, X-Men: First Class 

and The Bourne Supremacy.  

 

The ensuing discussion, enlivened with trailers and clips showcasing the women‟s work, 

brought into view one of the central channels through which women make substantial 

creative contributions to production. The panellists debated a number of issues ranging 

from the role of costume design in the construction of character to the differences 

between television and film work. There was general agreement amongst the panel that 

many directors, producers and others struggled to appreciate the considerable potential 

of costume for constructing character and assisting actors in their performance. Working 

on Hyde Park on the Hudson (2012), Dinah Collin had to design for Bill Murray in the 

role of President Roosevelt, a figure who had developed a muscular upper body as a 
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consequence of his wheelchair use. Collin‟s recalled her efforts to persuade the creative 

team that this look could be achieved through costume and tailoring rather than through 

more conventional, and less convincing, interventions such as padding or lighting. 

Michele Clapton likewise reflected on how the clothes which actors wear allow them to 

access their character and how the designer‟s cut of a jacket or trouser can help an 

actor perform, for example, „awkwardness‟ in a role.  

 

Another theme to emerge was the challenge of designing for contemporary films. Whilst 

contemporary costumes were the preferred mode for some designers, they were 

subject to creative interference by other members of the cast and crew who often had 

firm opinions on what a character would wear in a given contemporary setting. 

Conversely working in period gave designers more creative autonomy as directors and 

others were noticeably less confident about challenging the veracity of costumes. In 

period work the authority of the costume designer was more assured. The panellists 

reflected on the consequences of this for other members of the creative team, notably 

make-up and hair artists who struggled to stay „in period‟ as they were often pushed into 

„prettying up‟ the actor/star in accordance with current norms of femininity/masculinity, 

as a form of aesthetic compensation for period costume.     

 

What the event drew into public debate were the complex forms of collaboration in the 

act of creative production and the struggle for creative agency. Across the all-female 

panel there was no reflection on the gender composition of the profession or exploration 

of creative agency relative to gender. This perhaps was not the place for such debates 

but the public profiling of creative work produced by women is to be welcomed. Through 

this event and others, including the V&A exhibition, costume design and (women) 

costume designers are finally and deservedly in the spotlight.   

 
 
Report on The First Born: Bradford International Film Festival, 19-29 April 2012 by 

Rona Murray. 
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Following its modern debut at the BFI London Film Festival in 2011, Bradford 

International Film Festival has screened this recovered and restored silent melodrama, 

co-authored by Alma Reville and Miles Mander.  On hand to introduce it was Dr 

Nathalie Morris of the BFI, who gave the audience a comprehensive outline of the film's 

origins and the process of recovery and reconstitution. The film‟s restoration was led by 

Bryony Dixon and Kieron Webb. The screening was accompanied by an improvised 

score provided by local composer and musician, Darius Battiwalla.  The film was well-

received which, given the established film education programme at National Media 

Museum, promised future interest in similar events.  The First Born made a very positive 

impact as a WFTHN-supported public event, both as a result of its historical importance 

and its artistic merit.    

 

  

 

FORTHCOMING Conferences, Seminars and Workshops in 2013. 

 

Fashion and Re-collection 

29th January 2013 London, United Kingdom 

http://fashionandrecollection.wordpress.com 

 

Queer Sexualities  

11th to 13th February 2013 Sydney, Australia  

http://www.inter-disciplinary.net/critical-issues/gender-and-sexuality/queer-

sexualities/call-for-papers/ 

 

Silent Film Sound  

23rd to 24th February 2013 Kiel, Schleswig Holstein, Germany  

http://soundofsilents.wordpress.com/ 

 

Gothic: Culture, subculture, counterculture  

8th & 9th March 2013 London, United Kingdom  

http://fashionandrecollection.wordpress.com/
http://www.inter-disciplinary.net/critical-issues/gender-and-sexuality/queer-sexualities/call-for-papers/
http://www.inter-disciplinary.net/critical-issues/gender-and-sexuality/queer-sexualities/call-for-papers/
http://soundofsilents.wordpress.com/
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http://www.smuc.ac.uk/gothic 

 

Texture in Film  

9th March 2013 St Andrews, Fife, United Kingdom  

http://www.st-andrews.ac.uk/filmstudies/events.php?eventid=178 

 

Celebrity  

10th to 12th March 2013 Lisbon, Portugal  

http://www.inter-disciplinary.net/critical-issues/ethos/celebrity-exploring-critical-

issues/call-for-papers/ 

 

International Women's Film Festival 

9 to 14 April 2013 Dortmund, Germany 

http://www.frauenfilmfestival.eu/index.php?id=2&L=1 

 

Television for Women 

15th-17th May 2013 University of Warwick, Coventry, UK 

http://www2.warwick.ac.uk/fac/arts/film/researchnews/history_of_television_for_women

_in_britain/conference/ 

 

