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Abstract

South Africa’s film industry presently has huge, unrealised potentiajriwth.
Currently one of the most vibrant sectors of the local industrghat film-
making. This research’s main contention is that, for a number of redkens
short form is the most viable form for film-making development & td&ke short
film’'s value as a training tool and essential building block for local-fikaking is
scrutinized. To this end the research incorporates a content andafalysis of
selected short films, with special reference made to the mattbseconomic
conditions of production that affect the film industry. To conclude, d thk
position that film-making, as a form of artistic and cultural dialogue, has
tremendous possibilities for the development of a national identityGréaion
and perpetuation of local myths and the fostering of social cohesion. hése t
reasons the short form is worthy of more concerted institutional support
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Introduction

This research report is focussed specifically on the dpwent, and current
status of short fiction film-making in South Africa. hsin concern is with the
conditions of production that influence local short filnaking, and with those
social and economic factors that either inhibit or pytemthe making of short
films. The research looks in particular at the shibrts advantages as a training
and development vehicle. Further, this report seeprtdraotion of the short film
as critical for a successful local film-making industiy. this regard, a number of
initiatives are scrutinised, with particular attentioging paid toNew Directions
andThe Short and Curlies

This research examines the short film from two anglesxplores the conditions
of film production — the ideological and socio-econonuaitext of local film-
making — as well as the films themselves; what theyifyigand how they inform
the film industry as a whole. Short film-making iseas a microcosm of the

greater film industry, and as an indicator of currentfatare trends.

Of particular interest is the divide between institudiorand independent
filmmakers, especially with regards to thematic, asgthand narrative trends.
The effect of institutional control over modes of productis also explored.
Other issues concerning the short film such as financingdatdbution have
been integral in this report’s findings.

This report does not focus on television drama seriedocumentaries, but is
rather concerned exclusively with short fiction filmgp to thirty minutes in
length.



Chapter One Legacy

In looking at the current status of South Africa’snfilndustry, it is important to
first consider its legacy, which undoubtedly still affefitm and video production
today.

South Africa has a long film history, which begins adyas 1895, with the first
viewings of moving images through the Kinetescope. Locakresis and short
films that were taken of local cities were showmh.wés not long before dramas
were being madé. The most significant events to influence the curetate of
South Africa’s film industry started in 1931, with the pagsof The National
Censorship Act and the Entertainment Act. These astgiined that “all
cinematic material” be reviewed and cleared beforeag allowed to be shown to
the South African public. The passing of the Acts, combiwith the formation
of the Censor Board in 1934vere the beginning of the strict governmental
control of film industry content, which would last urttile end of the Nationalist
Government. In 1956 a group of flmmakers, including Jamie pigrssuaded the
government to create a subsidy scheme for South Afritamamaking. Its
primary aim, according to a report by the Arts and @elfTask Group (ACTAG),
was “to foster conservative populist them&sMost of the films that were made
were Afrikaans, and aimed at promoting Afrikaans cultune @ationalism. The
scheme aimed to stimulate film-making by providing tax rebdiased upon

! For more detailed articles on the history of Southcafs film industry, look at

*  “The South African Film And Television Industry RepoiR&port forThe Department of
Arts, Culture, Science and Technology, NoveriB88. Pp. 40-42. Downloaded from
www.gov.za/reports/1998/msola2.pdf

e Suttner, E. “History Of South African Film — Looking Batkoking Forward” SA
History, 2003. Available URL:
http://www.sahistory.org.za/pages/artsmediaculture/paigegxf/film-historyl.htm

* Tomaselli, K. “Cinema on Periphery: South Africa (191985)", 1997. Downloaded
from http://www.und.ac.za/und/ccms/publications/artidieemasa.htm

2 Suttner, E. “History Of South African Film — Looking &a Looking Forward”SA History
2003. Available URL: http://www.sahistory.org.za/pagésrfaediaculture/pages/film-tv/film-
historyl.htm

% The ACTAG report, Chapter 9 page 289. Quoted in “The SofitbaA Film And Television
Industry Report.” Report fofFhe Department of Arts, Culture, Science and Technology nihmre
1998. Pp. 40. Downloaded from www.gov.za/reports/1998/msola2.pdf




audience attendances, which were often fictionalise@nable filmmakers to
claim money fraudulently. Eight hundred feature filmsrevproduced under the
so called "24 ()" rebate scheme, which is famous foatheunt of fraud that was
carried out under the guise diim-making.” (c.f. Suttner, CIGS Report, Botha)
Due to the get-rich-quick attitude of many filmmakers urtlersubsidy scheme,
little money went into development. *“... producers set @ make films for

subsidy’s sake ... [m]Jany of the films produced during the 60s afeeztremely

poor quality.”

In 1974 another scheme was established for the funding of filade for black
audiences, called the Subsidy B schéme.

"“Based on the principle of “separate but equal development”, a number
of “black” films were produced [...] They tended to promote a “feel
good” attitude and had little or no political comment on the state of black
people in the country. The subsidies given to both English and so called
Bantu films were considerably lower than that given to Afrikaans‘fifms

The separate subsidy systems fragmented the industry rfurthey film that
challenged the Censorship Board’s guidelines or the gostsrpolicies would
not have been subsidised. As a result films thaegelfitically critical were few
and far between. Few films that reflected or comeiain the political situation
of the time were made. Films that did make politgtatements were films such
asKatrina (Jans Rautenbach, 1969)Bwesman en Len@oss Devenish, 1973).

Despite the constraints affecting film production, natabbrk was still produced.
In 1987 one of South Africa’s most successful anti-apattifilms, Mapantsula
(Oliver Schmitz) was made. According to the FRU it kakl 60 000 units on

* Tomaselli, K. “The Role and Function of SAFFTA retSouth African Feature Film Industry”,
The Saftta Journal, 1(1), 198Available URL:
http://www.und.ac.za/und/ccms/amp/articles/saffta.htm

® For a good overview and analysis of the “Bantu” filmesok, read Harriet Gavshon’s article
“Levels of intervention in Films made for African Audi@scin South Africa”Critical Arts
Volume2(4), (1983). Available URL:
http://www.und.ac.za/und/ccms/publications/critical@®a4a3.htmand Tomaselli, K. “The Role
and Function of SAFFTA in the South African FeaturenRihdustry”, The Saftta Journal, 1(1),
198Q Available URL:_http://www.und.ac.za/und/ccms/amp@es/saffta.htm

® De Barros, L. Quoted in “The South African Film Andé&sion Industry Report.” Pp. 40.




video in the rest of AfricA. In the eighties more films which challenged the
apartheid status quo started to surface. Films such ag ManiRensburg$he
Road to MeccaDie Storie van Klara ViljeeandThe Fourth Reichand Darrel
Roodt’s Place of WeepingThe Stickand Jobma# are a few examples. Ross
Devenish’sA Chip of Glass Rub{1982) was from th&ix Feet of the Country

series of short films, which were all based upon the wotrké&adine Gordimer.

In 1992 when the subsidy scheme was stopped, there wasoasskrck of

development of the local market, especially in theasref distribution and
marketing. However, there was development of the Iditad and video

production infrastructure. There are many skilled techrpocalessionals in the
country today, making South Africa a viable and successéaltion for overseas
productions. Despite this, the apartheid legacy is fiill particularly in the

creative sector, which shows the imbalances set inomdty the previous
government. South Africa produces very few local firagh year. There is still
a shortage of local creative talent, which is pdytied blame for the country’s
low film output.

" Ibid.
8 |bid. Suttner.



Chapter Two The state of the industry at the mamen

Short film-making is a small component of a large lodévision and film
production industry and is therefore subject to the carditand influences of the
industry as a whole. In order to review the status oftdiim-making in South
Africa, it is important to look at its context — tledl film industry — in general.

Latest reports value the local film and televisioduistry at R 5, 8 billioh per
annum. The Industrial Development Corporation (ID€)neates that the film
and video production sector currently contributes less tWa percent to the total
economy, (cf. CIGS report, p 61) but also predicts thiatfigure is set to “reach
10% during the next 10-15 yearS.” The film industry has a large sphere of
economic influence, which results in positive spin-défs other industries too.
Many other enterprises such as catering and car hivicegrbenefit from the
local film industry. The ‘multiplier effect’ refer®otthe amount of this economic
spin-off that occurs. It has been calculated tHdtrethat is produced locally has
a multiplier effect of 2, 8 timeS. That is, for every Rand spent on the local
production of a feature film R 2, 80 is spent in other suppdustries. The film
and television industry is also very labour intensive] & has been stated that

100 local jobs are created for every movie made.

The powerhouse of the local industry is in Gauteng, widh $outh African
Broadcasting Corporation (SABC), M-Net and many productimmpanies
situated there. 85% of all of Africa’s production faikt are based in Gautéfg
and predictably this is where most of the local productakes placé® The

° “The South African Film And Television Industry Reporfp. 69.

10“30uth African film survey” Hollywood Reporter4 November 2003. Available URL:
http://www.hollywoodreporter.com/thr/international/featudisplay.jsp?vnu_content id=2016502
™ |zidor Codron, quoted in Marrs, D. “Cape Town PoisedM@mi Vice Effect”, Business Day
(Johannesburg). Postedadiidfrica.com 12 August 2004. Available URL:
http://allafrica.com/stories/200408120397.html

12 Jackman, T. “Wrapped in SA Film Industry in CrisiSA Film No Date Given. Available

URL: http://www.safilm.org.za/interviews/interview.phuid=171

13.77% of local production, according to “The South AfricamFAnd Television Industry

Report.” Ibid.




majority of the remaining production takes place in thest&@ Cape, particularly
in Cape Town. Much of this work is for overseas conuma¢és and feature films.
Cape Town has been favoured by international productionpanies for a
number of reasons, but particularly because it has anarmge of film locations,
favourable weather and long daylight hours in the summaeaking the region
more cost-effective. The value of the Rand relatovether currencies has also
been a major factor in the country’'s facilitation ssscén recent years. This
factor has been changing recently, with the Rand&tively good performance
against the US Dollar.

Cape Town saw a dramatic increase in production in re@ams.y Martin Cuff,
head of the Cape Film Commission (CFC) said that tiwere more shoots in the
first three months of 2002 than the entire previous,yaad that Cape Town had
quadrupled the number of permits issued in the period from 200002. Cape
Town was rated as having the fifth-busiest film industrghe world in 20037
Cuff attributed this to the exchange rate at the tinteere was a sharp decline in
the value of the Rand at the beginning of 2002 — and in p&aduth Africa being
considered a relatively safe international destimatédter the 2001 terrorist
attacks on the United States. Cuff cited a 140% increaide inumber of feature
films shot in Cape Town in 2003, compared with 2802As a result South
Africa’s facilitation industry has enjoyed unprecedentectassgE in recent years,
especially in overseas productions. However, Cuff deadl despite the Rand’s
recovery from its slump at the beginning of 280&cal production companies’
prices remained at their adjusted rates, many of whichdallar based. The
prices continued rising by 10% each year on top of that,Cauff mentioned that
some producers estimate that it was 46% more expensiymtm f{Cape Town in
2003 than the previous year. He cited an example of a bgelés producer,
who told him that equipment hire in Cape Town was costid® R00, whereas in
the US it would have cost him the equivalent of only RO0R. Location fees

14 Jordaan, M. “Movies: CT too expensiveRlews24.comB April 2004. Available URL:
http://www.news24.com/News24/Entertainment/Local/0,,2-1225-1242 15099##00.
15“South African film survey” Hollywood Reporter

16 On the 2? January 2002 the Rand was trading at R18 to one Pound. Souates.com
http://www.x-rates.com/cgi-bin/hlookup.cgi




have been known to be twice as much as those inhNamerica. What is
increasingly being referred to by industry professionalbi@greed factor’ could
ultimately mean that Cape Town — and South Africa megal — loses the bulk of
overseas production work to other countries with weakerenaies and more
competitive price structures. Apart from the high felearged by local agencies,
the costs of getting to South Africa are higher tr@ansbme of the other options
such Argentina, Mexico or Eastern Europe, which are closthe United States.
These factors all put the industry at risk of losing valeddteign income. South
Africa is also losing business to New Zealand, Austrdfieland and Canada.
There are signs that the Cape film industry is alreiadg@ cool-down period
because of this. The Commercial Producers Associasimages the drop at
30%, compared with production in the previous year. (2803)

The price increases must surely also negatively alibeetl flmmakers, who are
most probably unable to afford the inflated prices. Thekat is already difficult
to enter for new independent filmmakers. “Increasettentration of ownership
has led to higher barriers to entry for new entrarits the global industry® It

was estimated that less than 15 production companies produeeiman 90% of
all feature film and television productions in South Afriedthough there are
currently more than 150 registered producers in the cothtryhese barriers
mean that many new players are not getting the expdseyetduld benefit from.

There is however, a lot of goodwill in the local industand professionals are
usually more than willing to assist with low budget produti A large number
of local films are produced on very low budgets, with peapbrking for free, or
accepting deferred payment. Due to their non-commeratlre short films

frequently have to rely on this goodwill from the indystr Unfortunately,

7 |bid. Marrs.

18 Beukes, L. “Locations: South Africalhe Hollywood Reporter.coml7 August 2004.

Available URL:
http://www.hollywoodreporter.com/thr/international/featudisplay.jsp?vnu_content id=1000613
204

19“The South African Film And Television Industry Repor&p. 10.

2 pricewaterhouseCoopers (2000) “Film Industry Survey” fer(then) Department of Arts,
Culture, p21. Available from http://www.nfvf.co.za




goodwill aside, professionals are usually only willing to winkfree when there
is no other paying work around, such as in the off seasamhen there is an
oversupply of crew at the time. Should Cape Town’s prealucate drop further,
it could actually assist local film-making because thsoeild be more of this
oversupply. Production companies would have to find wodallp, and the
prices would drop. However this would negatively affet industry as a whole.
The local industry can only be successful if it is sektaining. Dependency on
facilitating overseas productions means that Southcafwill always be subject
to external factors, such as the exchange rate dmel omarket forces. The
solution to South Africa’s low production rates must cdneen within the local

industry.

Distribution

South African film distribution has been limited histally as a result of
apartheid in both the international and local sphetagernationally, the cultural
boycott and sanctions isolated South Africa from thst of the world, whilst
locally distribution infrastructure and exhibition develognt was predominantly
limited to the white sector of the population. This weced both in terms of
cinematic release and public broadcasting.

According to a report produced by PricewaterhouseCoopetd999 there were
530 screens in 73 cinemas in South AfftaCurrently Ster-Kinekor alone has
700 local screens. According to the company, it represedo of the local
market? but the PricewaterhouseCoopers report states it hasul&f the
estimated 24 million total cinema attendances per yeai5opercent of the
market. The PricewaterhouseCoopers report also statddthere was an
estimated television viewership of 14 559 000 in 1999, and thasigveaving at

2 bid. PricewaterhouseCoopers . Pp. 20
2 Interview with Helen Kuun, Ster-Kinekor



an annual rate of 13 percent per annum. This growth h@s/gosplications for

South African production companies.

There is a perception that South African films areg popular with local
audiences. Indeed, generally many local films do notematat the box office,
especially when compared with Hollywood impdtts. Moonyeenn Lee, a
prominent local film industry figure said, “Audiences doretv any confidence
in South African films — they last about a week anchttiee cinema companies
pull them off.”** The exception to this statement is Leon Schustié#ms,fwhich
have had a number of local box office hits, sucRasic Mechani¢David Lister,
1996) andMir Bones (Gray Hofmeyr, 2001). Both films broke local box odfic
records when they were released in South Africa. Sehsishost recent filmQh
Shuks, I'm Gatvo(Leon Schuster, Willie Esterhuizen, 2004) earned an ongeni
weekend gross of “R 4 237 456, an astounding 43% bigger than thegpéhis
previous film,Mr Bones.”?® The film was released with 106 prints throughout
the country, which was the second biggest print countufgyrfilm distributed
locally by Ster-Kinekor. On the “Top 100 Most Popular Bil@f All Time in
SA” list, Mr Bonesis second only tditanic, which occupies first place. Three
additional Schuster films feature on the ffst.

Many filmmakers interviewed reluctantly named Leon ScheteSouth Africa’s
most successful filmmaker, justifying their claim based e commercial
successes. Those filmmakers expressed a generallyveegiitude to Schuster’s
films, butOh Shuks, I'm Gatvalccupied the number one spot for local box office
takings for two weeks in a row when it opefédSchuster’s films typically draw
on a slapstick tradition, with frequent use of candid canfieotage. Typically
Schuster plays a fiimmakelP&nic Mechanic, Oh Shuks, I'm Gatyah the
process of making a movie, which provides the candid fetage. The plot
of the movie acts as a loose vehicle for the candideca footage, and revolves

% Only “16 locally produced films have generated more than Ridmat the South African box
office during the past twenty years.” - Botha

2 Moonyeenn Lee, quoted in Jackman. lbid.

% «Gatvol Breaks Box Office Record3A Film April 2004. Available URL:
http://www.safilm.org.za/news/article.php?uid=1077

%5 Ipid.

7 Ibid.




around the filmmaker’s experience whilst producing the ptojeSchuster’s
audience has typically been white Afrikaans speakingSafiicans, but other
sectors of society have supported his films too. He has able to poke fun at
South African issues, such as racism, the transioch crime in a very frank
manner. Schuster’s films have topped local box offeeords, despite South

Africa’s box office takings traditionally being dominategthe US market.

Some attribute local films’ otherwise general lack ofcess to the pervasive
nature of American culture and film-making. By far mblshs shown in South
African cinemas are from the US, and some filmmakees that local audiences
are too used to those productions. Internationally therSAfrican market is one
of the most dominated by Hollywood products, and has orneedbtvest ratios of

local to foreign cinematic content in the world.

One of the central concerns of this research is i aesthetic of local
productions, and it should certainly be a consideratioth@flocal film industry
too. If the local market is completely dominated by Hetipd products, as many
local filmmakers claim, the question is raised as totkdreor not films thatlook
and fe€l South African can be successfully marketed locallyostrespondents
agreed that films that look South African and don’t neagly imitate Hollywood
products could be marketed successfully. However RichardnGGeeprominent
South African producer who has spent much time andtgffomoting local films
overseas has a different view. He believes that ispgecially those local
productions thatlook and feel South Africdnwhich have a stigma overseas of
being financial failures. Many South African films haaeeputation for being
badly made. This is perhaps why a South African loakbeen associated with
financial failure. Some interviewees cited Schustdisis as successful
examples of films with a local aesthetic. HoweVaron Schuster mentioned in a
radio interview that much effort was taken to ensureNhaBoneslooked like US
imports. He remarked that the visual effects they usedk#8d just like

Hollywood.” The film was full of costly special effts commonly associated

10



with higher budget American slapstick movies. The co-pradfioant Singh has

also said,

“We are [...] proud to have produced a local film of a standard that can
effectively compete with the big-budget international films, notamigur
turf, but hopefully on theirs as wef™

At any rate a considerable amount of money was spehltrdonesto attain the
high production value traditionally associated with Holthya films, either to
look like those products, or to appeal to local audienceseaxpectsuch a look.

Mr Bonescost R 35 millioA® to produce, whilst the average local feature costs
significantly less; between R 5 million and R 7 milli&n

Local television ratings show that South African prdauts are extremely
popular with local audiences. The ratings for January 2004v that the most
popular program wa§enerations with an Audience Rating (AR) of 17.68.
Each ratings point equals around 145 590 viewers, meaning eaddemf
Generationswas watched by about 2 574 031 peopleenerationswas closely
followed by EmziniWezinsizwawhich had an AR of 16.83The Bold and the
Beautiful an American soap opera, was in third place. The nihajof high

scoring shows are local. By contrast, a “high prdféecket match between
South Africa and the West Indies had an AR of 722, 1 058 439 viewers.

