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(ii)
Summary

The aim of my research has been to understand more fully the working
conditions of women in the independent production sector of the film and
television industry in Sduth Africa. The research took the form of a literature
survey, interviews and a survey questionnaire. The first stage of the field
research, the interviews, took place mainly in Johannesburg and Cape Town.
The interviewees spoke about their work experiences in general and of
particular issues facing them given their gendered status. The second part of
the field research involved a questionnaire survey to test the perceptions of
the information gained from the interviewees using a broader range of
women. The results of the research show that there has in effect been little
change in the industry in the workplace conditions of women and of women of
colour in particular. There are more women working now in positions of
authority in the industry but the number remains relatively small compared to
the number men in similar positions. White men continue to dominate most

sectors of the independent film and television production industry.

The most marginalised group are women of colour. They are almost non-
existent in the field, largely because of the nature of their patriarchal
upbringing which did not allow them to see the film and television production
industry as one in which they could make a career for themselves but also as
a result of the segregation laws of the apartheid era, which meant that the

production industry in any creative or senior capacity was open only to
Whites.

There are a number of structural problems in the industry that need to be
addressed before major efforts can be made to bring more women into the
industry. The industry needs for instance to develop a proper formal structure
and to disseminate information about the nature of the industry. In the

meantime, however, aspirant women filmmakers should use their initiative

and make every effort to survive successfully in the industry.
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Chapter One Introduction

The primary aim of this research is to gather information on the workplace
condition of South African women in the production sector of the South African
film industry with a view to gaining a better understanding of the forces at work
both for and against women so as to make recommendations which potentially
could remedy matters. Women of colour are singled out as the group most in
need of redress through proactive facilitation of access to the production

sector of the South African film industry.

Internationally the traditional and (until fairly recently) commonly acceptable
gendering of jobs -'man's work'/'women's work'- has had a major impact on the
jobs and roles of women as workers whether in the private domain of the
home or in the public domain outside of the home. Women have traditionally,
particularly in patriarchal society, been 'elevated' to motherhood and charged
with the role of primary care-giver. In the West, particularly since the two World
Wars, during which women of necessity took on a wide range of men's
traditional roles both within the home and outside of it, women have been
objecting to their 'elevation' and the prescription of their role in society.
Feminist groups have pointed out that 'elevation’ in fact means 'subjugation’
and that being 'granted' a prescribed role and being 'elevated' results in
marginalisation. As women have slowly gained more economic leverage they
have been prepared to accept fewer limitations placed on their economic and
labour choices. Yet, the position of the larger mass of women has hardly
changed. Women on the lower income levels are frequently still trapped in
patriarchal structures; are still fulfilling the roles constructed for them by their
male dominated society. In the so-called developing countries, women on all

levels of society are even more constrained by the cultural and socio-
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economic practices which define the societies in which they live as 'second-
class' human beings precisely because they are women. Chapter Two reviews
briefly in broad outline the socio-cultural and socio-economic practices that
have traditionally defined the position, role and condition of women in the

workplace.

South Africa is an anomaly in the sense that it is in some ways a 'developed'
Western nation and in others an 'un/underdeveloped African' nation. While
small groups of (mainly White) women have asserted themselves and been
able to achieve their full potential to some degree, few (as interviews reveal)
have had an easy time of it or achieved anywhere their near full potential. This
is true of South African women in general, but even more so of women of
colour. Part two of Chapter Two examines the literature available on the

condition of South African women in the workplace.