Femininities and Masculinities  

21st to 24th May 2013 Prague, Czech Republic 

http://www.inter-disciplinary.net/critical-issues/gender-and-sexuality/femininity-and-

masculinity/call-for-papers/ 

 

Revisiting Star Studies,  

12-14 June 2013 Newcastle University, UK. 

http://www.ncl.ac.uk/film/research/project/4313 

 

Console-ing Passions 

http://www.smuc.ac.uk/gothic
http://www.st-andrews.ac.uk/filmstudies/events.php?eventid=178
http://www.inter-disciplinary.net/critical-issues/ethos/celebrity-exploring-critical-issues/call-for-papers/
http://www.inter-disciplinary.net/critical-issues/ethos/celebrity-exploring-critical-issues/call-for-papers/
http://www.frauenfilmfestival.eu/index.php?id=2&L=1
http://www2.warwick.ac.uk/fac/arts/film/researchnews/history_of_television_for_women_in_britain/conference/
http://www2.warwick.ac.uk/fac/arts/film/researchnews/history_of_television_for_women_in_britain/conference/
http://www.inter-disciplinary.net/critical-issues/gender-and-sexuality/femininity-and-masculinity/call-for-papers/
http://www.inter-disciplinary.net/critical-issues/gender-and-sexuality/femininity-and-masculinity/call-for-papers/
http://www.ncl.ac.uk/film/research/project/4313
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23-25 June 2013 De Montfort, Leicester, United Kingdom 

http://www.console-ingpassions.org/ 

 

Film and Media 2013: The Pleasures of the Spectacle 

27th to 29th June 2013 London, United Kingdom 

http://www.thelondonfilmandmediaconference.com 

 

Screen Studies Conference  

28th to 30th June 2013 Glasgow, United Kingdom 

http://www.gla.ac.uk/services/screen/conference2013 

 

Images of Whiteness  

22nd to 24th July 2013 Oxford, United Kingdom 

http://www.inter-disciplinary.net/critical-issues/ethos/whiteness/call-for-papers/ 

 

 

WFTHN About Us 

We are a group of researchers, teachers, archivists, collections managers, students, 

professionals, enthusiasts engaged in exploring the contributions women have made to 

the emergence and development of film and television. We encourage, support and 

disseminate research into women‟s participation in screen media, exploring their wide 

range roles, including: 

 

 scriptwriting  producing  directing  designing costumes, sets, props  acting, 

dancing, singing  cinematography  sound design & recording  editing  music  

distributing  trade reviewing  exhibition & cinema managing  audiences & fans  

journalism, criticism  

 

By raising the visibility of women's present and past relationship to cinema we aim to: 

 

http://www.console-ingpassions.org/
http://www.thelondonfilmandmediaconference.com/
http://www.gla.ac.uk/services/screen/conference2013
http://www.inter-disciplinary.net/critical-issues/ethos/whiteness/call-for-papers/
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 encourage new approaches to film and television that are sensitive to gender, 

class and race 

 ensure women's work is recognised in the writing of screen histories. 

 make a case for the preservation and availability of women's films and television 

programmes 

 increase programming choice in film theatres, television channels, DVD outlets 

 impact on the teaching of screen media in schools and colleges 

 raise the aspirations of young women who might seek careers in the media 

 

WFTHN Committee Members and Roles 

Members of the committee hold key roles that sustain and develop the network. The 

network committee will meet twice per year (next meeting Feb. 2013).  

 

E-Newsletter Editor 

Melanie Bell (Film Studies, University of Newcastle)   

Education Officer  

Lee-Jane Bennion-Nixon (Film and Television Production, York St John University) 

Former Chair WFTHN 

Christine Gledhill (Film Studies, University of Sunderland) 

Fundraising Co-ordinator  

Emma Sandon (Film Studies, University of London, Birkbeck College) 

Fundraising support 

Julia Knight (Moving Image, University of Sunderland) 

Membership and Listserve Manager 

Shelley Cobb (English and Film, University of Southampton) 
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Network Co-ordinators 

Elaine Burrows (Formerly NFTVA - Cinenova and BECTU project) 

Angela Martin (Formerly Sheffield Hallam University &  Sheffield Women's Film Co-Op) 

Vicky Ball (Film, Media and Cultural Studies, University of Sunderland) 

PR/External Affairs 

Helen Wheatley (Television and Film Studies, University of Warwick) 

Social-Networking Co-ordinator 

Lawrence Napper (Film Studies at Kings College London) 

Ireland Liaison 

Ruth Barton (Film Studies, Trinity College, Dublin) 

Website Manager 

Clare Watson (Freelance Researcher; Women and Silent British Cinema website) 

‘Doing Women’s Film and Television History’ Conference II 

Laraine Porter (Film Studies, De Montfort University) 

Yvonne Tasker (Film Studies, East Anglia University 

 

 

Visit your WFTHN page @: 

http://womensfilmandtelevisionhistory.wordpress.com/ 

 

 

http://womensfilmandtelevisionhistory.wordpress.com/
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