What is most important, however, is the quality of pheduction. Many people
believe that the common perception is that SouthcAfrifilms are badly made
and that this is the cause of their generally poor pmdace. Findings show that
people are receptive to local content, provided that itsorea up to overseas
productions in terms of general production value. Thathe image, acting,
visual aesthetic, and sound quality have to be comparatileth@ imports. For

Z/ideovision Press Releas¥®ideovision EntertainmentNo Date Given. Available URL:
http://www.videovision.co.za/Press/press9.html
2 |bid. Suttner.
30 Helen Kuun interview.
31 «Ratings January 20045creen AfricaApril 2004. Available URL:
?zttp://www.screenafrica.com/apr2004/ratinqs.htm

Ibid.
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instance, one of the most common complaints aboul fwoductions is that they
often have poor sound quality, and are not as well litvasseas productions. It
may be argued that South African audiences perceiveah d@sthetic as being
badly made even when, strictly speaking, the products de d¢aod production
values. It is possible that our audiences are too attindanerican styles and
conventions, so that local icons, locations and stggpear inferior when placed
next to what I term the ‘familiar foreign.” That i®cal experiments in style can
be undermined by peoples’ expectations from overseasugi® But local
television provides another example of a successful pradhictiespite not
conforming to an American aestheti¥izo Yizo a local educational drama series
about young black youth has enjoyed a very strong viewershigy an
unconventional visual style for its genre. Co-diredieboho Mahlatsi said this
was a deliberate attempt to appeal to the visually leeSuth African youth

population.

The question of a specifically South African aesthetia contentious one, and
one that is subject largely to personal opinion. Sbimenakers were unsure of
what ‘South African looks like, and questioned whether or not there is such
definitive thing in a land with so much diversity. Someidwd that a South
African aesthetic is something which would come naturally of the film-
making process, merely through the use of local peoplelacds. | believe that
South African flmmakers should actively try andkadilms that do not look like
high production value Hollywood films. As one respondeitt, S&/hy Photostat
the Mona Lisa?*® It is unlikely that audiences will appreciate a pooricepbf a
Hollywood film. Hollywood has perfected its own stylafsfilm-making, and it is
unlikely that South Africa will ever be able to competethe same grounds, even
if only for purely financial reasons. Hollywood studios cafford to spend
hundreds of millions of dollars on the making and mankeé single film. Their
huge successes cover the costs of the failures, ahépare able to maintain the
high volume of films that they are making. The highuwee of films no doubt

makes | harder for local flmmakers to compete.

33 Garth Holmes interview.
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It is my opinion that South Africa would best serve ihterests by actively
pursuing a course of film-making that is specifically rsimilar to that of
Hollywood. In time, a unique local film identity willevelop naturally. In much
the same way that people can identify certain thenigessand traits individual
to Australian films, people will begin to recognise aapbreciate a distinctly
South African film.

At the moment South Africans also appear to be nereptive to stories, themes
and icons from the United States than from Africa. T$iso doubt due in part to
the pervasiveness of that country’s culture. SouthcAfriyouth consume many
American products, from R&B music and denim jeans to MTid BMcDonalds.
The language and culture of that country have infiltratedb&en assimilated into
that of South Africa, particularly through music and nresvi Another reason for
the US’ dominance could be attributed to the dominance $ftélevision
programming in the local market. This could in part belatted to the British
Equity boycott, and a similar one from Australia, whizhited South Africa to
television programming predominantly from the US in apaditlyeiars. It was
only after the end of these boycotts that non-US promriag became availabfé.
By that time American products had established a strord dostomer base.

American films are also popular perhaps, as some sfiygested, simply because
Hollywood produces good entertainment. Many local filmmakeem obsessed
with notions of the transition, reconciliation an@ holitics of South Africa, and
not enough with entertainment for entertainment’s sakelitical issues often
take the foreground in films, instead of forming the backdoogntertaining local
stories. There is also no rule that states therenment and social relevance
need be on opposite ends of the film-making spectrumods dppear that local
filmmakers think so, though. Perhaps it is simply becéussd filmmakers aren’t
skilled enough yet to make films that incorporate s@abtical issues seamlessly

with entertainment.

34 «3outh African Broadcasting AssociatioRact Index No Date Given. Available URL:
http://www.fact-index.com/s/so/south african broadcastingporation.html

13



There is little doubt that the future of the local indyshust lie within its borders,
and not in foreign productions. A uniquely ‘South Africstgle’ of film-making
is something that has to happen naturally, and is not teorgethat can be
dictated. As local film-making gains momentum and steéosith African places,
themes and stories will become mythologised. When #ppdns South Africans
will begin to appreciate and notice unique local styles amative voices.

14



Chapter Three The short film

The short film has a number of advantages that makdavaurable option for
filmmakers to use. The conditions of production in paféic seem to favour the
short form in a number of ways, and it is for thesesoas that the short film is

used particularly as an educational tool.

Firstly the budget for a short film is smaller and enonanageable than that of
longer forms. Film-making is an expensive, industrial psecewvolving a
significant amount of investment, both in terms of moaeg time. It is difficult
to get adequate funding for a program, or television produ@outh Africa.
Local productions cost between ten and twenty timesentorthan imported
programs.” so the barriers to production are very high. Thiseeslly true for
independent filmmakers. A very modest budget for an overszdgre film
production is a lot of money in South African tern@thello — An African Tale
by Eubulus Timothy, was made in 2002 on a budget of $ 1 miliaramount
equivalent to R 7, 1 million at the tinie.

Of the independent short filmmakers who were interviewedgets have ranged
from R 600 (Stanimir Stoykou,eaps Ahead2002) to in excess of R 90 000
(Matthew Brown, Clowns, 199%’. Independent filmmakers often rely on
alternate means of financing, such as credit cards, dosadind fundraising
initiatives. Luiz De Barros and Underdog Films paridlhanced a R 14 000
short film by hosting a drag artist performance. Becabsefiim had a gay
theme, they also auctioned off a date with the leadr dotmembers of the gay

community®®

% “Television”, SABC, No Date Given. Available URL:
http://www.sabc.co.za/annual_report/televisio.htm

% |bid. Jackman.

3" This figure excludes post production, which Brown estimatamsting an additional R50 000.
3 De Barros, L. “How Do | Finance My FilmFilmmaking.comNo Date Given. Available URL
(Accessed 30 October 2004): http://www.filmmaking.com/finag.éitm|
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The size of the budget is often largely influenced byfdhmat used.Othellowas
shot on 35 mm film — the most expensive mediu@od Is African (Akim
Omotoso, 2003) another South Africa feature filigs shot on digital with a
starting budget of R 60 0G9.

Shooting on digital formats dramatically reduces cos&oykov and Brown
represent two sides of a strong divide amongst filmmakghsregards to format.
Some see it as all-important, and are willing to speacettra money on the best
format. The choice of format does affect a film'sarketability, in that most
digital formats do not perform well when enlarged for lmgeen projection, but
even this is frequently not the main reason for filrkera using the more
expensive format. Apart from the technical advantagesdisatvantages of
differing formats, there is also a definite statustaited to celluloid film. 35 mm
film is placed at the pinnacle of film formats not oblgcause of its quality, but
also because it carries with it a high status. Giwenchoice, most filmmakers
would shoot on 35mm if they could, but the costs of doingcao be very
prohibitive. Matthew Brown is a firm believer in usioglluloid, and says format

is all-important, as it also affects the perceivedangnce of a shoot.

“The crew see a small camera and a small tape and the level (of
production value) just drops. Enough lights aren’'t ordered, the sound
isn't good ... there’s no reason for that”

There is a ‘buzz’ that the average filmmaker feelgemvihooting on real film that
isn't felt with video. Many of the respondents couldn’ttifysor articulate their
preference for film over digital media. This is désghe recent advances in the
quality of digital formats. It seems film is ofteneds as one respondent stated,
“because it's cool’, and not necessarily for purelytlzetsc reasons. The
perception exists most probably because the large, big bpdgictions almost
exclusively use 35mm film, and most filmmakers aspaoebé ‘big directors.
There is also a romantic association and history befilimd Indeed, the most

39 Interview with Akim Omotoso, fron$A Film Available URL:
http://www.safilm.org.za/interviews/interview.php?uid=658
40 |nterview with Matthew Brown.
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common reason that has been given for choosing ardarélm-making has been
because aspirant flmmakers want the status attributead renmowned director.
Using the high profile film format seems to be a preigtpufor being considered
a ‘real director. This suggests that many filmmakers are sbsewith the act

and image of film-making, and not necessarily the agtuadluction of quality

projects. Unfortunately it seems that many filmmakeosilal rather not make a
film than be forced to shoot it on a digital formakhe fact that film is in many
ways an impractical medium — especially for new filrkera — doesn’t seem to

matter to many filmmakers.

Celluloid is certainly the chosen format at the pimmacf film-making for
professional work. For this reason many training initegichoose to shoot on
this medium, despite the costs. Alby James, a reedwwriter, director and

initiator of Dramatic Encounterprogram stated,

“If we are to create a film culture able to compete with Iblest standards

of the world, we have to accept that film sets the standard. The new
digital cameras will undoubtedly come into their own and should be given
some attention as soon as possible but for now, film is where it*s at.”

The financial implications of using film are not jusiited to the cost of the
stock. Shooting on film requires specialised technical ctkevcameras are for
the most part more expensive to rent, and the post-productists are much
higher. There is also the added risk of film not exppsproperly, which
increases dramatically if the correct personnel aree'tl ws the shoot. Video or
digital formats are better suited to the amateur fitken because generally an
independent filmmaker has a much lower ratio of useableusabie footage. It
is not a big expense to shoot a lot of footage on tapeeabdt is very costly to

do so on film.

Film-making is a very labour-intensive activity. Staffidatalent costs typically
comprise approximately 40% of a production’s total c&fstsp the fewer

1 James, A. (1999) “Alby James’ Review of Dramatic Encastité&npublished. Pp. 16.
*2«The South African Film And Television Industry Reporfp. 64.
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specialised people that are needed to produce a produdhwbe the costs.
Stanimir Stoykov predominantly uses small format video caséke Hi8 and

SVHS, which are easier and cheaper to operate than famgat video or film

cameras. This enables him to film without the logaticonstraints of larger
crews, or the associated big budgets.

Because the short film is cheaper it favours diveraity development. Gina
Bonmariage from The National Film and Video FoundatidR\(F) says that the
majority of applications received by them are for feafimes and documentaries.
Over a three year period, the NFVF paid “over R 30 mmllion grants to 414
projectst® which equates to an average grant of R 72 463 per projetrnittadly
not all of these were grants went towards productiomspb a per-project basis,
the amount could easily fully fund a short film, evdnshot on celluloid.
Bonmariage admitted that the NFVF does not have anyirexistitiative that is
specifically targeted at short film-making, but said that“has been in
discussion.** If the NFVF is committed to development and giving nialent a
chance to get exposure, it would make sense to rather fang small projects as
opposed to feature films. Short films favour issuedieérsity and development,
because of their relatively low cost. That is, aaggenumber of film practitioners
and their projects can be funded, as opposed to fewer longtfgoroductions.
Though most of the projects funded by the NFVF are fesitamd documentaries,
the foundation recently awarded R 880 000 to various shorpfijects?®

The short form itself is also more manageable in sevfraesthetic and narrative,
especially for young inexperienced filmmakers. Again, Boiagar mentioned
an example where, before the NFVF would provide funding fdmmaker to
make a feature he was asked to make a short film toegnevcould actually
direct. It was the same thought process that motiv@sadn Hood to makd&@he
Storekeepe(1998), a short which was used to obtain funding for hisifedtlm

A Reasonable Mai(1999). Short films are most commonly made as ‘calling

3 “Film Industry Survey” Pp 21
** Interview with Gina Bonmariage and Dimitri Martinis, NFV
5 “Production Grants: 2003/200FVF. No Date Given. Available URL: http://www.nfvf.caz
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cards’ — projects which show a filmmaker’s skills to poid employers or
investors. It is more feasible to make a high productaoevshort film for the
same reasons. That is, it is easier to make a fimortvell with the constraints
and inherent high cost of film production. It is probaliattall successful,
working filmmakers today started out by making short filmiBeboho Mahlatsi
has said,

‘I made Portrait [of a Young Man Drowning] to prove that I'm ready to
make my first feature movie. Backers won't risk millionRarfds on the
evidence of a TV success. | must show | can write and direittefonovie
camera t00.%

It would fit that South Africa is better suited to madgishort films at this stage of
the industry’s development. South Africa certainly side lack badly made

feature films.

With the short film and other relatively inexpensivejpcts, the filmmakers are
not necessarily as reliant on the support of othernéirz or co-production
structures, because they don’t generally have a high enoafijle po attract those
interests. Advertisers using product placements are knotakéccreative control
away from the filmmaker. The rights of films thate individually produced
remain with the filmmakers, which is not the casehvab-productions. Whilst
any independent filmmaker will undoubtedly struggle for fagdand support, the
independence does however also allow for a greater degaeisbic freedom.
That is, the independent short filmmaker is less sultgeeixternal conditions of
production. Because independent short flmmakers don'’t seclysrely on other
producers or co-production situations, they can do what went with their
projects, and are not subject to the same constraattawhinstream’ filmmakers
often are.

Directors and producers are typically in conflict over buslgeproducers have to

work to keep costs within reason, and directors feel cansd by the producers’

“6 Gordon, D. “Shortlisted for succesStinday Times22 August 1999. Available URL:
http://www.suntimes.co0.za/1999/08/22/arts/ane03.htm
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limitations. Ntshavheni Wa Luruli mentioned many problehad he experienced
on the production of his most recent filthe Wooden Camei@003), which was
an English/French/South African co-production. He Haad differing production
methods — as well as differing ideologies — caused problerisei production.
There were a number of interpersonal conflicts betwbkernFtench and English
stakeholders, related to different modes of productiornicpéat to each nation.
For example Wa Luruli mentioned that the French andligéindhad stylistic
differences regarding the editing, which caused conflEven personality traits
Wa Luruli felt were “particular to one country” causeifficulties with people
from another country. This turned out to be an undemskant. UK-based
executive producer Ben Woolford said that in fact at oaetimg he realised that
Wa Luruli and French producer Olivier Delahaye wereewvan speaking to each

other?’

The fact that the short film is cheaper and more gaable also lends itself to
being used by marginalised groups of people, who would norstallggle to get

mainstream funding for projects. The short film is enoonducive to the telling
of marginalised stories; those on the fringes of $pcieThe Gay and Lesbian
Film festival is a good example of a collection oflsditms. At a time when

homosexuality was still a taboo topic, the Gay andblaes Film festival was

screening films made by, and for the gay community. Martista see

themselves as existing outside of ‘normal’ society, &mifrom this position that
they are able to comment on and critique mainstrearareultin the same way,
gay members of society frequently see themselves atingxon the fringes of
hegemonic culture. People that battle to get films nthaeto ideological and
financial limitations are also frequently outside of tdeminant sphere of
influence. It is often because of this ‘otherne$st tthey are unlikely to get
institutional support. For instance films that are madkependently within the
gay community are free to place gayness as normativehvis something some
organisations or a potential funder may have a problem with

47 Interview with Ben Woolford.
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The accessibility of the short form makes it a good fop artistic, social and
political dialogue. In this way collections of shortrfd often become, in many
respects, repositories for critical comment and diaéo This is certainly the case
with events such as the Gay and Lesbian film festivakre the films shown
become a type of forum in which gay issues, notionslatity and community
can be explored. Whether people actively choose tee maikks that challenge
society, or they do so because they themselves asgl®uif that society, the
short form is often their chosen medium. Similatlye short film was used in
South Africa as a critical tool against apartheid (Bdtha). Both new critical
cinema and up-and-coming directors are bound to be foundgramchded, in
short film-making.

One of the problems experienced in the South African ifildustry is a lack of
co-ordination or co-operation between the different efgmef the production
chain. For instance, many filmmakers have mentionad ttrere is a lack of
effective collaboration between pre-production elemendsach as script
development and the actual production process, as wb#tagen stages within
the actual production pipeline. It was a problem mentidniyeMaureen Conway
about the SABC short film initiativBramatic Encounters In that initiative there
were a number of producers involved — in both professionhalell as training
capacities — which negatively affected the production® v&is quoted as saying,

“the process was too top heavy with executive producers, episode
producers, trainee producers and series producers, so at times the
directors had up to seven different people watching the rushes, which |
believe was too overwhelming for them. Basically there were toty m
people calling the shot§®

In the independent short film-making field films are freglewontrolled for
whatever reason by only one or two people, who oversegy estage of the
production. This can either be through choice, or a®sltr of financial
conditions and limitations. Theoretically this stioa — where fewer people are

“8 From Worsdale, A. “Short films fall shortZA@play 9 September 1999. Available URL:
http://www.chico.mweb.co.za/mg/art/film/9909/990909-shartéilhtm|
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involved — could help prevent the disjuncture experienced battheedifferent
stages of production because frequently there are fewwsalised steps involving

additional people.

The accessibility and relative manageability of shdm foroduction lends itself
in part to Sarris’ notion of thauteur. That is, it is a form that is more conductive
to the lone filmmaker who has, or demands to have, tightrol over every stage
of the production pipeline. In this way short flmmakeas be evaluated, loosely
using Sarris’ system of film evaluation, which looked at;

“...the director’s technical competence, the presence of a distiagal
style, and an interior meaning which arose precisely from the tension
between the director (auteur) and the conditions of production with which
he or she worked*

Strictly speaking thauteurtheory cannot be applied in its entirety to shortfilm
making in this context. The short film ‘industry’ iSedtively in its infancy, and
Sarris’auteurtheory is an evaluation tool that needs to look atsfiin hindsight,
over the period of a certain director’s career. Adyegample of aauteurwould
be David Cronenberg, who has produced unique ‘non-Hollywoads filvithin
that system for a number of years, all showing h&imdit motifs, style and
themes. But the short film is seen by many as acdd@tepping-stone to bigger
projects — namely the feature film — so there are ng-term short filmmakers.
Many local notable short film directors have only prodloae or two films to
date so distinct, individual styles are difficult toaisn.

There has been some debate about the nature afitder. It is important to note

here that for the purposes of this report | refer &atiteuras a director who has
tight control of a film's production. Whilst Roland Blaes questioned the
auteur'srole as thesole determinepf a text’s meaning in his article “The Death

of the Author”, this issue is not directly in questiond®@r Whilst | will draw

9 Cook, P (1985) The cinema bobkndon: British Film Institute
0 To read further, see “S/Z: An Essay by Roland BartRehard Miller.” (1975) New York: Hill
and Wang
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from his argument to further my discussion of thematénds in short film-

making, it will not be in opposition to Sarris’ theoryThe research is not
commenting on or questioning the role of the so cal#@uras far as being the
sole determiner of signification in films. Theteurtheory is used here purely as

a platform from which to evaluate filmmakers.

Sarris’ theory was formulated within the large, estdidd studio system of
Hollywood. South Africa’s industry is much smallemdathe conditions of
production differ greatly between South Africa and AneeridVhat is important
about the studio system for tlauteur theory is that it provides a number of
constraints within which filmmakers have to work. Tdgeuris one who can
leave an individual mark on a work despite the limitagichat come from
working within the studio system. Whilst tlaeiteur has to work against these
constraints in order to create individual work, thosest@ints also provide the

very opportunity for the filmmaker to stand out.

| believe that in the South African context filmmakeresemble the US
independentauteur in terms of production, partially because of the lackaof
studio system. Indeed, in this respect it could be arguéaltHacal flmmakers
are, in effect, independent filmmakers because ofldalo& of large studios.
Despite the absence of a studio system many SouttaeAfghort films can in fact
be looked at in terms of the theory. Generally the motible short films have
been produced under initiatives such Hse Short and CurliegsDramatic
Encountersand New Directions Indeed, it is probably only through these
initiatives that films, for the most part, are ableggd any coverage at all. These
initiatives provide the requisite structural and finansiabport necessary for the
high-production values, which in turn allow for wider vieweps It is a problem
with local film-making that truly independent filmmakewsck the institutional
support — possibly because they are independent, or have indefpe@rdes — and
so cannot access the funds necessary to get thatdgitibution. And so it is
such that it is predominantly only those short filmg @@ attached to initiatives
or institutions that can get significant recognitiorut Bith the support ultimately
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comes control, so it can be surmised that theseatiniis in many respects
actually provide a mock studio situation within which thescliors work. Any
films that come out of those initiatives exist aseault of, or in spite of the
initiatives’ conditions of productiof. They therefore can, after a fashion, be
considered in light of thauteurtheory. A directors’ personal vision can shine
through in spite of these circumstances. Films fithwse initiatives can be
compared with one another, since each initiative mase thad its own set of
standards, chosen themes and selection criteria. eTérderia and standards

provide a common base from which to evaluate the films.

South Africa lacks a studio system for filmmakergreate work in opposition to,
which is necessary for Sarris’ “tension.” We can mehedess rate local films in
terms of how much they mimic or oppose Hollywood, obesng the
pervasiveness of those films in the local market. Tdlassical Hollywood
film” °? has been so dominant that many agree that it becanseligraatic.
Though the classical Hollywood film is not as dominastit once was, it still
informs many film-making conventions, which one either canfto or opposes.
Bordwell, Staiger and Thompson set out a number ofstrthat define a
‘Hollywood style’ of film.>® Firstly, Hollywood films typically have linear plats
and the narrative begiris medias res* Events happen chronologically and the
plots have a “discernable beginning middle and éndAll events are as a result
of a cause and effect relationship, and most commbelyfilms end with a clear
resolution and closure. The editing serves to enhdnecknear plot. Editing also
helps to maintain and support the film's spatial and teaipwerisimilitude
through the use of devices like the 180 degree rule and etfitingitions. The

*1 Some filmmakers who were involved witew Directionsstated — off the record — that they
experienced a high degree of control whilst shooting, quéetily with regards to production
methods.

2 Term originally conceived by David Bordwell, Janet Staayed Kristin Thompson in “The
Classical Hollywood Cinema: Film Style and Mode abdRrction to 1960”

%3 Goldberg, M. “Classical Hollywood Cinema”, No Datev&@i. Available URL (accessed on 22
August 2004):
http://faculty.uwb.edu/mgoldberg/courses/definitions/cladkiallywoodcinema.html

>* Latin: “In the midst of things”

%5 |bid. Goldberg.
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editing is contiguous and designed to appear seamless,utviditipacting any
attention to itself.

Other elements in film production have also become dstatised,” through both
classic Hollywood and European film-making. For instatioematography has
become reasonably standardised through ‘rules’ of commpmosand accepted
camera angles, camera movements and lighting teclmigée subject filmed
from below appears superior, or bright colours denoppihass. Stark lighting
on one side of a character’s face reflects intermé¢ sor duality. Many of these
conventions are informed by culture and the media in getwya Nonetheless,

many of them are used by, and come to define, westertimarcinema.

The narrative distance in Hollywood films is mostgiuently an omniscient third-
person point of view, which allows the narrative to julpgtween different
storylines. Other narrative conventions have ariseough devices such as the
genre film and the use of character stereotypes. largkrcharacters typically
act with psychological, as opposed to social motivations.

It is largely because of Hollywood’'s dominance thatséhe- and other —
conventions and styles have become ‘natural’ or naveatThe short flmmaker
is more likely to be seen as anteur, because it is more possible for a smaller
project to be primarily driven by a director’'s personaiom, which is essential
for a film to have a unique quality. It also seems apmathat the short form is
more accessible and accommodating to the idea @ugaur, since it is more
manageable than the long form. The short film diret@ble to control every
aspect of his or her film, and ensure that a personal imanade. Frequently, as
in the British notion of authorshiy,short films are also positioned in opposition
to Hollywood. The filmmakers make a deliberate effortoppose Hollywood
conventions and styles in the pursuit of individualit4 number of local short
films have broken away from dominant forms of expressamd attempted a

unique local style, such &ortrait of a Young Man Drownin@gleboho Mabhlatsi,

%6 |bid.
" |bid, Pp. 147
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1999), orThe StorekeeperThe short flmmaker is more able to make entirely his

or her own film, and is less affected by externaldes;tor control.

It may be argued that those very constraints which féihecenakers to use the
short form actually give rise to a critical, independgim-making community.
That is, potential flmmakers are forced to use non-mi@am methods of film
production, partially because the ‘barriers to entryo ithe film industry are so
high. Secondly, because many of these filmmakerofie® unconventional —
one of the reasons for their marginalised status —fithes they create are
frequently atypical, critical and independent. The indépat short film arena is
perhaps the only place where new, dynamic directors @iiferent styles and
visions are able to work and experiment with relativeedoem. That is,
experimentation is more possible, and more viable thrdugbkhort film. For this
reason we can look to short films to find recent adearand new trends in local
film-making. For instance, new black South Africanedtors such as Teboho
Mahlatsi — and more recently Norman Maake — have gaindg esgcognition
through their short films®

For the most part independently produced short films anergly unremarkable.
This is probably due to the fact that they are made predaothindy
inexperienced filmmakers, who are making works for tehow reels, and lack
financial resources and professional support. For tine saasons there are very
few independently produced short films from South Africdhose that are
produced rarely get significant exposure, and so are noiciarty viable

financial ventures.

Certainly a filmmaker that creates a unique film willde®n as more of auteur
than one who effectively mimics Hollywood aesthetiw narrative styles. Few
will typically stand out from the group as having a uniqueestyid vision. It is
not enough to merely have the right elements in a prmofuttd get a good result.

A good script, good actors, and a good director do not reedgss good movie

*8 Admittedly these filmmakers have emerged through fairystad routes; both studied through
film schools, and Mahlatsi’s first ‘big break’ was thgh a film-making initiative.
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make. Film-making is more than just a quality controlgess, and a film is more
than just a sum of its parts. As such, there i;gaan the quality of flms made
under the same initiatives, despite all having the sanmumess. Rating films
objectively as ‘good’ or ‘bad’ is difficult, and so & essential to return to a set of
criteria, such as those contained in Saaigeurtheory. It would be problematic
to effectively rate films from different initiativesn the same criteria because the
conditions of production are undoubtedly different. Buslgetd resources vary
for one, and the initiatives have different levelsirdérvention and control. A
filmmaker can be rated relative to his or her contempes, or other filmmakers
working in similar conditions. Given the same resosirttee so-callechuteur
director is one who is able to save a film from beihichéd or trite, in spite of the
constraints. Thauteurleaves an individual mark on a project, resulting idra fi
that is not merely a sum of its parts, nor just effecuse of the technical aspects

of production.

A director’s technical competence is usually the firabst visible indicator of
whether a film is successful or not. That is, whettrenot all the production
elements — camera, lighting, sound, editing — have beernwededThe presence
of a distinct visual style is also most importantpider to distinguish a work as
being original.

The visual appearance of a film is usually the first thiagbetray a film’'s
particular conditions of production. Unfortunately frequyethe visual look of a
film can be attributed to the size of the budget. IRetance, on a per minute
basis, theNew Directionsfiims cost around R 23 330 for each minute of
completed film. The Short and Curlieflms were almost twice as expensive,
costing R 45 454 per minute. As a result films from thakaiive have by far the
highest visual quality when compared with films frolew Directionsor
Dramatic Encounters Alby James said that the low quality of tBeamatic
Encounterdilms was attributable to the fact that the SABC haat moved on to

appreciate the differences in quality and marketabilityné increases the cost-
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per-minute above the norm?” The importance of money cannot be

underestimated — especially in the film industry.

As mentioned earlier, the choice of format is oftba largest determiner of a
production’s cost. Short films frequently lack high produttvalue, because
their accessibility means that they are favoured bynfibkers who don’t have
large budgets or experience. They often suffer fromc t&# professional
production techniques because they have difficulty attigactie best, or indeed
any professionals to work on them, especially if they anlikely to get any

significant exposure.

Cheaper formats do not usually carry with them the same leivel of visual
guality, and so more often than not have an immediadenagative effect on a
film's reception. Some non-film formats are of a wdrgh quality, such as
DigiBeta or High Definition digital, but these format®sts are not greatly
dissimilar to that of film. | believe that cheagermats can still be used to great
effect, provided that the film is made well. Thattigt proper attention is paid to
the camera work, lighting, sound and all other elementke production. There
are a number of recent examples of films that haveesstully used digital
recording media for a specific effect. A particulaniytable example i€ity of
God (2002) by Fernando Meirelles and Kéatia Lund. The film wasAcademy
Award Nominee in the Cinematography, Writing, Directing aBditing
categories in 2004. The aim of using a digital format wdsave a distinct visual
style that matched the fast paced editing and the usecofrémtary codes and
conventions. In this case the use of digital was pdyfesuited to meet those
requirements, whilst also keeping costs down. Renowiredtors have also
followed or experimented with the digital route. Splilee Bamboozled2000),
Steven Soderberglrll Frontal, 2002) and George LucaStar Wars: Episode Il
Attack of the Clone2002) are a few. But the high quality Digital media used i
Star Wars does not necessarily differ from filmenms of cosor quality. Most
recently Michael Mann has ma@mllateral (2004) on a “specially modified high-

%9 James. Pp. 16
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definition digital-video camera”, used specifically taaat a digital look. The
cheaper digital formats, with their ‘compromised’ visgaality, can be used to
good effect to enhance a film’s visual style.

It is important here to make a distinction betwedglés and notions of a film’'s
‘look and feel.” Style refers to a set of elementscl, when taken together will
define a work as belonging to that specific style. Fataimce, the classic
Hollywood style mentioned earlier utilises narrative coniams of form, genre
and character. A specific style will also have #encset of discursive elements;
those components which affect how the narrative is @pay, such as camera
techniques, music and editing. Discursive elementsracqéntly paired with
specific generic narrative elementBilm noir is such an example. Format is a
discursive element, but it has become intricately limkth narrative elements.
What | propose is that whilst a film does need to heffective use of both
narrative and discursive elements, a film’s styleds entirely dependent on the
medium. A film's ‘look and feel' is less tangibleutbis definitely more
dependant on the visual elements of a production, sutie ésrmat.

A cheaper format will undoubtedly affect a film's redgept Whether or not this
reception is negative depends largely on the modes of praauctlf the
production is not well executed in the first place, theaper format will
ultimately have a negative result. A director canod@oto ignore using some
high-end elements, such as film as a medium, but it apgsar to be a deliberate
choice. Likewise, when established practices and produddohniques are
subverted, it must be informed and controlled, which is teblinical competence
is so important. Teboho Mahlatsi is reputed to have Bpaity wanted to not use
film in Portrait of a Young Man Drownindut the conditions of the initiative did
not allow for this. He did however de-saturate thetdge to give it the
characteristic gritty look and feel. Unfortunately thoudgss accomplished
directors who attempt experimentation through subvertigtablished’
techniques run the risk of appearing incompetent. On thehand, technical
aptitude is essential for widespread acclaim and recognit®omvork that is too
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experimental can look like bad film production, especiatiythe hands of an
inexperienced or untalented filmmaker. For instance,ddybaade student film
frequently either plagiarises other filmmakers, osadats into obscurity through
the use of ambiguous, untried film-making methods. A filat breaks ‘rules’ of
narrative sequences can in some cases be harder fon@sglie understand. A
sudden break or jump in narrative time can be signallesugih a number of
codified visual elements. As an example, flashbacksbeaexplained through a
change in appearance or sound. In this case, black and wbitgé is often
used, with a shift in narrative perspective from thirdirst person. The narrative
shift is often preceded by a zoom into the characfacs. If some convention is
not used, the shift will be confusing to the viewer. Conweestsuch as these are
difficult to subvert effectively. As a calling cardshort film will more often than
not need to show competence in standard production methtus filmmaker

wants recognition in mainstream film-making.

The accessibility of the short form also favours Idikmakers. Whilst the
auteur would typically use the system to his or her own athge, a lone
filmmaker is one who often carries out multiple tasksthe project, including
writing, directing, editing and even camerawork and otkehnical activities.
There are many negative aspects to films made prynlyilone person. Film
production is a very technical activity, with many spes&di tasks. A director
that is divided amongst technical as well as directtaigis is not able to dedicate
himself completely to the task of directing. Independghort fimmakers are
often known for deliberately subverting the status quo uitiple stages of the
production chain, such as employing unconventional camesanitpies or
composition. The films often lack well-developed scriptiich sometimes
manifests itself in improvised mock-documentary-style pasydeminiscent of
the Dogme 95 film-making manifestd. Haphazard editing, obscure references
and Brechtian, self-reflexive acting styles are atdber favourites of the
inexperienced maverick filmmaker. In many cases the roiggial ‘style’ occurs

by default, and not by choice. The lack of resouraed,in particular experience,

€0 See “Dogme 95: The Vow of Chastity (abridged)” at
http://cinetext.philo.at/reports/dogme ct.html
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results in films with very low production value. Instieof planning sequences
and shots to ensure there is enough footage for visualesa® the filmmakers
subvert the very practices and codes of film-making thae been established
through years of film development. In order to be agmmte, they undermine
the very mechanisms of film production, so the mediumois used to its full
potential. The end result is compromised. A common ex@ishat the set-up
and planning stages are seen as extraneous to the ot wiaking, that it should
be about the performance — ‘the moment.” Evidently wam the action —
actually filming the event well — is not as importanAvant-garde’ becomes an
excuse for low production value, rather than an infak,naeliberate choice. This
naiveté all too often fails. Very seldom is it rewatdad attributed to brilliance.

As evidenced in countless student short films, ‘technmainpetence’ and
attempting a ‘distinct visual style’ are often in cortfli®y trying unusual tactics,
the new filmmaker without a reputation to rely on alayns the risk of having
his or her interventions misread as incompetence. riele filmmaker always
walks a thin line between experimentation and conventidina work is too
conventional, then it can run the risk of being tritéhat is probably lacking in
such situations is experience and a sound knowledge ofghal vnedium. One
needs to know the ‘rules’ before breaking them, and #iaevof experience

cannot be understated.

It is also a problem with local film-making that peopte aeluctant to work on
another project in a diminished capacity. This was egae by the NFVF, which
gets an excess of applications from lone filmmakérs,najority of whom only
want to direct. Also, a lot of inexperienced filmmakdon’t want to allow others
to work on ‘their’ project. Works-in-progress are clysguarded, and as a result
collaboration is limited. The maverick type fiimmakgoften the type to demand
complete control of a project, to the detriment @& pnoduction. A director who
is too close to a project can lack a degree of objéegtivihe end result is a film
which doesn’t have sufficient scope or depth, due to a ddatonsultation, or

range of opinion in the production.
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A trend that became apparent through the research praessthe fact that, in

contrast to inexperienced filmmakers, virtually none hef eéstablished directors
have a set group of people who they work with all timeeti This evidence

implies that individuals are selected to work on aguiepy-project basis, and not
due to connections or other associations. All the priofleskinterviewees said
they employ the best people they can for a projecedgsurely on their

experience and suitability for the specific project.eyalso follow set modes of
production when shooting, which shows a strong sense ofsgiof@alism. These
flmmakers are all currently working in the film industrgr in educational

institutions. Typically, amateur or inexperienced doesthave a group of people
they work with all the time, irrespective of the projeand don’t generally follow

the same standard production techniques.

Distribution and the Short Film

As well suited to promoting development and educationasltbrt film may be,
there are also drawbacks that are particular to the 8im. The biggest problem
respondents saw the short form as having, from a buspo@ssof view at least,
is with distribution. Short films have traditionallgeen very difficult, near
impossible to distribute because they are difficult tokpge and market by
themselves. Without the probability of distributionyestor money is very hard
to come by. Audiences are unlikely to go to a cinemaadteh a single short film,
and groups of short films are also difficult to mark&ter-Kinekor has however
expressed an interest in the past to show short fiints cinemas. The company
says one of its key concerns is the developmenteolbital film industry, and has
acknowledged that screening local short fiims would be a gtee@lopment
initiative. Helen Kuun, who is the marketing managétndependent Films at
Ster-Kinekor Pictures, says that the distributor isaertban willing to show local
short films before its features, provided the films nedé&w conditions. Due to
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advertising and cinema scheduling, a short film cannot bdotap if it is to be

shown before a feature. This will impact on the adswdi revenue for Ster-
Kinekor, and patrons would not want to sit in the cindonaan additional half an
hour to watch a short film, particularly one thatytlthdn't go to see in the first

place.

There are other cost implications, such as the cogtinfs. The cost of printing
35mm copies of digital and celluloid films for projextiis very high. Ster-
Kinekor would not be able to justify the cost of printing shidms, without
passing the cost onto the consumer. Kuun said the a@edweould not want to
pay extra to see a local short film when they have fmia Hollywood film. The
short films would also have to compliment the featiiirg, in terms of genre,
narrative and aesthetic. Kuun also mentioned thaesitig a sub-standard local
short — or a good short that only looks bad when placetitoex big-budget US
film — would probably have a negative impact on the |@gsakteption of South

African films.

The option of digital projection has been explored, vatime festivals being
hosted by digital projection network Cinemark. The comgphas 57 digital
projectors in Ster-Kinekor and Nu-Metro cinemasOnly four of the projectors
are High Definition unit§? which are necessary to meet Ster-Kinekor’s quality
standards for films, so currently a large-scale didital projection network is not

possible.

One of the biggest problems facing the local film industrgeneral is a lack of
audience development. South Africa also has a so@ll hudience. Without an
audience, a film will not be financially successfulddmancial flops are not good
investments. It becomes an endless cycle; until pestplrt watching local films
at the cinema, there won'’t be any significant retumsupport the industry. A
number of people have stated that one of the problenmgyftee local industry is

low audience visual literacy, especially amongst foryndisadvantaged groups.

61 Cinemark Rate Card
52 Helen Kuun interview
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This is unlikely. The visual medium is a favourable medifor education
precisely because it is easy to understand, and is not depemditeracy. South
Africa has one of the highest numbers of televisiets er capita in Africa,
second only to Egypt There is little doubt then that the general populatien ha
good levels of visual literacy.

The lack of a black audience signifies a huge untapped cestosse. Most of
South Africa’s cinemas are in shopping malls, whichimarteirn in the residential
areas and out of easy reach of those living in infose#tlements, townships or
rural areas. It is one of the legacies of the aparthestem that means there is a
huge lack of cinematic infrastructure in ‘black’ areasherefore, the cost of
watching a cinema movie for people who live in these areasndoubtedly
higher, due to additional transport costs. HowevemticSter-Kinekor has built
two more cinemas in townships — in addition to those @éyrest Mabopane,
Daveyton and Dobsonville — bringing the total township cinerode®* The
total number of South African cinema screens at tima¢ tof the survey was
around 639> This means that, excluding independent township cinemas, for
which there were no figures available, the number ohship screens amounts to
less than eight percent of the total. The townshiproas are part of an effort to
increase black cinema audiences, and they were buiitérKinekor subsidiary
Ster-Moribo. The venture has not been very succeashll, with low occupancy
rates of between 8 and 11%, despite the cinemas beingooltd“alass quality.”
They were based on Ster-Kinekor’s shopping centre cinemmaaf, but they did
not attract enough customers. Cinemas in centralndelshurg and Southgate
Mall, which is near Soweto, have been doing very wellhwccupancy rates of
between 16 and 22%8. Figures suggest that the black movie-goers are by and
large not in fact township residefifs. It appears that the township cinemas

haven't been successful in part because they lackedtthetian of other shops

8population & Development — Television Sets (per 1,000 dplAvailable URL:
http://www.alsagerschool.co.uk/subjects/sub_content/geog@pbp/HT MLENH/stats/tvs.htm
® Interestingly, in 1998 Ster-Kinekor was in the proagfssonstructing 350 screens in 30 multi-
screen complexes in Europe - “The South African Film Aaldvision Industry Report.”

5 “The South African Film And Television Industry Reporfp. 52.

% |bid Pp. 67.

%7 Ibid. Pp. 68.
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and activities found in urban and peri-urban shopping ma&isema going is a
‘lifestyle activity’ — and involves other activities suels shopping and eating at
restaurants. Cinema going is generally associatedmatie well-off members of
society. Most frequent cinemagoers are between the afges and 24, and fall
into the LSM 7-10 group. Township inhabitants are typicltyn the LSM 5-6

group, which generally cannot afford the ticket pfite.

The NFVF and the Film Resource Unit (FRU) are activelpolved with the
marketing and distribution of local films. The FRU wagively involved with
the Ster-Moribo venture. Whilst cinematic distribation townships does not
seem to work, DVD rental is extremely successful, atingrto Helen Kuun of
Ster-Kinekor. This suggests that possibly a move towaedNigerian system
where films are made and distributed on video, and sottestreets may work.

Another problem is that the local market does not appeéetbig enough to
support local industrf? David Wicht, managing director of Film Afrika says,
"Unlike Australia, we don't have sufficient local audiesic® sustain an
indigenous industry; we have to look to the internationatket to recoup our

costs and make a profit.™" Kuun said thaPromised LandJason Xenopolous,
2003) was considered to have a “good run” on the local adsitciand grossed
around R 300 000. However this amount was nowhere neakiogra profit for

the producers.

Cinema also has a lot of competition for viewersrt@levision. Local television
has a much wider choice of product, and going to a cinersad a film involves
making an active decision to leave home. Televisidarisnore accessible, and is
therefore much more competitive in terms of gettingwérs to watch certain
programs. Local television shows are successful bethegeare relevant to their
viewers. It is felt that people who can barely affoirema ticket prices generally
want to be entertained when they do actually go to a moVie weight of the

% Helen Kuun interview
9“The South African Film And Television Industry Reporfp. 68.
"® Quoted in Beukes, L.
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evidence suggests that recent local film-making has @®almuch with socio-
political issues and hasn’'t concentrated enough on eintegat. Leon Schuster
has never been accused of focussing too much on sodicgiassues, but he has
certainly learnt about his audience and its likes. Thisurely the key to his
success. He has cornered his market, found a formulavins and stuck with

it. He said,

"Whatever the crits and the high-faluted [sic] larny okes might say about
my comedy, | have to please the man on the street. | don't cater for
anybody else other than the average oke on the sffeet."

Likewise, in order to get black audiences into cinemas; bas to cater
specifically for them. Dingi Nthuli of Hybrid Produetis doesn't think that the
problem lies with distribution, either.

“Millions of black people are choosing not to go to the movies: 52% of the
population of 40 million is between the ages of 18 and 25, yet last year,
there were only 4 million admissions from black audiences. The biggest
piece of misinformation is that these people don’t have the moneyggetti
people into cinemas is about targeting them and showing films that speak
to them.”?

Unfortunately South African film distribution favours thdistribution of
Hollywood films. In South Africa local distributordon’t carry any risk when
they release a Hollywood film. The costs of disitibg and marketing a studio
film from the US are covered by the studio. Additidyyaf a studio film runs at a
loss, that loss is paid back to the distributor. [bstiors earn an average of
around 25% of a film's gross. This is clearly one of the main reasons why
Hollywood films are so dominant in South Africa. Umikently, the only local
filmmaker to feature in local cinemas has been Ledwu&er, who has become an
established success. Local films are treated as indepemi=ases so the risks,
as well as the costs of the prints are covered byldbal distributors and

" Schuster, L. Quoted in van der Linden, N. “Leon Schustes Sandid King.” Available URL:
http://writersclub.iafrica.com/nils_vd_linden/features/22tLm

"2450uth African film survey” Hollywood Reporter

3“The South African Film And Television Industry Reporfp. 83.
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exhibitors. The cost of marketing a local film is alkgken by the local

distributor. Merely showing local films is not enougWithout investing in the

marketing of the film the audience will not provide theturns to justify

supporting films other than those of Leon Schustere 13k for the distributor is

greater, but so is the potential profit. Apart from tbe-risk advantages of
Hollywood films, they also present higher returns fbe tdistributors. The

audience and the potential for local films to do vaeles appear to exist, but it
needs to be developed much further.

The short film seems to be perfectly suited to rgidime status of local film-
making. They are easier to create and display thageloforms. Short films are
also more viable for alternate means of distributguch as the Internet, or on
airlines. For instance, Virgin Atlantic is lookingrfehort films to screen on its
flights.”* The short film can be easily made and viewed, withbetrisks and
complications of longer format production and distribatioThere does seem to
be a growing short film-making culture, with short filmsingeshown in cafés,
nightclubs, galleries, bars and most recently cadingls. Recent developments in
cellular technology mean that handsets are able te,stend and receive video
clips, which has opened up a new market for ultra-shomsfil

Unfortunately in order for short films to be sold fortdisution as packages, they
would typically have to be produced under a common thefhés would usually
involve large pricey initiatives. ThHdama AfricaSeries, produced by Zimmedia,
was such a group of short films produced under a single themsake them
more marketable. The aim was to market the films nigdafrican women as a
single package, either for cinematic release in twan8fute programs, or as a
series of 26 minute shorts for television broadcast. ftinately the cinematic
release by Ster-Kinekor did not do well at the boxceffso this approach is not

necessarily a recipe for success.

" \Whitecross, M. “Shorts” Available URL:
http://www.londonstudent.org.uk/13issue/film/shorts.htm
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Short films have little or no value as sources of ottevenue. Today film
distribution is tied very closely to the sale and omshg of the rights to produce
and sell merchandise. Films often lead to the shhilions of dollars in toys

and branded objects, as is the case with films Hkery Potter or Spiderman

The short film simply lacks the large audiences andltast economy-of-scale
that large Hollywood fiims are able to exploit commaligi For the same
reasons short films don’t often benefit from incomenfrproduct placements

from advertisers.

Generally the short film is also hard to sell teetedion stations. However this
does seem to be changing to a certain extent. TamsgQafihy has sold two
short films to overseas television networks for aroundpld000 each, which is a
very insignificant amount considering the costs of produdilgh quality short
films. Some networks are finding that short films wov&ll to “fill gaps” in
broadcasts. Matthew Brown has also sGldwnsto two overseas networks in
addition to M-Net. Both of the overseas sales wesgwUS $ 1 200 each.

M-Net paid the very low price of R 25 000 and was able teescthe movie sixty
times in South Africa and an additional sixty timesha test of Africa. Despite
having soldClownsthree times, Brown has not made any money off the yet.
Whilst a 26-minute short film could conceivably be split @paccommodate
advertising slots, the film would not have the bendfamestablished viewership,
as is the case with soap operas ligglingo. The more established viewers a
program has, the higher the rates for the advertismg that can be charged.
Without that continuity, short flms cannot commandhhgrices from television
networks, as there wouldn’t be a guaranteed return o$timent.

This is a major problem with short films, in that theyrdid earn a lot of money.
It is a clear link to their worth in distribution and rketing. The lack of
distribution means that shorts are not seen by a signifinumber of people, and
in turn cannot command higher prices. They are seenaphymas student
productions or festival entry pieces, and not much moi@istribution is a
fundamental problem. A film has little value — even agogk of art — if it is not
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viewed by people. The whole point of film-making is tavé films seen by
audiences, and people are disinclined to work on projeatsatkn’t likely to be
viewed by many people. Traditionally short films are-commercial, and it is
doubtful that this is set to change drastically.

Short film-making is seen as limiting in terms eduwmatand development, as
evidenced in th&lew Directiongnitiative, which changed its focus to feature film
production. The short film doesn’t afford the same sait story development
possibilities that longer films do, and narrative arasnot be developed in as
much detail or complexity. Characters, too, cannot bé&uls rounded as in
feature films, because this takes screen time whiclshbet film cannot afford.
As a result many short films frequently resort tcmgsstereotypes. This is either
out of the necessity to have instantly identifiablerabiers or because of a certain

degree of directorial and authorial naiveté.

Because of the difficulty of creating a narrative tat is character driven in such
a short space of time, many short films are aboutrextevents that happen to
these characters, as opposed to being grounded in a speb#racter’s
development or own initiative. For instance the protéian Zola Maseko’he
Foreigner(1994) has to deal with the tragic effects of xenophofhibeggression
that befall him, and Charlie fromihe Pink Leather Chai{Russel Thompson,
1997) is kidnapped and awaits his fate at the hands of pisrsa Short films
often fall into the trap of being chiefly concerned wibues, as opposed to story
or entertainment. Those films become small parabtis;ating the viewer about
a moral truth — ‘xenophobia is bad’ or ‘violence begétdence.” Indeed the
short film’s length does not afford much more narratepg. The feature film
allows the filmmaker more opportunity to work with a m@omprehensive art of
storytelling. Short films are often undervalued as wardk&lm-making, and are
seen as a poor cousin of the feature film. This is édhetrue in an industry that
sees the feature film as the pinnacle of film-makifgis is illustrated in the fact
that only very few filmmakers interviewed wanted totawre making short films.

None of the professional directors saw themselvekingamany, if any more
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short films. But many vibrant, dynamic short films axade nonetheless. Jeremy
Nathan, executive producer of tBdort and Curliedilms, said that short films
are “stepping stones to making longer, more importartifedilms.” Many
local directors started their film-making careers mgkshort films. There are
many examples, such as Akim Omotoso, directddad Is Africanwho was part
of the SABC’sDramatic Encountergnitiative, making the shoifhe Caretakem
1999. The short film was nominated for Best Picture@a®®00 Avanti Awards.

'S Stephen, J. “Husk bears fruit in Cann&A@Play 20 May 1999. Available URL:
http://www.chico.mweb.co.za/mg/art/film/9905/990520-husk.html
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Chapter Four Short film-making at present

The last ten years have seen many changes in the induStrnce the first
democratic elections, a number of new filmmakers haverged. Previous
voices that were silenced have started to be heangewAblack middle class with
spending power has emerged. New advertising campaigns edexisibn
programs that cater for and target this market haverheand all sectors of the
arts slowly have started to become more representdiiespite this process 1995
figures showed that only 10% of industry professionals werekbta The film
industry is still predominantly white male dominated. THeas however been a
degree of transformation in the industry, and a number of metable black

filmmakers have emerged, as discussed later.

Other sectors of society have also enjoyed increaseddm. In 1994 the Gay
and Lesbian Film Festival began. Short films haveéufeal prominently in the
festival, all dealing with some aspect of gay life. Testival is seen by many as
one of the first heralds of a new film-making age intBoAfrica, because it has
given voice to a marginalised sector of society. Bresty such films did enjoy
some exposure through other festivals — the Weekly Ml Festival of the
eighties for one — but there wasn't a dedicated platfor them, and the festival
was plagued by bannings during the state of emergency of the 198@sich the
same way, there wasn'’t really an established institutiomitiative dedicated
specifically to short film-making.

As mentioned in the general discussion of the shom, fihe form favours
diversity because a higher number of projects and viewgpocan be
accommodated. “Discourses are visible textual mantfestaof ideology,*” and

therefore reflect those ideologies of the filmmakerBraditionally mainstream
media has represented the ideologies of hegemonic culttieh were of “the

8 “The South African Film And Television Industry Reporfp. 63. It also stated that 35% of
industry professionals were female.

" “Discourse Analysisk.i.s.s of the panopticor® March 2001. Available URL:
http://www.sla.purdue.edu/academic/engl/theory/index.html

41



powerful against the powerless and the represedsbr instance, the “subsidy
B” scheme films — despite being ‘made for’ the black poprat reflect the
Nationalist government’s paternalistic attitude towardsblack citizens. In the
same way, some male-dominated cultures’ sexist attitugeshawn through the
portrayal of women in films. Because the short fisnoften the province of
marginalised sectors of society, it can be a way péaking back’ against the
establishment and injustice. According to Botha (26®d&hort films in particular
have, since the 1980’s, generally focussed on marginalseidrs of society.
Botha states that short film-making in the eighties mastly limited to “images
against apartheid® Many of these films were documentaries, aimed atsRrgo
untold stories and realities that were repressed umdetheid. It was only in the
late eighties says Botha, that different themes mégdoe explored in short film-
making, albeit tentatively. These short films signiftee birth of a “new, critical
South African cinema® It was a number of years later in the nineties when t

censorship laws were relaxed, and freedom of expressispossible.

A surprising diversity of subject matter has surfaced ortsfim-making in the
last ten years. The thematic trends are importaobserve because they allude to
the ideologies and issues of marginalised groups of pedpé& formerly
disadvantaged and the independent filmmaker alike. Ndthealfiims have been
limited to issues directly related to apartheid.

There have been a number of recent thematic trendsah film-making. Many
of the films incorporate more than just one theme, batfims can be grouped
together according to their dominant subject matterse &f the most pervasive
trends, predictably, has been the emergence of films foadand in many cases,
by those formerly disadvantaged groups. Films sucthasChildren and (Ken
Kaplan, 1993),The Foreignerand Chikin Biz’'nis (Khalo Matabane, 1997) are a

8 Ibid.

9 Botha, M. “Homosexuality and South African CinenkdNEMA. 2002. Available URL:

http://www.kinema.uwaterloo.ca/botha021.htm

8 Botha, M. P.( =?=)"South African short-film makingfn 1980 to 1995: a thematic

exploration.” Available URL:

£11ttp://www.unisa.ac.za/defauIt.asp?Cmd=ViewContent&/conterﬁ3 Accessed on 18/4/2003
Ibid.
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few of the shorts that exclusively examine black expegeihe ReturnJeremy
Handler, 1996) and Junaid Ahmedse Vow(1999) showed life from an Indian
South African perspective. Another marginalised comityunas been explored
through films set in the Cape Flats, namely Russelhison’sThe Pink Leather
Chair and Barry Berk’'sAngel(1996).

Tradition in these communities has also been a prevéiente in short film-
making. Christmas with Grannyeals with issues of tradition, western culture
and its effects on black South Africans. The filmduals the story of a young
boy, who is sent to be baptised into his grandmotheitts. ffhe film is set on the
train journey, and the battle between tradition and mogens played out
metaphorically on the train ride. The charactershim compartment represent
different sides of the debate.

Many of the films across the board examine the legacgpaftheid, and the
notion of the “New South Africa.” New film practmers started to deal with
stories concerning the transition of South Africa frdme ‘old’ to ‘new’. (cf.
Botha 1995). The transition has featured strongly in abeuraf films, such as
An Old Wife’s TaldDumisane Phakathi, 1998) a@thikin Biz’'nis An Old Wife’s
Tale is set on a farm in the early days of the new Sditita. It follows the
story of white Afrikaner Hendrik who decides that his favorker Lukas is more
equal than him because he can have more than one wifehis pursuit of
‘equality’, Hendrik decides to exercise his right to henare than one wife. This
pursuit understandably causes strife in his conservative aaityn More than a
humorous look at polygamy, Marion Whitehead’s script regmes a coming
together of black and white South Africans; a dialogue attmusimilarities and
differences between the country’'s inhabitants. Thesitian has recently
received serious treatment in lan Gabriel's feakaegivenesg2004).

No doubt linked to ideas of the transition, issues abdte paranoia surfaced in

amongst others, the filmslarkowitz (Sechaba Morajele, 1999) amhtkads or

Tails. (Munier Parker, 1999) The figure of the post-apartheid diaedlfised
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white South African also appeared in the thluisk and darkly comicalLucky
Day. This new role experienced by white South Africanexamined a number
of times, particularly by Afrikaans filmmakers from & &south African School of
Motion Picture Medium and Live Performance. (AFDA)

Predictably violence has been a major theme in Sofitha#& film-making. A
large number of short films have had violence or crimawb at the centre of
their storyline€? The country’s apparent violent nature has been sedinén
StorekeeperClowns Stray Bullet(Patrick Shai, 1994)Husk (Jeremy Handler,
1999), Salvation (Minky Schlesinger, 1997} eads or Tailsand Portrait of a

Young Man Drowningto name a few.

Films, and especially the short film, became an acdessieans of exposing
previously unseen or unheard sectors of society. Howéveeems that these
films have by and large focussed more on the politicales. Other issues, in
particular those concerning women, have not featuredrasg$/. The struggle

worked for the liberation of a people as a whole, anduas issues of women’s
equality took a back seat. Indeed, there are not manyddinamakers. For this

and other reasons very few films have been made rogxausively concerned,

women.

Obviously the political backdrop and legacy of South Africdl wo doubt

continue to affect film-making for many years to comat the short films that
have emerged represent a diversification and expansiaheothemes being
explored by local filmmakers, both independently andughoinitiatives.

Notably, many of the films were made by black, Indianaowured filmmakers.
This is most important because, according to Laura Multreyviewer is forced
to identify with the look of the film; the camera, thadience’s view and that of

82 1n particular, for a number of years student films Haaitionally been centred on violence.
More often than not this has probably been due to the pigudathe many ultra violent films of
the time, such as Quentin TarantinBsservoir Dog$1992) andPulp Fiction(1994). These
films for the most part don’t represent works thatl ééth a specifically South African
perspective on the issue of violence in society.
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the characters within the filfi. This is significant because the viewer is literally
forced to adopt a different point of view, and expaces the world portrayed by
the filmmaker. One of the most obvious developmentéilnm has been the
proliferation of films that focus on the realities thiese formerly disadvantaged
population groups.

Barthes wrote that there can be no single, set meamirgy ghotograph (or text),
because the meanings are made up of a set of culturalificpgms. Denotation
and connotation are the first two orders of signif@ati Connotation, the second
order, is a culturally specific form of significatidhat is based upon “common
cultural codes/conventions.” Films, like any text ootolgraph, are also created
within a specific context with its own set of signierThe film is directly linked
to reality because it is created within this contexartBes hailed the “death of the
author,” (orauteul) because thauteurcould not in fact be the sole determiner of
the meaning of a text, precisely because meaning is cespegific.

Barthes’ definition of myth — the third order of signifiat — is that it is a "story
by which a culture explains some aspect of reality dured’ Myth is an
“overarching cultural system of meaning within which [...] desion and
connotation takes placé” For instance, myths of “national greatness, good
vlersus] evil, male prowess, individualisfft.”| believe that this forms one of the
strongest arguments for the development of a locahetistand style of film-
making — one that is in opposition to Hollywood norms. adppting Hollywood
conventions in their films, filmmakers are implicithdopting elements of that
culture too. Neither the message, nor the myth is ewspletely divorced the
tools that create it.

As mentioned earlier, short films often rely on theereotype in order to
communicate instantly identifiable characters in a shpaice of time. Certainly

8 Mulvey, L (1989) Visual and other pleasuisomington: Indiana University Press
8 Bicket, D. “Roland Barthes” k.i.s.ef the panopticonApril 2003. Available URL:
http://www.geneseo.edu/%7Ebicket/panop/author_B.htm#BARTHES
85 |hi

Ibid.
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one of the ways in these short films, as well asdilin general, create and
perpetuate myth is through these stereotypes. Many of Hresmerely local
variations on universal themes, as evidenced in recemt 8lms. The use of
particular types reveals the themes that local filkems are chiefly concerned
with. For instance, many films deal with the figure leé black male, who is still
frequently portrayed as threatening, criminal and aggrdgsesual. A variation
on this is the young, intelligent black male who is bitbout the past, and seeks
vengeance and equality. Both are often seen as thceathite establishment.
Other threats to society take the form of rapistanioals, xenophobes and
bullies. The unrepentant racist or oppressor has tdierform of the white
Afrikaner farmer or bigot in a number of films. Other tgadar South African
types have been represented too, such as Indians and Gseegdesmen, or the
white English-speaking middle-class as paranoid, quasi-kberd.ower-class
whites are seen as unintelligent. Victims are mgrsliperior. Apart from the
advantages these stereotypes render to the narratevesotiventions all help
disseminate those myths, and inform that “culturalesysbf meaning.” So it is
significant to consider those trends and codes thate@dent in recent film-

making.

Independent filmmakers

At the outset of this research, it was presumed tlaetivould be a significant
divide between the films of those filmmakers working witlitiatives, and those
without. There is a wide scope in recent short filmkimg in South Africa. A
few directors have stood out from the rest, but culyehere does not seem to be
any significant divide between ‘independent’ and ‘institutiofikthmakers. The
biggest divide between the two groups has been in termgpokure and budget,
and not content. For the most part it is only thasenfakers who work through
initiatives that are getting any real exposure, and ibny those films that
generally have substantial budgets. Usually, indeperfderst are produced on
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very low budgets, and are rarely seen. It was surmisadindependent short
filmmakers would be producing avant-garde, unconventionak wehilst those
working through institutions would be forced to produce noomventional work.
This has not necessarily been the case. The divide exist, but not along the
lines of institutional versus independent filmmakers. Wiagt been found is that
there is a wide range in the productions, with conventiandl unconventional
work being produced across the board. Some white filmmahkave been
accused of generally aping Hollywood conventions and stgisicularly white
student filmmaker&® Some black directors such as Teboho Mahlatsi, Zola
Maseko and Dumisane Phakathi seem to be breaking awaytlfi® ‘norms’ of
film production and experimenting with new styles and naesa, whilst still
portraying South African realities.

Whilst the lack of a studio system excludes the indepéridimmaker from being
evaluated under Sarrisiuteur theory, | will use the same criteria all the same.
Namely, a ‘good’ director’s film will have a distinct uisl style and show
technical competence. The film will also have an iatemeaning which has
arisen as a direct result of the tension betweenliteetor and the conditions of
production in which he or she worked. What is lacking éwew is the perceived
or real control that comes with an initiative. Timelependent filmmaker does
have constraints that affect the production of filrasgély attributed to the lack of
support that institutional initiatives offer. In order the independent filmmaker
to shine, he has to produce work that is unique despite therued that face the
independent filmmaker in South Africa today. That is, Has to produce a
technically competent, individual work, despite budgetargnstraints,
inexperience, and the lack of support.

Two of the most noticeable independent short films ofrtegears have be€rhe
Storekeeperand Clowns. Both independent films were written, directed and
produced by their creators, and they effectively showadsthetic divide which

was mentioned.

8 Erom interview data.
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Both films were technically well made, and both beingptsbn film with
reasonably high budgets. Brown’s film, whilst visuallyikéhg, was in many
respects more of an exercise in replication. Manthefediting devices, visual
keys and codes lent themselves more to music videos likadrama they were
intended to enhance. Of his own admission, Brown Hategh African films,
saying that they are “all the same”, tired, overdone anbnically inferior. He
doesn't believe that local filmmakers have a respolityibio develop a
specifically South African aesthetic. In fact, heideds that South Africans need
to perfect “normal film-making techniquéé”before tackling a local aesthetic.
Clearly Brown sees western cinema practices not aslyuperior, but normative,
too. This attitude is reflected in the visual and narragtyke of his film. Clowns
has the glossy look of a Hollywood product, with high kghting, and the film
is on many levels comparable to US imports. Howevisit the cinematography
was at times overly complex, and worked more act fesshy visual device than
enhance the storyline. The story is a surreal lookeatifdfhof an unhappy clown
who has aspirations of being a ‘real’ actor. No dasgues are tackled; and in
fact the only moment that comes across as espeoiddlyant to a local audience
is the violent act at the centre of the film. Butbast this event serves as little
more than a contrivance for the surrealistic elemeftthe story. The events
appear to take place in front of, rather than within teeaial context. This is not
to say that all local films must comment on, oreatst be aware of their South
African context. The film takes place in Cape TowresuSouth African actors
and accents, but still fails to engage with the locdiem Perhaps it is because
the modes of production, the visual style, editing and tiaeravere too
dependent on western conventions. As a result thenfilbna detached air about it

which seems to remove it from its South African cante

The Storekeepds a slow paced social drama about a good-natured manswho
driven to taking the law into his own hands afterexirfig a number of burglaries

at his small rural store. After the death of a nightelvanan the store owner,

87 Matthew Brown interview
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played by Winston Ntshona, buys a shotgun. The shotguryisigged to create
a makeshift anti-theft device, which ultimately kills madl child. The film
manages, through simple and effective mise en scéne inathatography to
capture a very South African look and feel in a stylismmea. The simplicity
and lack of dialogue shows a certain individuality and cemfte in the directing.
Whilst it took a relatively bold move of excluding dialoggesomething that
could potentially have affected its distribution — it alsade the production easier
for the relative newcomer. The aim of the deviceormtiog to Hood, was to
make the film more accessible to a wider South Afrmadience. The style was a
success, and was even referenced by Hilicompetition winner Lungi Dumalo
in his short film6é Numbers

The Storekeepewas the first South African short film to be shobn Ster-
Kinekor. It enjoyed a successful run in its art-houserom Cinema Nouveau.
The film also captured overseas attention. It wowmmber of awards, including
The Silver Hugo at the Chicago film festival, the UNICE®Gphy at Bilbao, Best
Film at Algarve, a US Kodak award as Best of the Shsirtat Cannes and the
Grand Prize at the Melbourne International Film fesfi¥aThe film was made to
raise awareness and funds for Hood’s feature AlliReasonable ManHood has
since adapted and directed the Polish filnbesert and Wilderneg2001), which
is currently Poland’s number one Box Office hit for lear to date, with a

$ 6.3 million take — proving Hood'’s abilities as a commnardirector too.

The Storekeepediffers from Clowns chiefly in the fact that it tackles a local
issue, and was explicitly located in South Africa. Tiweo films are very
different; Brown'’s is situated in a cosmopolitan ciigod’s in a rural areaThe
Storekeepeis essentially a ‘black story’, whil€lownsis chiefly about its white
characters. Both films do have violence as a commaoardmator. Clownsends
with a comfortable, albeit false resolution, Qute Storekeepdeaves the viewer
with a serious comment about violence in our socidtye storekeeper is sent off

to prison for the death of the child, but the clown’sating disappears, as if it

8 hitp://ww.gavinhood.net/
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were just part of a children’s birthday party magic sh@me surreal twist allows
for the happy ending, but also dodges any commitmertetassue of violence.
Indeed,Clownsis not necessarily a filmboutviolence, but the issue of it does
come up. A film is not necessarily good or bad depending/twether or not it
tackles issues, buthe Storekeeperngages with its topic in a far more effective
manner, whilst also branding it as South African. Unklkewn’s film, it does
not appear to shy away from its context. It embrésesultural specificity, whilst
still portraying a universal story.

As mentioned earlier, the barriers to new filmmakees\gery high, resulting in
very few independently produced films of a quality standaryg.faB the highest
number of films has come from educational institutions, the films with the
highest profile have been as a result of institutiomgatives.

Institutional Initiatives

The nineties saw the inception and growth of a numbeshoft film-making
initiatives such as M-Net'®ew Directions SABC’s Dramatic Encountersand
Channel 4’sThe Short and CurliesDuring this time film-making in South Africa
started to expand and gain momentum. The initiativesamticplar raised the
status and awareness of local film-making, with the rposiific initiative being
M-Net’s New Directions It is the longest running developmental film initigtin
Africa, and has been aimed at attracting and developingfimwnaking talent,
particularly in the field of scriptwriting. It began in 19%hd was a way for M-
Net to develop local talent whilst fulfilling its locabntent quota requirements.
The initiative was also seen by M-Net as a way t@sajon itself in the light of
post-apartheid democratic change in South Africa. Thepaosn needed to be
visibly supporting change, diversity and development. Tintgaiive met with

opposition, particularly from local independent produé®rs.

8 |Interview with Richard Green.
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The budgets for the 30-minute short films were high, aid®84 started at

R 500 000 per South African production. Films made in othes pdriAfrica
received budgets of R 750 000, due to the extra costs invaelighdshooting in
countries that lacked South Africa’s production infrasutet The films were
shot on 35 mm film, with a lot of emphasis being pthoa the quality of the
productions. The pieces had to meet the broadcast eawrits of M-Net, so that

they could be screened on the pay channel.

In selecting potential directors, no premium was plaocaedprior production
experience, as the emphasis was specifically on thelafanent of new talent.
People with prior professional experience were in fextluded from the
initiative. Selection was based on a process whgrewp of hopeful directors all
individually directed the same script in a studio situatid=rom that group the
most promising were drawn, and invited to pitch on a numbscrpts, which
had been selected by a panel. Notable people such as JohiMianiyeenn Lee,
Liza Key and Barney Simon were on the panel. Inescases directors were
specifically encouraged to present treatments for projbetgproducers though
were well suited to them. After scripts were seledigdhe panel, they were
paired with the selected directors, who were guided byrexmed producer
Richard Green.

M-Net expanded the initiative to include other parts fsfc&, as the company felt
it didn’t only have a responsibility to develop the fiindustry in South Africa.
Where possible in Africa, Green would employ local prodsieed talent to aid in
the development process. Much control was needed oveesraf production
because of the lack of education and formalised trainmgnsure the quality
remained high and met with M-Net's approval. Howeverstmaf the earlier

films are not of remarkable quality.

A number of short films have come of the initiativegludingAngel (Barry Berk,
1996), An Old Wife's Taleand Christmas with GrannyDumisane Phakathi,
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2000), Come to the Bioscop@ance Gewer, 2000Cry Me A Baby (Tamsin
MacCarthy, 1993)Stimulation(Andrew Worsdale, 2000);he Apology(Rozelle
Vogelman)The Children and,ISalvationandTheReturn®

The Returntakes place during Diwali celebrations, and is set withe Indian
community. As such that community’s peoples, beliets @stoms are central to
the story. The lyrical film also deals with tradiion the light of a changing
world, where customs give way as couples from diffe@rtures intermarry.
The film includes mystical themes of reincarnation patér to the Hindu faith
and speaks of issues within the Indian community whavefor the most part

gone unexamined in films in the past.

The film concerns Amir, a Hindu man, and his Muslim wiign#nlaya. As a
result of the union Amir has become estranged fronfidmsly. On the eve of the
birth of their child, the couple visit his family for tl@wali celebrations, in the
hope of reconciling their differences.

Like many South African films, violence forms an intdgpart of the narrative,
and the father is tragically killed before the coupievas. The Hindu family’s
existence is portrayed as a model of a happy communityebéhe murder and
the arrival of the couple.

The murder is the catalyst that makes Amir return tordligious roots, as he
takes on his father’'s mantle as the head of the hodsewife’s sense of unease
in the alien environment is increased by his new religiengofir. Her Islamic

beliefs are in conflict with the family’s Hindu faith éuneligious rituals.

It's a promising premise, but one which was not fullglised, both in the script
and the execution. The dialogue is stagy and overly ¢g¢seri Many of the
lines come across as false exposition, especially wleéwered by some of the

secondary or static characters. Some of the actpasticularly those playing the

% |phid.

52



smaller roles — are visibly awkward in front of the caame This awkwardness
translates to the film as a whole, particularly imwamber of scenes where the
staging is obviously forced. Non verbal moments, whati purely on the acting
abilities of the performers, fall flat. As a resuhe tension which should be built
up throughout the film is constantly being prematurelyasse in badly executed

scenes.

Amir’s religious zeal would be understandable if he appkeaven mildly affected
on an emotional level by his father’s death. Insteadhb@eges directly from the
loving, doting father-to-be into a deadpan, stern andreling husband. The
dialogue doesn’t give any justification for this. Nor slaieexplain his mother’s
outbursts against Summlaya as anything more than religitalsrance. Many of
the characters’ actions come across as unmotivaked. film is let down in this
regard both by the acting and the script. In one scenenfya places a white
rose petal in a bowl of red ones. The woman wholigdithe bow! with the red
petals wordlessly removes the offending white one, butndaya merely puts
another one in, which is promptly removed. In anotheneso®mir confronts
Summlaya about a broken coffee mug. Neither scene nerdalogue, and the
conflicts come across as false, let alone unmotivatédere are a many such

moments in the film.

The film ends on a positive, albeit false note. Télgious rituals become too
much for Summlaya, and she runs out of the house. iBglgmas a result of the
drama, she goes into labour and has her baby. Aftebahg is born, Amir's
mother receives a sign that her husband is to retuarhasnan. The denouement
shows the filmmaker’'s particular religious bias, bypiping that the child is
actually the reincarnated spirit of the murdered patriafdie ‘knowledge’ of this
seems to mysteriously banish all Summlaya’s earliesgivings, let alone her
religious beliefs.

Tamsin MacCarthy's<Cry Me A Babyis centred on Nondwe, a midwife who
yearns to have a child of her own. The only problenhas she doesn’t see her
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musician boyfriend Joe as a suitable parent for her childe film deals with

notions of what it is to be ‘@aeal man in post-apartheid South Africa.

Nondwe has to navigate minefield of men where any one wandut to be
unfaithful, abusive or carry the HIV virus. More thantjaa attack on men, the
film explores the difficulties South Africans fate/ing to create stable nuclear
families. If anything, Sechaba Morojele’s portrayaltisdé sensitive Joe moves
towards debunking the stereotypical view of black men ltanerers and

abusers.

Nondwe’s actions seem to be rather unmotivated, aral rasult her character
frequently comes across as irrational, and diffitolltelate to. In an early scene
she comes home and tells Joe she wants to have a @d®y move to the
bedroom, clearly about to have sex. Nondwe then pullaaandom and says
she wants a baby, but not with Joe. Similarly, shallates between wanting a
baby without a man, and wanting to wait until she findsigitet man.

The film would perhaps have benefited from a rewrite aiv® Garisch’s script,
at least to make Nondwe’s actions more believablde dharacter is difficult to
relate to, and the film seems to lurch from sequenceetjuence, never really
reaching a climax. There are a few moments when Nondwestation peaks,
spurring another dream sequence. The film makes frequéntta Nondwe’s
dream sequences in which she battles with her questdddther for her child.
There is a game show where the prize is a decent (tlamygh she ends up
winning a baby) and a line-up where Nondwe examines possidgssuln one
particularly surrealistic moment, Nondwe has sex ViA#ther Christmas, who
offers her anything she wants. She asks for a soft sk#MW, jobs for Joe and
her sister, a VCR and TV, and a cell phone. No raans made of a baby or new
suitor. Her dreams provide an overview of the issuesssiaeing, but never offer
any real evidence of her development as a charactes.réBolution — where she
decides to agree to marry Joe — seems to happen by defa@ltnore to a
softening of her resolve than any personal revelatiore fiflal shot is of a baby
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in utero, implying her impending pregnancy. Despite itstédls; for the most

part it is a well-executed film.

To date the most successful film in terms of audienceing to come from the
initiative has beefMhe Pink Leather Chaimwhich is currently showing in India.
The feature filmSexy Girls(Russell Thompson, 1998) was inspiredTihe Pink
Leather Chair and grew from the success of that film. Currentlyotations are
underway with an American company that wants to buyittes to the premise
of Sexy Girls Another film to have continued success afllew Directionsvas
the social comedgZhikin Biz'nis The short film was made by Khalo Matabane,
but a fall-out with M-Net meant that he was not cdased to direct the feature-
length version. He was reported as saying "Unfortundteiet, like most
institutions, continues to disregard black people. They thivdy tare acting
honourably because they're choosing another black persdinet it.®* The
feature filmChikin Biz’'nis — The Whole Stof{998) was ultimately awarded to
Ntshavheni Wa Luruli to direct. Both the short and feafiim and were popular
with audiences, and the feature is still shown at timual National Arts Festival

at Grahamstown.

New Directionshas undoubtedly been the biggest and most prolific inigaitiv
South Africa, far outnumbering the number of films malkrough other schemes.
Once the short films were made, little was done rms$eof securing cinematic
release or pursuing overseas marketing opportunities. ilfife Wwere shown on
M-Net's pay channels, but they were seen merely asrébalt of training
initiatives, and nothing more was done to promote thepeaducts. Despite the
few developments of some of the films into largerjgunts, the initiative has not
made money for M-Net. As a result, apart from the faentioned above, the
films have not enjoyed much success overseas. M-Nefpaad in the region of
R 40 million on the initiative in the past ten ye#frsMore recently some of the
earlyNew Directiondilms have been shown on SABC 1.

1 Quoted aElectronic Mail & Guardian October 16, 1997 Available URL:
http://www.chico.mweb.co.za/mg/art/reviews/97oct/16oc-nmh@l
92 Interview with Richard Green.
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Recently Zola Maseko has madeDrink in the Passag€002), andVaiting for
Valdez(2002) has been made by Dumisane Phakathi. Both filmsngogirey
widespread critical acclaim. Both films were selectadoffficial competition at
FESPACO 2003, witlA Drink in the Passagwinning the Best Short Jury Prize

at the festival.

Maseko’sA Drink in the Passages adapted from a story written by Alan Paton.
Set in 1960, it is about artist Edward Simelane who winaveard for one of his
sculptures. This poses a problem for the apartheid-erdn Sdnica, particularly
because the award carries a sizeable cash payment.t ihailssues of apartheid
era South Africa are pivotal to the narrative, tiilen is actually about a
connection that is made between Simelane and an Afiska®n, van Rensburg.
The two meet outside the window where Simelane’s sadps exhibited, and
strike up a conversation about the artwork. Initiallgpgcious, Simelane is drawn
in by the man’s obvious admiration of the artwork. Vamdbeirg invites
Simelane to have a drink at his flat, never knowing tleatvas actually inviting
the artist himself. The hesitant Simelane agrees,apitgplbecause he knows the
invitation to be genuine, and not motivated by his new-fouebaty. Due to
the pass laws, van Rensurg is afraid to invite the scuipsidte. Instead they
have a drink in the passage of the building. Both areonsref being discovered.
Their discussion and interaction exposes how apartheghtively affects
everybody, on both sides of the racial divide. laisharacter driven story that
never appears to preach to the viewer. It avoids dreatlypes and didacticism
that seems to affect so many recent films that gite¢m engage with the topic.
There is however one moment where one feels thdtltes perhaps trying too
hard to be impartial, when van Rensburg’s family memsbeall too pleased to
have Simelane as a guest. The moment comes acrstsggsand a bit forced.
But for the most part the film rings true, on a vewynran level, supported by the

strong performances.
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There is irony in the fact that van Rensburg sees thi& wobe as a result of
divine inspiration, and says that the artist who cee#dtenust have an element of
the divine within him. In apartheid South Africa, it isnic that such a comment
should be spoken about a black man. Simelane leavesyantRensburg never
knowing who he truly is. This moment reflects therfdship that never was, that
could not be in apartheid South Africa.

The film does not attempt any major narrative shifts; does it employ any
flashy film techniques. The narrative stays close &btmne; the film takes place
over a short period of time with a measured pace thadriags. Maseko’s film

steers clear of tired stereotypes, and as a result ¢hewvis able to make a real
connection with the characters.

It is a well executed, atmospheric film with a solidigicat its heart. It has an
undeniable style and confident pace that shows Masekd'siskildirector.

Waiting for Valdezs a film about the art of story telling, and is mpst¢t around
a fire where children gather to tell stories. Itlsoaa period piece, set in 1972 in
Western Township. The film gets its name from thHm fi/aldez is Coming
(Edwin Sherin, 1971) with Burt Lancaster. Sharkey is an ht g& boy who
experiences cinema through Tox and Faya, who sneakhatmovie-house and
charge to narrate the films back to their friends arobadite.

Sharkey lives with his doting grandmother, whilst his parestqy in Eldorado
Park due to the segregation laws. His grandmother looks hiftn, and the
privileged existence makes Sharkey the focus of teasinbidbyess-fortunate
friends.

Waiting for Valdezs presented in black and white, with the only colour mteise

the Burt Lancaster movie poster. This device enhance®l#akness of the
landscape and the social documentary feel of the filime film engages with the
social problems that inherently plagued the apartheid stai®ynships where the
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only escape is through the church or the shebeens. I[ihésffull of colourful

characters, like Ous Nana, whose gaiety serves espéa from the poverty and
glum surroundings of the township. But as with many thingkartownship, the
happiness is just a fagade. Ous Nana is a tragic cagrantalcoholic who stays
indoors in order to preserve her complexion so that ahepass for ‘coloured,’
and be able to move to Eldorado Park. The film port@ysociety where
alcoholism is rife, and families are split up alongiahdines. The best
entertainment comes from the ancient art of oralysting around an open fire.

The film is about the importance of community and scexplerience.

Despite the awkward moments which invariably arise froningusnon-
professional actors and children, the film is a touchimgysabout life in the
townships. Phakathi's direction, and the sensitive pgatraf Ma Katie by Dolly
Rathebe render a very human feel to the film. LAkérink in the Passage
Waiting for Valdezs a sensitive film which shows the effects of thetmall on
ordinary people, through the personal experiences astieatharactersWaiting
for Valdez has been called “a triumph of humanity and aesthetosf “the
epiphany of the last decade” by Darryl AccdheMbye Cham, a well-known
critic and African film theorist, is championing Duraisee Phakathi as the
definition of new South African film-makind’.

According to Richard Green, who was one of the imt&bf theNew Directions

project and executive producer of all the short filheré was surprisingly little
editorial control from M-Net, despite the potentiadignsitive political situation of
the time. Scripts were not censored directly by M-Kagther it was up to a panel

of judges to select the scripts.

Originally the main focus oNew Directionswas on short film production, and
over thirty short films have come of the initiativk. was however felt that people
were being developed that had “nowhere to’3eb the focus shifted to feature

% Accone, D. “Framed by real lifé¥ail&Guardian, April 23 to 29 2004.
% Interview with Richard Green.
% “The South African Film And Television Industry Reporfp. 73.
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film production. Despite this apparent shift, only twadea films, Chikin Biz’'nis

— The Whole StorgndSexy Girls have been developed and filmed as a result of
the initiative. This shift to feature film production obwsly occurred because the
short film was seen as limited in its scopéew Directionss still producing short
films but the purported ultimate aim seems to be to maktere films.

Both A Drink in the PassagandWaiting for Valdezare beautifully filmed and
executed. It is the solid scripts that form their fodiwtes which, apart from the
directors’ skills, are probably the most significargtéas in the films’ successes.
The films represent a divergence from the rest o\ Directiondilms, which
have been mostly unremarkable. It is only recenftgr@a number of years and
many short films that the overall quality of the filfr®m the initiative has
improved. Hopefully the films herald the arrival of mebclass local film-
making. Phakathi and Maseko's films represent the mmraf M-Net's
substantial investment, proving the value of continued institat support
through initiatives likeNew Directions

The Short and Curlies

The South AfricanShort and Curliesshort film initiative resulted in the
production of five short films, which were all shot on@& film. The scheme
was originally a UK initiative, which was brought oat$outh Africa by Channel
4. The project was produced by Jeremy Nathan and Big Wondn@i, with
financial assistance from The Department Of Arts, t@a| Science and
Technology. The films were much shorter — eleven mindtésn those made by
New Directions Obviously the shorter format had its advantages, andudt the
films were visually striking, punchy and concise workast thenerally told simple
tales very effectively. The Short and Curlieslso represented the varied film
voices that were starting to emerge in the New Souticafwvith a wide range of
subject matter. The films made under the initiativediverse and representative
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in terms of aesthetic, content and filmmakers. ThasfiareThe Vow(Junaid
Ahmmed), Husk (Jeremy Handler)Watercolours(Nantie Steyn),Lucky Day
(Brian Tilley) andPortrait of a Young Man Drowningleboho Mahlatsi). All of
the films are credited as being produced in 1$99.

The short form is reliant on every moment of scréere, and these shorts all
demonstrate the succinct writing, focussed directing andsgremting abilities
necessary to convey a lot of information in a shortsud time.

Junaid Ahmed’sThe Vowis a film set in the Kwa-Zulu Natal Indian community
and centres on a fathers religious vow he takes irr twd=ure his mute son. The
film is lyrical, and beautifully shot, enhancing thecrgml symbolism of the

colourful festival.

Lucky Dayis an entertaining film that touches on some vergwvaait South
African issues, but manages to do it in a darkly comicay. It also shows
disenfranchised, impoverished white South Africans, and e®rdn a bizarre
experience that a casual worker has when he is picked addyner. Lucky is
employed to witness the farmer’s suicide, so thatféinmer can absolve himself
of a murder. The inclusion of veteran South Africaroa¢an Roberts helped

make the film convincing.

Husk centres on a destitute father and daughter in the yside who owe a
villainous landlord money. The film reflects a seenyrigherent violence which
has come to characterise South Africa in recent yeare plot revolves around
on the daughter (Nicola Hannekom) who exacts her revengkee landlord when
she is forced to defend herself from his sexual advanddse scenes of the
daughter’s trauma are inter-cut with images of her icafd father flicking coins
into a bottle in the local barHusk was in main short competition at the 1999
Cannes Film Festival, which was a first for a SouthcAn film. It was also won

% This does not seem correct, as there is some discyepatates range from 1997 to 1999.
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awards for Direction, Camera, Editing and Actors Remfnce at the NTVA

Stone Awards.

Watercolourss set in 1989, during South Africa’s state of emergentis about
the racist Mayor of Krugersdorp (Bill Flynn), who buysethocal public
swimming pool which he also manages so that his loveesit¢dana Cilliers) can
continue swimming happily without fear of the black publiaijog her. Visually
the film is very striking, with its primary coloured atirection and meticulous
mise en scéne, which enhances ‘perfect’, pristine dreauria\the mayor lives in.
The black protesters in the streets that are threatethis world are well
juxtaposed with the crystal clear swimming pool. Unfoatety the film resorts
to tired stereotypes; the racist, the idiot, the liber&he mayor’s unattractive
political ideology is reflected in his short, overweigbidy and balding head. He
casts a tragic-comic figure as he struggles to impresgvasitterest, and in the
last scene he has to drive his car to catch her. wihe pool cleaner (in a
protected work environment) is virtually mute. Both men lugrafie attractive
— and liberal — woman. The distinction between good afildise once again
conveniently drawn along the visually attractive/uglyidi. The film is for the
most part well written, but is unfortunately marred byalse climax. This is
exemplified in the last line, when Jana Cilliers’ cludea rejects the man’s gesture
by taking up running instead of swimming. Her simple rejecsoobviously a
symbolic political choice. She is not only rejectinlyrfa’s character, but the
white-supremacy rule of the country too. The text coamegss as overly didactic
and false. This demonstrates the short form’s limomat for narrative arcs and
character development. Given more screen-timefilthewould have had more
opportunity to develop the narrative and characters,adiodd a more relevant

ending.

On of the most notable films to come out of the init@tand indeed South Africa
in recent years, has been Teboho Mahlatsi’s criticadlglaimedPortrait of a
Young Man Drowning. Many regard the film as one of South Africa’s most
exciting short films of recent years. It is a darkftgriilm set in South Africa’s
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harsh township life. Whilst all the films made undé&e Short and Curlieare of
a very high standardRortrait is by far the most individual of the collection, and
shows Mahlatsi’'s personal vision and influence. The fi different from a
number of angles. The visual style for one is unusarad, is matched by the
strident music that was used. Both work well to enhdaheeharshness of the
township landscape. The visual style is the most obviodgator of a
divergence from the norms of local film-making. Maygung local directors
would choose to maximise the opportunity to use 35mm filalltd’s aesthetic
advantage. Typically the results would have been high Wsyally bright,
lustrous works. Indeed this was the case with the otlmes from theShort and
Curlies initiative, such a®atercoloursandLucky Day Mabhlatsi's film deviates
from that standard, as he eschews the typical comfertabk along with high
key lighting and bright colouring. The film does not stway from the tough
township landscape it is set in, nor does it attemmglamorise it. Dead dogs,
burning cars and ruined buildings litter the scene. Thénedasut, stark visuals
are used to great effect to situate the film in its unig&suth African setting.
But it is not only the visual style that sétsrtrait apart.

Notably, it was shot in Xhosa, and had English subtitles fact which hasn’t
apparently affected its popularity — even on AtomFilms’ sieeli’ Mahlatsi

wanted a ‘real’ feel to the film — and used the filmiereénts extremely well in
reflecting the protagonist’s psychological turmoil. Taerative follows Shadow,
a known killer in the township, who needs to clean aisspdb wound. He is an
interesting character that doesn't fit into any obvioesesitype. He is an anti-
hero, trying to change his ways. The act of cleaning igusb physical; it is a
quest for redemption. Seeking this redemption, he decides tm the funeral of
his most recent victim. The local community constatitivarts his intentions to
cleanse himself, from people who won't allow him toheain their house, to the
holy man who won't give him water. As Shadow batteabsolve himself of his

" The significance of this relates to the fact thatAtomFilms website screens films in a very
small, low resolution format, to enable web streamifiis makes subtitles hard, if not
impossible to read. Add to this the fact that moshefwebsite’s visitors would be English
speakers, and would therefore not understand Xhosa.
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sins, the communitykangaroo court” brings another convict to him, their elmos
executioner. He is caught in an endless cycle of welenThe community is
party to his failed attempts to gain absolution. The ga@o@le who shun him for
murder bring a rapist to him for justice. When he canitdar the man, and asks
why he should, the answer is, “Because you're therkileg.” The film
frequently alternates between third person views, and views Shadow’'s
fantasies or dreams. Most images of Shadow trying &hviaess hands, but the
water constantly turns red. For some time the vielweunsure if they are
analepsis (flashback) views from his last murder, prophetolepsis (flash-
forward) or hallucinations. They are surrealistic sequeti@gsreflect Shadow’s
inner turmoil, symbolised by his vain attempts to wash hisihiafean. The film

ends with Shadow’s face emerging from blood-red water.

Mahlatsi had already had success viAtrtrait of a Young Man Drowningefore
Yizo Yizowas screened on television. Ronnie Nyakale, whoaalss as gangster
Papa Action in the television series, played ShadoRontrait. Portrait was in
competition in the Venice Film Festival in 1999, and wemtt@ win the Silver
Lion for Best Short Filn?®

All of the films from the initiative have enjoyedhagh level of success, and a
number of awards have been won between theatky Day Husk and Portrait

of a Young Man Drowninghave been screened at Cannes, Palm Springs,
Telluride, Edinburgh, Raindance, Rio de Janeiro, ToroN@ntes and Sithengi

film festivals®®

Nathan acknowledges the difficulty in finding platforms &nort films, and felt
that AtomFilms was on of the best options availdblewide viewership. The
series secured distribution with AtomFilms on the Imé¢rand on some airlines

for five years. Atom's business partners include HB@pd&nce Channel,

% «Jeremy Nathan, Producer”, Avatar Digital. No DateeBi Available URL:
http://www.ballistic.co.za/dv8/gfx/avatar.html

% Pearson, B. “AtomFilms inks distn deaVariety, February 17 2000. Available URL:
http://print.google.com/print/doc?articleid=2ExTUJzyloF
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Infoseek, @Home, Warner Bros. Online and Reel.com. iline have enjoyed
success on the AtomFilms website, with the films galhescoring highly with
audiences. Nathan viewed the deal as “a true refleoficghe route for African
flmmakers to succeed in an economically and crelgtie®mpetitive world

entertainment industry**

Apart from the fact that the films were much shortbis initiative differed from
New Directionsn that directors and producers were selected on the digrior
experience, so the general standards could have beertezskpede higher. It
purported to be more of a scriptwriting development initiatniereasNew
Directionswas focussed on both directing and scriptwriting developme

The initiative was also expensive with a budget of R 500 008qugat. This was
partially due to the fact that the films were shot om®8b film. The initiative was
only partially funded locally, through the SABC. Thetresthe funding came
jointly from Channel 4 (UK), Miramax (USA) and Kod&k.

Dramatic Encounters

SABC'’s answer to M-Netllew Directiondnitiative saw the production of six ten
minute short stories which were screened on SABC in 1999. pifidject was
devised and led by renowned British writer, director andiyeer Alby James. It
was intended to address a lack of knowledge and exper@&ntikn-making,
through training people “with cinematic potenti¥® The initiative received
more than 850 applications, and eventually worked with twedwe scriptwriters,
six trainee directors and six trainee producers. mit@tive was coupled with an

intensive training process.

0 EDITION 57. 22 February 2000. Available URL:
http://www.africafilmtv.com/pages/newsflash/2001/eng20&7ftm
191«The South African Film And Television Industry Repor®p. 74.
102 i

Ibid.
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As with the other initiativesPramatic Encountefsmain aim was to promote
diversity and development. Films were made in a nurmblnguages, including
Zulu, Venda, Sotho and ‘tsotsitaal’. The films were meharkable, and weren’t
favourably reviewed, least of all by Andrew Worsdale, wéid snost of the films

relied on “stale generalities”, were “clumsy” and tstypical.™%

Films to come of this initiative have bedWarkowitz (Sechaba Morajele),
Mountains are Falling Eugene Paramoerfjleads or TailsThe CaretakerlLotus
Dreaming (written by Tanya Mudaly) ants Chandis Maar is O'righ{Bongani
Linda)***

The ultimate aim was long-term development of futurewrfilbkers. Caroline
Carew, one of the program leaders said, “We want towage those writers,
producers and directors who were involved in thBimmatic Encountersand

hopefully reach the point where we'll be doing full-ldindtamas with thent-*

On a per-minute basis, the films were about the saps¢ &s M-Net'sNew
Directions films. However, the overall cost was actually higheecause the
process included an intensive training process for the ¢&raimectors, producers
and scriptwriters. The process was marred by a numlmrenits, not least of all
the cutting of a major portion of the training budget. Tihms were of a low
standard as a result, despite having fairly high costsapaite. Each film had
two weeks of pre-production, a four-day shoot and three weékpost-
production.

Alby James outlined a number of problems with the initégtisome of which

have been included later on in this report.

193 Worsdale, A. “Short films fall shortZA@play 9 September 1999. Available URL:
http://www.chico.mweb.co.za/mg/art/film/9909/990909-shartéilhtm|

19%|pid. See Filmography

195 |pid. Worsdale
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STEPS for the future

STEPS (Social Transformation and Empowerment Prjéstan international
education-based initiative concerned with the effectsliM/AIDS in Southern
Africa. The initiative has made a number of short fimmeed at educating people
about the realities of HIV/AIDS. One of the shactibn films, The Sky in Her
Eyes directed by Ouida Smit and Madoda Ncayiyana, was madeuth 2\frica.
It is important to note that it doesn’t appear that ahyhe production funding
came from South African broadcasters or governmente flihding came from
the governments of Finland, Norway, Sweden, Denmark lamdNetherlands for
training, production and distribution. International Rioasters were also
involved, as well as the Soros Foundation, Danish and gAnfAiim Institutes,
One World Group of Broadcasters and Nokia, which was stipgdhe training

of young filmmakers®

Though its outcomes are HIV/AIDS education oriented,itit@tive does aid in
film development because it used both first-time amgerienced directors to
direct the projects. One of its primary aims, ai#DS education, was “[t]o
provide invaluable training to Southern African flmmakershwhe support of
some of the best filmmakers drawn from around the wdffd. Through this
initiative many new directors have been given expofurthe first time. The Sky
in Her Eyeswas screened by Ster-Kinekor befdk#hale Riderin its cinemas.
Unfortunately it seems that the creators missed o@tnarpportunity to capitalise
on the support that comes from being involved with a largmtive. Clearly the
organisers were willing to allow a certain degree ofdogm, and the film has a
lyrical and expressive style. Unfortunately this stydemarred by very low
production value, particularly in terms of image qualityheTvisual aesthetic of
the film certainly doesn’t do the 16mm film format justicFormat isn’t to blame
for the poor image quality; the picture is grainy and daisening the effect of

the potentially striking green hills and blue sky of thed\Neidlands. The central

106 From “STEPS for the future: What is it all about®Vailable URL:
http://www.dayzero.co.za/steps/project/project FAQ.htm
107 [
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motif of the kite bedecked with the brightly colourddlad’s drawing and red
ribbon would have had a much deeper impact had the cdieers effectively
captured. Instead what should have been a beautifult@gdesided up striking
me as an uncomfortable, visually unappealing documentakydbke. Effective
shooting would have enhanced the film's stylistic choices.

The film did however win the Djibril Diop Mambety awam the Directors’
Fortnight at the Festival de Cani¥s- the first South African film to do so. At
the 2d" Annual Chicago Children’s Film Festival it got second plémethe
Children's Jury Prize for a Live-Action Television Prodoctiand a Certificate of
Merit from the Adult Jury Prizes section.

Mama Africa

Mama Africawas an M-Net-Zimmedia co-production produced by SimonhBrig
As the name suggests the films all focussed on womekfrica. As such the
films constitute some of the few films made by and famen. The directors
were women from Nigeria, South Africa, Namibia, Bugifaso, Tunisia and
Zimbabwe. The films were all 26 minutes in length, and sha5 mm film.

The South African film wafkaya (2001) by Zulfah Otto-Sallies. The film is
named after its main character, who joins a gang on #pe Clats at a very
young age. After having a child in prison, she startppexiate the hardship in
bringing up a child in a difficult society, and tries toild a better lie for her
daughter. The film is by no means light entertainmeht.deals with many
difficult issues, including teenage pregnancy and sexuakabWshen she finds
out her baby has been abused by a fellow gang memberkiayam. Left little

choice, Raya eventually turns herself in to the politer déaving her child with

her mother. She sacrifices her freedom, but giveglh& a chance of life away

198 FErom URL:
http://www.e.bell.ca/filmfest/2003/filmsandprogrammes/dgsinn.asp?pagel D=film&id=173
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from the ganglands. Ultimately the film affirms thalue of community and

family.

The films were marketed to television stations as &iplesseries, with the 26-
minute format supposed to favour television-scheduling wigie series was also
pitched for cinematic release as two 90-minute programgama Africa was
expected to do better than most short film initiativesause the films were all
produced under one theme. This was expected to make thegpaciae
marketable. It was hoped that this packaging would overcbeahort form’s
bad distribution record. However, the series did mtwell when Ster-Kinekor
released it locally.

Midgets

In 2002 Kryptonite Productions embarked on a short film invgathat planned to
produce six six-minute short films, with the aim of havihgm screened before
main features at Ster-Kinekor and Cinema Nouveau cinen@s.Savage, who
started the production company, is also the initiatothef Midgets initiative.
Previously working as a commercials director, he decited the company
should be investing in local film production. The scripadse been selected from

a group of about 3688 entries, with high entertainment value as one ofihin
requisites. Savage believes that South Africa is ramtyréo make feature length
films, citing Promised Landas an example. He believes that South Africa needs
to make short, well produced films that generate public supphbitst developing

local talent at the same time.

The initiative has received very favourable responses ftioen film-making
community. For this, the first set of films, Savaged®to employ whom he

views as “the six best directors” he could involve wibe tventure. It has

199 Interview with Jon Savage and Helen Moses. “What makesipt work” The Writing Studio
Available URL: http://www.writingstudio.co.za/page105.html
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attracted interest from many eminent South Africamrilakers, a number of
whom are tentatively attached to the project. Culyefieboho Mahlatsi,
Matthew Brown, Norman Maake and Robin CoWfiehave been mentioned as
possible directors of some of the shorts. As theesdsecomes established and
grows in popularity, new less experienced film directovgl be given
opportunities to direct new shorts. In theory thet Bbsrt films plan to be made
into feature length films, as the Midgets become motabéshed. Hopefully the
popularity of the original shorts will secure ticket sdt@sthe feature films.

The final scripts have been selected, but it seems bmissions were plagued by
the same problems th&tramatic Encountersexperienced. Of the entries that
were received, very few were original. Helen Mosed gat “70 % of the films
contained a rape, a murder, a death, the grim reaper f.all four.”™** Most of
the scriptwriters also failed to stick to standard fdtimg techniques, and many
of the scripts didn’t even have the authors’ namethem.

A distribution arrangement has been made with Steelar, but according to
Helen Kuun the company has reserved the right to nat g films should they
not be of a certain quality. The programme also recesupport from the NFVF,
to the tune of R 300 008? With the short film budgets of R 200 000 per script,
this was not nearly enough for the six films. Fundingtfe rest of the project
had been reached with the South African branch of arnadgoholic beverage
brand, but unfortunately the company reneged on its comntitnfena result the
project has been put on hold indefinitely.

The initiators, like most local filmmakers, have foundttWhile potential investor
companies have been very interested in their projeasiploven very difficult to

secure investment in local film-making.

110 producerplair Witch Project 1999
11 |bid. The Writing Studio
112 NFVF Production Grants: 2003/2004 Available URL: _http://wafwf.co.za
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Educational Institutions

The short form is an excellent training ground, and isnafederred to as “finger
exercises” for future filmmakers. Most intervieweed that short film-making
forms an essential part of a flmmaker’s training andeeilgmce. Consequently,
students in Film and Television training colleges and sshoalke many of the
short films that are produced in South Africa. Unfortelyatmost of these

projects do not get wider a showing than within their insitigt

The school with the highest profile in South Africauredoubtedly AFDA, which
is the most prolific educational producer of short filnThe business has recently
opened a new campus in Cape Town. The school placesng gfmphasis on
audience research, and projects go through a rigorousvrpuieess before being
allowed into production. This is to promote knowledge ofl aespect for
standard production techniques. Film-making is approached dranarketing
angle, and projects have to have audience appeal.ctiraftarge proportion of a
student’s final mark is based on the audience’s ratirigeofilm.

Garth Holmes, one of the school's founding directees/s that over 200 short
films have been produced in the ten years that the sclasobden in existence.
Many of these have been shot on Superl6, 16 mm or 35 mmtbitk.s A
number of AFDA films have been shown on M-Net, suctSksterwit (Danie
Bester 2001) andtof (Kobus Roos, 1999). The majority of the films are of
student-level quality, but recently a number of the shbdve been enjoying
success and accolades at festivals around the worldt mdtably, Black Sushi
(Dean Blumberg, 2002), was recently awarded the special Jizey & the 14th
Milan African Film Festival. The prize was the homdeo distribution rights in
Italy for the short film. The film also won at ti#ollo Film Festival in 2003,

and has been “screened at over twenty festivals wat@li#t® It was also the

113 From “Local short film wins Jury Prize at Milan FilFestival”, Biz Community, 12 April
2004. Available URL:_http://www.biz-community.com/Snipd€6/17/1727.html

70



‘Bluefire International’ at the 8th Manchester Int&ional Short Film Festivat*

which is the runner-up for the Best International Skdm award.

A common theme in many of the films made at AFDA basn the transition
from the ‘old’ to ‘new’ South Africa, with issues oédemption and forgiveness
for apartheid sins featuring strongly. In particularngnaf the student films have
been largely dominated by Afrikaner themes of identity, asleaced by
Skitterwit Stof Triomfeer (Jan Hendrik Beetge, 2000), anéingels and
BoereoorlogWickus Strijdom).

Skitterwitis about an Afrikaans schoolboy rugby player, who loseglace on
the team to his new next-door neighbour, a black studemet.had to deal with
losing his place as ‘the cool kid" at school, as veslicoping with his alcoholic,
racist father who has been retrenched from his job. eRdeof the film sees the
protagonist accepting his new place in South African soeiednd rejecting his
father’s racist views. He is happy, and free, ablectept his new position where
he is literally sidelined — both on and off the ruglsidi Similarly, Triomfeeris
about an Afrikaans man living with his terminally ill,crst father in Triomtf,
formerly Sophiatown. Their existence is shattered wddatack family ‘comes
home’ to the place they lived before being forcibly reathv As the father dies,
so does the ‘old,” with the son accepting the new Safriba.

Holmes sees the films as being an indicator of spdretgeneral; Afrikaans
people are dealing with the prospect of losing their idgndibd with notions of
guilt and reconciliatiod® Rather, the films are more indicative of the staden
demographics of AFDA than of general society. If thedicoming out of AFDA
are anything to go by, AFDA is, like the film industry, sthite male (and
Afrikaans) dominated. However, this does seem to begaignand recently
AFDA student Norman Maake has enjoyed successes and rémogmith his
short filmHome Sweet Hom@999). He has recently completed his first feature,

Soldiers of the Rock2003), which has been called a “a student tour de force. |

11 |pid. Biz Community
115 Garth Holmes interview
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honest terms, it realistically portrays life in Soudfrica’s mines, recalling

countless films where the human spirit triumphs2®.”

Blumberg’s Black Sushiis about a black ex-convict who tries, and eventually
succeeds in working for traditional Japanese man isushi bar. Again, as with
most AFDA films, the denouement is a happy cross-culsitaation with co-

habitation and mutual respect.

Holmes also stresses that AFDA strives to not rafiddollywood, and tries to
make “culturally profound” works of art. That is, thdngol does not stress strict
adherence to Western conventions and visual styledeeth for the most part
they do succeed in avoiding the glossy feel of Hollywpamtlucts, and many of
their films have most recently had dark, gritty looks match the typically

conflicted emotional states of their characters.

As with all short films, the AFDA shorts are cultllyarelevant works because
they illustrate the current cultural identities of taddmmakers, and can be seen

as possible indicators of the future trends of flm-makm8outh Africa.

EdiT

Edit (Emerging Dynamics in Television) is M-Net’s other depahent initiative,
which caters specifically for film and television stutdenThe categories that are
accepted are Drama, Quiz or Game Show, DocumentarReady TV. Though
the initiative is not specifically aimed at short filmaking, the majority of final
projects are short fiction pieces. The competitionpsn to final years students
“attached to educational institutions or professional @atons who actively
support the development of skills in film or video produefib’’ Ten successful

proposals each receive a budget of R 25 000 for the productioech Wwas to be

118 Sithengi website. Available URL: http://www.sitherogi.za/2003/forum_entries/000018.php
17 «Competition Brief’,Edit. 2003. Available URL: http://www.mnet.co.za/edit/frasp
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between 8 and 15 minutes in length. In the applicatiomgs® students are
encouraged to “research and be aware of M-Net's demograpbicaudience
profile” when creating their program. No professionaative input is allowed,
but a professional has to be present to act as a sugresvisientor throughout the
production process. The projects are reviewed by M-Netjegreupervisor for

offline approval before being allowed to progress to thenersdtage.

The substantial prize of R 50 000 awarded to the institutidmtive best overall
project provides a strong incentive for students to succeRcedictably, the
quality of the productions is usually fairly low, but thempetition provides
students with invaluable real-life production experiensewall as exposure on
M-Net.

This initiative also raises status of the local filmaustry, and stimulates younger
people interested in a career in film and televisiosabse it makes the industry
more accessible. This initiative will no doubt aid e tdevelopment of future
film-making talent. In years to come the entriesudthamprove in quality and
become more competitive, as the general status and qudlitihe industry

improves.

Script development

One of the main issues filmmakers and commentators kagn as holding the
local industry back is a serious lack of script developmént another legacy of
apartheid that has resulted from a lack of language antingvriskills
development, particularly amongst the black populati®he good response by
applicants to th®ramatic Encounteritiative was marred by the fact that out of
the more than seven hundred applicants, only “aboutvéwed the applicants”

73



actually completed their applications corre¢tfy. Writing for the screen is a very
specific form of literacy. New storytellers cannoteogected to write effectively
for film, and appreciate the finer points of scriptwgtinf they don’t even have a
good general level of literacy and comprehension.

The Nigerian film market is extremely successful beeaus market-driven, and
the films have popular appeal. As has been stated a nwhbienes, the local
industry is still very white—dominated across the board.nuinber of black

filmmakers are outspoken about this, and Zola Masefoased as saying,

“All the films about us, the black South Africans, are made by whites.
Never by us. Now that we have the means to tell our ownsstoneone

is interested. My frustration no doubt shows how little things have
changed. The majority of films produced by the new South Africa are
white. Why? Because black people have no access to the means of
production, which are still in the hands of the white mindtity?

He who pays the piper calls the tune. One of the ceptodllems facing local
film distribution and acceptance by audiences is thetffiattthere is a shortage of
stories that speak of black or non-white experience.grBnas likeYizoYizoare
hugely successful because viewers can relate to the toniée film industry
needs to follow television’s example in order to enjog same local success.
There is a serious lack of local knowledge about vgifor screen, which will
only improve with education and, more importantly, experge

It is the scriptwriters who conceptualise new ideasater characters and present
local realities on the screen. Black writers arededeto write effectively about
black realities in South Africa. The South Africanrist Writers Association
(SASWA) is trying to address the lack of black writersitgrorganisation, but

says this is proving difficult. The association is oalyout 35% black?® and

118 |bid. James

119 Maseko, Z. (2003) “Freedom on Paper.” Available URL:
http://www.africultures.com/anglais/articles anglais/48eka.htm

120" Masilela, J. “Screenwriters still racially divide@A@Play 14 April 2000. Available URL:
http://www.chico.mweb.co.za/mg/art/film/0004/000414-screéeva.html
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there seem to be tensions between SASWA and The Bldek d&nd Video

Association (BFVA) that appear to be preventing a collation or merget*

The visual medium is incredibly powerful when it comeshe development of a
national identity, because of its ability to createl gropagate icons and myth.
One would have expected it to be a much more prevalentetiin the New South
Africa, particularly considering the national mottdKE E:/XARRA //KE™-
“Diverse Peoples Unite.” The promotion of national unity has certainly been one
of the most extolled virtues of local sport in the k&st years. Whilst many sports
such as soccer and rugby remain divided along race lilmas,Have the ability to
elucidate and examine national issues of identity. Tdrepte national icons,
characters, heroes and myths.

Deconstructionist theorists view Nationalism and ethyicas “essentially
artificial constructs [...] capricious imagined communitteat float out of the
new forms of media that have spread with economic nmizigion.” Nationalism

and ethnicity are called ‘imagined communities’ because

"the members of even the smallest nations will never know aohdiseir
fellow-members, meet them, or even hear of them, yet ininlds of each
lives an image of their communit{?®

No matter how whimsical the idea may be, it is clearlpowerful tool for any
country to have and utilise. The theme of nationalisrof a clear South African
identity is conspicuous in its absence from localifraking.

The mythologizing of South Africa needs to happen. Wenktime American
football jock, New York taxi driver or cowboy all to wehrough American
movies. There are countless local icons that havee'h lexplored extensively in

121 Eor more information on this effort, read Masilela“Screenwriters still racially divided”,
ZA@Play 14 April 2000. Available URL:
http://www.chico.mweb.co.za/mg/art/film/0004/000414-screéevs.htm|

122 Benedict Anderson, quoted in “Nationalism, National Idghtit k.i.s.s. of the panoptio27
February 2001. Available URL: http://www.geneseo.edu/%7Etizdieop/topicsnat.htm
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the local media, such as the sangoma, the ex-MKédiight the South African

policeman.

“Though subject to alteration and development, it is these stereotypes that
form the web of collective myths and memories that are the dtuff o
national identity, built up over centuries and as old as human society
itself.”*#

Indeed we could mention Nelson Mandela and other weNvkngolitical icons,
but these figures are not media icqres se at least not in the sense that film
icons are. There have been a few local film icons llage gained international
recognition, such as Henry Cele’s Shaka Zifler Jamie Uys’ portrayal of the
San Bushmen imhe Gods Must Be Crazy1989). However, these icons are
outdated don’'t adequately reflect South Africa’s curremtio-political milieu.
Recently these films have been criticised for besxgst and inaccurate. There
was much public disapproval recently when SABC re-ainehaka Zulwseries.
South Africa needs to embrace and perpetuate its caw,and relevant national

icons.

The status of local culture needs to be raised, amdatls to be seen as the
national commodity that it is. Films are productxolture, and film-making is
able to update and build upon existing local identities, elkag create new ones.
As such, films also act as preservers of local culture

Exporting local films will raise South Africa’s statusthe international arena, as
well as stimulating and providing the necessary inctiradocal industry needs to
develop and grow.

Roland Barthes also wrote on what he called the “iteedl, which was one that
could be read in any sequence; one where the meaning is notdeepen a
linear order of reading. It is a "multi-dimensional spat which a variety of
writings, none of them original, blend and clash.” this “ideal text [...] is a

123 Anderson, B.
124 Shaka ZulyWilliam C. Faure, Joshua Sinclair. 1987)
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galaxy of signifiers not a structure of signifieds.” libeé that a body of films
can act like this “ideal text” because the short fimpmorts multiple narratives,
which converge from a number of different realities.e Hody of work can be
accessed from any point. That is, from any film. Hees that “a text's unity lies
not in its origin, but in its destination,” and so thewer of the texts — in this case
the short films — is the one that produces meaning. $haspecially interesting
when considering the role film-making plays in myth-making. collection of
short films functions by permitting the creation ofdbenyths. Because of the
relatively high number of short films, the short filmorks more effectively in this
role than the feature film. The more exposure shinisfget the better, because

of their wide range of input.

Development in the area of script editing and scriptiirgy is also lacking. It is
no good having scripts being written in languages other thghshrnf there is a
lack of experienced readers who can understand those ¢gsyualhe local
industry requires a larger pool of readers, which would bee mepresentative of
the various languages and cultures of South Africa. Aloyes suggested that
South Africa needs to put script assessing “on a veryegsanal basis
throughout the sector as soon as possitfe Professional readers who are able to
effectively appraise new scripts in languages other Braglish are needed. But
predictably money is a major issue, and the problemtdasadts in a general lack

of local infrastructure.

Initiatives like New Directions the South African Screenwriters Laboratory
(SCRAWL) andDramatic Encountergre no doubt helping with this. SCRAWL
iS an intensive script development workshop using tutors ftbe United
Kingdom, The United States and Africa. It has been imagjpa® for a number of
years, hosting labs with professionals from the ingustfhe group focuses on
“practical script analysis rather than theoreticatdssion” and encourages stories
rooted in the “social and cultural background of the witét. SCRAWL helps to

encourage local writing ability by holding these scriptwgticourses and

125 |pid. James. Pp. 3
126 http://www.nfvf.co.za/Training/LNS%20home.htm
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workshops.  In 2004 the association held if8 Annual South African
Screenwriters Lab, with notable writer/directors AmtdMinghella?” and Oliver
Parket?® acting as tutors. Unfortunately the lab was only atirzea select
group of eighteen established local flmmakers and writ€iearly this will not
benefit new talent. On the other hand SASWA spedlifideelps in developing
local writing talent by providing support structures and forufos both
professional and budding writers.

Despite South Africa having a number of notable writeugh as Nadine
Gordimer, J.M. Coetzee and Athol Fugard, little seenisetthought of writing as

a profession in its own right. Currently there is acpption that scriptwriters are
severely undervalued in this country. Pay is low — betwiabout R 5 000 and

R 20 000 per script™®® Writing is time-consuming, and typically a writer would
have to write in addition to maintaining a day-job iderto be able to support
him/herself. As a general rule of thumb, it is éedid that a treatment for a
feature-length film should take about four months. Anottveo months is
required to develop a first drdft® This is a considerable amount of time to work

on a project for such low rates of pay.

For every twelve feature films that are proposed onlg gats made, and for
every seven that get made, only one makes a profiEigures don’'t seem to be
available that can suggest how many scripts are actuatiemvthat don't even
make it to the proposal stage, but logically one cannassthat the number is
large. It would be a logical assumption that signifigamore scripts would have
to be written in order to have a reasonable number oéntgoossibilities for

production. Only if the volume of scripts is increasedvétacally can we expect
to start getting the number of scripts needed. But witipteaiting being

underpaid, it is unlikely that this will happen until it bews viable to work

127\writer/Director credits includ€old Mountain2003,The Talented Mr. Ripley999,The
English Patientl996.

128 \\riter/Director credits includ&@he Importance of Being Earne2102 An Ideal Husband999
129«The South African Film And Television Industry Reporfp.72.

130 pid. Pp. 9.

13L«Cultural Industries Growth Strategy” Pp. 23.
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specifically as writers. Television drama programs Neo Yizq Generations
Isidingo and Backstageare employing a number of writers, and providing them
with invaluable experience. But with the current statdilofmaking in South

Africa, it is not feasible for writers to concengatn writing for films exclusively.

In the same way that the short film offers direstessential experience in the
basics of film production, the short film undoubtedlyes scriptwriters the same
invaluable grounding. And for the same reasons, the sharfavours diversity

and development in scriptwriting, too.
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Chapter Five Finance

It is clear that the film industry is ready to grdwat a number of issues still hold
it back. The weight of evidence suggests that one ahtie obstacles facing the
film industry is a lack of funding and finance. Unfortunatelyestor confidence
in film-making is very low. Historically South Africafilms are not good
investments, so do not inspire confidence in the local industrypically, an
investor can expect to wait 48 months before seeing &téenif there are any —

on a film investment.

As previously stated, the government currently support&lthendustry directly

to the tune of about R 21 million per year, through ti#&/R. According to the
“Estimates of National Expenditure” documents from ti@vernmental web
pages, The Department of Arts and Culture is due towedei926 527 000 for
the 2003/04 yeal*® This is a large amount of money — considerably more than
the amount to be appropriated for Sport and Recreatio226R 762 000}
However, the DACT governs a large number of areasjdind):

» Arts, Culture and Language in Society
* Cultural Development and International Relations
* Heritage, National Archives and National Library Services

By far the highest amount of money allocated by the DAfO€s to Heritage,
National Archives and the National Library Services.

“Transfers to heritage institutions (R 486 million in 2003/04 and
bolstered by large allocations for Freedom Park over the medium term)
are more than twice the value of transfers to arts and cultureutistis

(R 180 million in 2003/04)*%*

132 Moses Silinda quoted in Marrs. lbid.

133«yote 14 — Arts and CultureEstimates of National Expenditu?€03 February 2003.
Available from_http://www.treasury.gov.za

1344/ote 20 — Sport and RecreatiorEstimates of National Expenditu?€03 February 2003.
Available from_http://www.treasury.gov.za

135 «/ote 14 — Arts and Culture” Pp. 272
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The category also funds the South African Geographieatdé Council, which is
responsible for the naming and renaming of 57 000 placesaddiion, forty
million Rand has been allocated to each year’s (2003/4280d4/05) Freedom
Day celebration$®®

The money allocated to Arts, Culture and Language @eBpis divided amongst
artistic activities, and language initiativ€s. A number of organisations,
playhouses and production houses are now funded byatenidl Lottery, which

is separate from the government.

The validity of these causes supported by the governmeant iseing questioned
here. They are no doubt essential tools for natioklibgi, and help foster a sense
of national unity and cohesion. These observationglgneerve to highlight the
fact that, considering the number of categories thaufader ‘Arts and Culture’,
the amount of money that directly gets to the ‘artsias significant, compared
with the overall budgetary allocation.

Funding for the NFVF falls under the Cultural Developmand International

Relations category of the Arts and Culture budget. Theiment states that the
target of the NFVF project at the time was to producenés South African

feature films per year®

According to the 2000 PricewaterhouseCoopers report citdidrean 1999 the
funding awarded to the NFVF implied “a funding ratio of%.” That is, for
every Rand spent on a production, R 0.07 would be availabla the
government®® However, the report also states that “some of thst muccessful

countries have an average funding ratio of 19%". Bear in mind that the

136 |bid. Pp. 283

137 The ‘language initiatives’ alsaclude the translation and printing of governments
“comprehensive information” in all 11 official languagékhe fund also provides for the
publishing of other government documents in “at leasiasiguages”, as well as facilitating “spell
checking in the indigenous languages”

138 |pid. Pp. 279

139 pricewaterhouseCoopers (2000) Pp. 10

140 pid. Pp.10
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successful countries no doubt have more developed irekstristart off with, so
there is surely a greater need for more South Afritenfunding. Even with the
NFVF's current budget of R 21 million — about 25% of which gaes
administration, and not direct funding — the ratio isy@ibund the 1.5% mark’

The NFVF has four areas of focus for funding. Theg Research and
Development Training and Bursaries Distribution and Marketing and
Production For the 2002/03 year, the NFVF spent the most money 6(R 669
— or 43.6% of the allocations dAroduction R 6 320 339 (41.7%) went to
Distribution and Marketing whilst Training and Bursariesand Research and
Developmenteceived R 1 555 121 (10.3%) and R 668 500 (4.4%) respectively.
These figures support the evidence which shows that thararob money spent
on marketing and distribution needs to be proportionéhéoproduction budgets.
The popular view amongst filmmakers is that marketingis$ gs important as
production, but is something which is frequently overlooke8idnth African film
production. The money that has been spent by the NF¥Rdiped greatly with
local film development and promotion, and most recetiity NFVF invested
significant resources at the Cannes film festivale @amount of over four million
Rand which was spent was questioned by government, but thetmerg has

yielded very positive results;

“Story of an African Farm was sold to five territories, Max and Mona and
Forgiveness, the first two films from DV8 project were aamkphto
international distribution in Europe ... several confirmed co production
deals with their counterparts:*?

All filmmakers interviewed stressed the importance afpseriting and script

development. CurrentfResearch and Developmewas also the lowest paid
section out of the NFVF's grants, despite this beingafrtbeir main focus areas.
A film starts with a script, and without a good script tia cannot be good, no

matter how high the budget. More emphasis needs tocabedobn scriptwriting

141 This estimate doesn’t include the additional R35 milfeature film fund, which is spread out
over three years. .

142 “\DAC’s participation at the Cannes Film FestiyaDepartment of Arts & Cultured June
2004. Available URL: http://www.dac.gov.za/news/press_rele26€gl 06 09.htm
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in South Africa, and funds allocated to this sector d&quay for better script

reading, appraisal and editing.

The Industrial Development Corporation of South Afr{tRC) is also a major
contributor to South African film-making. It was dsliahed in 1940 by an act of
Parliament, but is “a self-financing, national developnfewtnce institution.**?

It focuses on contributing to economic growth, industdavelopment and
economic empowerment through its financing activitigs. concerns are chiefly
with the development of big business and industry. Itasacé focus include
agriculture, mining, oil and gas, energy, tourism, infdiomatechnology and
telecommunications, transport infrastructure, transporvicgs, health and
education, and media and motion pictures. It appear®dosfprimarily on
feature film production, and in 2003 it contributed R 126mtsoMedia and
Motion Picturescategory:** It has also helped with the funding of the Spirit Film
Scholarship Fund along with the NFV£. The unit has funded 16 feature films
and 12 documentaries since its inception in 2001. There donbt that the
corporation is assisting with development through itsmmtion of new film-

making.

“One of the IDC's most recent investments was in Hotel Rwandayam
production with backing from Italy, the UK and SA, which was filmed
primarily in Alexandra and Soweto, creating 9000 jobs for the two weeks
of filming, and almost 10000 over an eight-week perit§.”

However, a few filmmakers expressed negative attitudearts the IDC, saying
it was very difficult — and in their cases impossibléo—get funding. Richard
Green approached the IDC for funding fdhe Wooden Camerabut the
corporation apparently wasn't interested. Green said,

“They were approached twice and given the documentation they required
but they did not even have the courtesy to acknowledge the project. And

143 |ndustrial Development CorporationAvailable URL: http://www.idc.co.za/
144«Annual Financial Statements” PpAYNUAL FIN STATS.pdf, Industrial Development
Corporation.Available URL:_http://www.idc.co.za/

145 http://www.nfvf.co.za/Training/LNS%20home.htm

148 |bid. Marrs.
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did not even bother to answer any of our calls, from Paris or from
Johannesburg. Thank goodness for the NFVF, who unashamedly have the
interest of South African filmmakers at heatt”

The IDC does seem to be principally concerned witHittancial viability of the
projects it supports. It is important to note that € lis primarily a financing —
as opposed to funding — organisation. In 2001 the corporaticedd of Media
and Motion Pictures, Sam Bhembe, said that the IDC sloek a film's
“commercial potential” when considering financing prageé The IDC support
projects up to 50% of the budget, typically in co-operatith a merchant bank,

with a minimum investment of R 1 millio¥{®

The National Lottery contributes to the Arts through TMational Lottery
Distribution Trust Fund (NLDTF). For the period 1 April 200131 March 2002,
R 99 313 412 was available for distribution to Arts, Culture &mational
Heritage. The category received only R 48 096 596, whereag &pdr
Recreation, which was allocated the same amountiveec®& 70 661 538 despite
having fewer applications for funding.

“National Heritage” included organisations that were inedlwith “cleanup
operations, especially in densely populated areas, includimg glanting of
indigenous plants and trees and youth environmental educatidh. The only
apparent payouts directly related to film and televisioreye

Film Resource Unit R 493 000
Film & TV Market Initiative R 500 000
Maxi-D TV Productions R 300 000
Tomas Films R 697 535°1

147 Andrew Worsdale, http://www.africafilmtv.com/pagestieas/NF193wooden%20camera.htm
148 Bhembe, S, quoted in “South Africa’s Industrial Developn@arporation Holds Briefing”
Africa Film and TVEdition 143 19 December 2001. Available from
P}gp://www.africaﬁlmtv.com/paqes/newsﬂash/2001/enq2001/ntﬁ’7 .h

Ibid.
150 The National Lottery Distribution Trust Fund (NLDTF) Bibution List 1 April 2001 — 31
March 2002 Available from
http://www.nlb.org.za/past.asp
51 bid.
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Once again, the arts’ funding has been diluted withdhather initiatives. The
1998 DACST report, published before the National Lottery @sablished, stated
that “it would appear that only 5% of the revenues will gothe arts*®?

Conversely, the above figures for the film and TV rigips in fact amount to
4.3% of the Arts, Culture and National Heritage alloggtimr 0.89% of the total

amount allocated by the Lottery.

Most recently the government, through the Departmentadd and Industry, has
announced a new film subsidy, called the Large Budget Bitch Television
Production Rebate, worth R 252 million over a three-ymaiod. Productions
that spend R 25 million or more in South Africa will gfafor tax rebates; up to
15% for foreign productions, and up to 25% for local productiofike rebates
ceiling is set at R 10 million per production. This schemledefinitely attract
foreign companies and promote the local industry, att leagerms of the
facilitation and technical industries, but not so much imserof creative
development. Minister Mandisi Mpahlwa said that the mtge “should lead to
development of local content films with internatibregppeal, thus ensuring
sustainable film industry'®® The PricewaterhouseCoopers report referred to
earlier contained a model showing the benefits of sujmgotthe film industry. It
stated that an incentive of 15% of the value of the pramluatesults in an
increase in output of 20%, or R 280 million. This increiasproduction would
equate to an estimated 9 128 employment opportunifieSo “the South African
public would reap the benefits of a healthy film industry tbe levels of
development, cultural reconstruction, progress and eventpadsperity for the

country as a whole'®

Whilst undoubtedly creating jobs and stimulating the
industry, unfortunately the scheme would exclude new or iniged

filmmakers, as it is aimed at “projects with ‘high epdbduction values®® and

1524The South African Film And Television Industry Reporp. 114.

153 Mantu, R. “Incentive Scheme to Grow Film IndustrylAffica.com, 30 June 2004. Available
URL: http://allafrica.com/stories/200406300641.html

154 pricewaterhouseCoopers (2000) “Film Industry Survey” . Pp. 14

155 Botha, M. “The Song Remains the Same: the Struggla South African Audience 1960-
2003",Kinema,Spring 2004. Available URL: http://www.kinema.uwaterl@dbotha041.htm

1% Furness, J. “SA announces R250m film incentive scheRuity and Law Online New$

July 2004._Available URL.: http://www.polity.org.za/pol/hotpshow=52974#
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clearly large budgets too. The Minister and the governrseain to be falling
into the trap of believing that money will solve the indystiproblems. Films
with large budgets or ‘high production values’ will not cauttically have
international appeal, nor will they be guaranteed bag@#uccess. It is not clear
how attracting overseas companies and productions wouldlgisémulate local
creative development. Whilst many technical staff ameblpecers will benefit
from increased local activity, the directors and scrippess will probably not

benefit by receiving the same real work-environment egpee.

Even a new short film initiative would be hard pressedgtfy spending

R 25 million on one set of short films. M-Netidew Directionsprogram, as
previously stated has cost about forty million Rand in téwe years of its
existence. The Department of Trade and Industry hasfispflg stated on its
website that training programmes are not eligible far subsidy?>’ so funding
another initiative of this sort with the rebate is possible. The scheme does,
however, include “support measures covering production t@shing and an
internship programme, and export marketing supgdtt.it has been stated that
the skills-development component will focus on “shatensive courses over
periods no longer than two weeks® The details of the internship programme
have were not available at the time of writing, duwil be interesting to see if
the programme includes guidelines for using local scriptwraersther creative
employees, which would be critical for local developimeAt least fifty percent
of the shooting has to take place in South Africa, buguidelines or stipulations
have been put in place regarding local content. SouibaA¢ould run the risk of
being little more than a backdrop to large overseas prodsctidlost recently,
there have been reports that the subsidy has notheadesired effect on local
productions. Local companies are experiencing problemstiatktipulation that
the amount of R 25 million has to be spent within one .yeBroducers are
expected to petition to have the time-frame adjustedaoyears.

157«The dti Launches new incentive for film industrjhe dti1 July 2004. Available URL:
http://www.dti.gov.za/article/articleview.asp?current=1®areid=1&artid=667
158 i
Ibid.
159 bid.
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The above statistics and findings show that the funtbnigpe arts, though fairly
substantial, is distributed amongst numerous areas of.focThe amount of
money in real terms that reaches the arts specyficalhot relatively substantial
after all. The recent move by the president to sépdhe Department of Arts,
Culture, Science and Technology can only be seen asvpdfeir the arts. The
sector needs to be taken seriously, and it is only dnce seen as a viable,
valuable entity unto itself that real progress can beéemdurthermore, currently
the film sector is just a subcategory of the arts, amdds to be targeted

specifically in its own right.

The PricewaterhouseCoopers report on the film indsstggests that in order to
achieve the 19% funding ratio figure, the government woulel rte provide
funding of at least R 260 millioper annum The subsidy scheme will provide

R 252 million over three years — and a significant proporof this money is
likely to go to foreign productions. According to the npliar effect, the
increased production will help associated industries — andeheral economy —
more than the film industry itself. It would appear frdm above that the South
African government is more interested in stimulatingaloindustry in general,

and not indigenous creative film-making.

Though co-productions are undoubtedly beneficial to tHastry, they also split
the rights of ownership of the product. The biggest stdédehan any investment
venture will always enjoy the biggest proportion of thefis. An example cited
by the DACST report is the British filfhhe Full Monty It cost £ 2.1 million to
make, and it was financed by Fox Searchlight in Ameritatill qualified for UK

tax incentives despite the fact that most of the £ 2ilibmbox office take went
to the American company that financed®t. The Wooden Cameiia going to be
distributed locally, but the producers are planning on using pemtent

distributors. It seems doubtful that the film will ede significant local support,

nor does South Africa look to benefit much from itlease. A case in point.

180«The South African Film And Television Industry Repor®p. 38.
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Due to the non-commercial nature of short films, dgwalent initiatives and
most films made by independent filmmakers, they do noacitthe attention of
large financing groups such as the IDC, or the Departmeltaoie and Industry’s
recent film subsidy scheme. Whilst these are no dprdanoting the industry,
they do not target or directly benefit development.order to foster growth and
new talent in the country, there needs to be morealifign allocated to
development initiatives. It has to be accepted thadifg is not for the benefit of
the industry, and not necessarily for the purposesahgial return.

As Botha states,

“If making profit is the only determining factor for the advancement of
cinema, we would never had the remarkable aesthetic, social,

technological and social developments in international cinema during the

past hundred years*®*

“International experience shows that providing productimoney without
assisting with the distribution and exhibition of produddsnot especially
effective.”® Merely throwing money at the issue will not sobmy problems.
Anant Singh said,

"We almost need a Marshall plan to get a new structure for our film
industry. We've got into consultation fatigue so training has become a
specific and tangible thing in order to build our industt§"

Experience shows that institutional initiatives aimeddatvelopment are very
successful. A significant number of emerging direcend scriptwriters in the
country started out in initiatives likdew Directionsand Dramatic Encounters

Their worth as training exercises must not be marred byg@nerally low

standard of films to come from them.

161 |bid. Botha. (2004)

162«The South African Film And Television Industry Reporp. 109.

183 Anant Singh, quoted in Worsdale A, “Cinematic notions

on sale”Electronic Mail&Guardian,13 November 1997. Available URL:
http://www.chico.mweb.co.za/mg/art/reviews/97nov/13nbwharket.html
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Money needs to be earmarked for development to pret/énatm only going to
the few established film practitioners in the country.igfHprofile, rigorous
training initiatives that focus on development willsaithe status of film-making
and the arts in general in South Africa. At the séime they will also provide

the training and development that South Africa’s film-mgkindustry needs.

89



Conclusion

Many respondents felt that the key to South Africals fsuccess lies in the
ownership of the country’s cultural diversity. The caoystunique cultures are
the only thing that separates South Africa from othéiona. As Cape Town is
experiencing with its facilitation industry, there isvays another cheap location
to use. South Africa has the infrastructure and kelBtipositive economic
environment to support a growing film industry. The growthaolbcal film
industry will also have many positive spin-offs for thedl economy.

South Africa also has a very rich store of stotled are ready to be explored and
put on the screen. The local industry cannot rely on easrgroductions to
create a stable and successful local market. Whateided first and foremost to
maintain South Africa’s rights of ownership and develdprta is local support.
Without local support the rights to local stories riskngelost to overseas

companies?®

Since about one in seven films make a profit, orgaioss like the IDC need to
fund seven projects in order to expect a return. OmleeolDC’s chief complaints
has been that there simply aren’t enough projects wordsting in. This appears
to be true a problem across the board, as evidenced irogeesit initiatives like
Dramatic Encounters | believe that most often films have been let ddoy poor
scripts. To address the dearth of decent scripts, dewelutpneeds to be targeted

as much at scriptwriting as other film-making skills.

Using Dramatic Encountersas an example, there are other issues related to
initiatives, apart from the quality of the end produatitidtives are very costly,
especially if they are coupled with intensive training cesirsOne of the reasons
Alby James gave for the low standard of Bramatic Encountergilms was the

184 The rights to Athol FugardBoesman and Lenaere lost to an American company, and as a
result the most recent film version was directed by, starred Americans, despite being produced
locally.
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fact that, in his opinion, there was not enough intensraening. Due to
budgetary constraints, he was forced to cut back on a muofbenportant

training modules. Apart from this, there was a timeemwlthe empowerment
objectives were at odds with the need for quality productigxfser lowering the

entry requirements to admit a representative croggaechey found that the
participants needed more training than originally goéitgd. The initiative was
unable to accommodate this need in the end.

Apart from the quality issue, the IDC and the Departnadénfrade and Industry
seem to hold the view that South African filmmakenes ot taking full advantage
of the funding mechanisms that are in pl&e. South Africa is unique in
Southern Africa in having private corporate investmeatlable for film-making.

It appears that local filmmakers are not developingpatathing enough scripts for
potential films. This needs to be remedied in ordend¢cease the output of local

films.

The short film is most certainly the most viable fofon local development to
take, as outlined in this research report. The shontdifords the supporting of
multiple, relatively cheap projects, and is a way affipg established filmmakers
with newcomers in a mentorship situation. The shdrt-fhaking process also
‘separates the wheat from the chaff’ so to speak aady €tage, and ensures that
valuable resources are going to those who deserve litth 3drica’s resources are
already stretched, and should not be wasted on suhsgidiad film-making. The
process may be slow, but with time the resourcesgeilto talented filmmakers,
and at the same time be developing formerly disadvathtgugeips. This is surely
the ultimate aim, and obviously a balance needs tdrbeksbetween supporting
those disadvantaged groups as well as producing quality work wiilicbenefit
the industry as a whole.

185 Steven Sack and Sam Bhembe. See “The dti Laumeveincentive for film industryThe dti
1 July 2004. Available URL:
http://www.dti.gov.za/article/articleview.asp?current=1#®greid=1&artid=667
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The importance of and emphasis on ‘quality’ cannot berstated. In order to
win popular support of local film-making, it is essentlat films be well made.
Investors will only start investing in local film whehe films produced are of a
certain standard, and able to win local support.

However, the poor quality of many of the initiatives’ fdrmust be considered in
the light of the fact that the initiatives were fiemd foremost training initiatives
aimed at new, inexperienced talent. The films mustib&ed in terms of their
roles as training vessels. Their main tasks weredwvige opportunities for new
filmmakers to get exposure and hone their skills. ThdbgHilms may not all be
examples of cinematic excellence, the initiatives cv@ lup to their training
objectives. Indeed a number of the most notable stimg fhat South Africa has

produced have come out of those initiatives.

What is needed for growth in any creative industry, af@anmn institutional
support, is a diverse range of voices, and a forum wdmristic dialogue can be
carried out. Only when this happens in the film industily itvgrow and gain
critical acclaim, and move towards the developmentaoNational Cinema
movement. Cultural diversity is an important factot anly in development, but
in dialogue and conflict resolution too.

Film is an extremely powerful medium, and so is offes focus of political and
ideological debate, particularly in a country where tilghh past wrongs is of
paramount importance. A balance needs to be struck é&etweomoting
development effectively and creating quality films. Tdwposure of auteur

flmmakers from formerly disadvantaged groups, such aloA@ Mahlatsi,
Dumisane Phakathi and Zola Maseko proves that thetimégado work, and are

valuable enterprises.
The fact that all the above have been through filhostof some sort shows that

the initiatives are most effective when coupled witls formal training. High
budget initiatives should be aimed at filmmakers with s@mer experience or
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training, such as film school. Smaller, less expensivgatives need to be
developed for people with no training or experienBeamatic Encountergilms
fell short for this reason and Alby James felt thay dotmally trained individuals
should be considered in futuf®€. This re-affirms the fact that a proportional
amount of funding needs to be earmarked for formal educatThe NFVF has
awarded no less than 73 bursaries, totalling over R 1, ®mih the last year,
primarily to students from formerly disadvantaged groupsis level of support
is crucial in aiding development at a basic level. hlitt this, future investment
in the film industry will not be as successful as tildabe.

The local industry should theoretically be in a bettesifipn than Nigeria’s,
which has a thriving film industry despite lacking large tmslien or cinema
audiences. South Africa has the distribution infrature to support a local
industry, but because of this distribution network, therealso a lot more
competition from overseas products. Where other Africanntries lack the
resources to compete, South Africa has a well developed groduction

infrastructure. Nigerian films have notoriously low productvalues, but they
are made for the local market. The key lies not onlproducing well-made
films, but well written ones too, with local appeal.

The NFVF and FRU are good examples of the kind of supeded to develop
local and international markets. More audience deveént needs to be carried
out, both locally and abroad. The CIGS report statsttie local market is “too
small to support a film and television industfy*,so new markets need to be
developed in order for the sector to grow. Currentlyvielen and film
production are worth around 7.7 billion Rand, or 77% of tleallentertainment
industry. In order to appeal to international marketsjtls African film-making
needs to be brought up to speed, both in terms of scttipiyvand production. It
will help develop a local film-going culture, which wilhiturn help with
improving visual literacy — if this is in fact a problem.

166 [
Ibid.
167«The South African Film And Television Industry Repor®p. 69.
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There seems to be little disagreement that Soutieadr film future lies in well-

made feature films with both local and international appd-or all the reasons
mentioned above, the short film is not a viable, matietor self-sustaining form
of film production. There are not many truly talenteldhfhnakers, and in an
expensive and resource-hungry industry it is important ¢casfaesources in the
right place. The short film, as an invaluable training dedelopment tool and
wide-reaching instrument of artistic dialogue, is perfesiljted to meet these
requirements. Currently short film-making is one of thest vibrant areas of
creative film-making in the country, and could indeed e dtepping-stone for
the industry as a whole, and not just the individualrfilker. At the same time,
short films will serve to promote social cohesiondathe process of

democratization and development that so urgently negd&eglace.
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