My interest in film and the film industry led to my becoming more and more
aware of how the generally prevailing poor working conditions of women in the
South African workplace was worse for those women whose desire it is to
work in the production sector of the South African film industry. While many
South African women, both within the production sector of the South African
film industry and without, and both as members of a public/formal workforce
and of a private/informal workforce may not ascribe to feminism as a politics
nor be able to articulate the social/cultural/economic practises they perceive to
be the cause of their inferior status compared to men's, they do express their
frustration and anger about their lives. Women who have been conscientised
to women's rights seek equality with men and wish to be acknowledged as
equal in competence, skills/ability to men and to be rewarded with salaries
commensurate with the jobs they do and not penalised for their gender. Except
for a few notable examples, the production sector of the South African film

industry appears still to be male-dominated and male-orchestrated. Women of
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colour seem to be non-starters. Such observations led directly to my
interviewing a wide range of women who have gained visibility, (albeit only
partially) in the production sector of the South African film industry.

| carried out extensive interviews with women who are working in various
areas of the production sector of the film industry. The interviews were
conducted in Johannesburg, Durban and Cape Town. The findings of the
interviews indicated that there are in actual fact very few women, and
especially very few women of colour, working in the production sector of the
South African film industry. Significantly, a recurring theme amongst the
interviewees was the frequency of institutional obstructionism and exclusion

women encounter, stemming, the women believe, from their gender status.

(When | talk about women involved in the 'film industry' in South Africa in
general, | am referring to all those women who work in an independent
production capacity in the fields of documentary making, educational

programmes and feature film-making.)

Knowing that they have to survive economically while pursuing their dreams,
women have been inclined to go into support industries which are affiliated to,
or which service, those industries which make use of film production. | thus
interviewed women not only working in production in the feature film and

documentary film industry, but also those working in advertising agencies.
These interviews are analysed in Chapter Four.

Certain perceptions and beliefs about women in the film industry and about
women of colour, in particular, were other recurrent themes among the
interviewees. It is on these recurring themes that the questions for the

questionnaires were based in order to test their validity,. One hundred
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respondents (of all races) across the industry were chosen as respondents.
The methodology used for the interviews and the survey are discussed in
Chapter Three. The data are analysed and evaluated qualitatively, and the
tendencies discussed in Chapter Five. The paucity of interviewees and
respondents (which precluded the use of a quantitative analysis as a validitory
mechanism) is significant and as such indicative of the invisibility of women in
the production sector of the industry. Chapter Six synthesises the major
findings and sets out recommendations through which access to and
advancement in the production sector of the industry. Finally Chapter Seven

concludes the study.

(a) Theoretical understanding.

Theoretical readings outline certain historical, cultural and socio-economic
practices that define gendered roles for women both in society and
consequently in the workplace. The film production industry in particular is a
vocational sector that has been traditionally held as a male domain. This male-
oriented, male-perspective, physical working environment has also
perpetuated the male vieWpoint (not excluding those men who have taken a
feminist position) in almost all mainstream films made by all the large film
industries in the world. Until the early eighties, films tended to be
overwhelmingly patriarchal in their approach and presentation and thus
functioned as confirming moments of the prevailing patriarchal milieu. The role
of women in the production of film can be linked to the gradual historical

progression of women into the workforce in general from the beginning of the

1900's.

Few South African feminists have addressed the role of women in the
workplace, in general, and in the production sector of the film industry, in
particular, in an attempt to right the wrongs. Feminist 'economic’ theory in

South Africa fails to unpack the implications of the aspirations of women (in a
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what is still essentially a patriarchal society) to be involved in the production
sector of the film industry. It also does not unpack the financial implications
consequent on the thwarting of women's aspirations vis a vis the production
sector. Integral to this study is an understanding of how feminist theory might
deconstruct and reconstruct the educational and economic positioning of

women within the production sector of the South African film industry.

(b) ‘Independent’ women filmmakers.

As stated earlier, my use of the term 'filmmakers' includes all and only women
who work within the production field of advertising, documentary making and
feature filmmaking. These women could be working in the capacity of
production assistant, producer or director, to name but a few, as roles in
production are many and varied. When specific women are mentioned, their
actual positions are stated. The study is concerned solely with those women
who operate in the independent sector of film production in South Africa and
particularly with women producers and directors. The study is not concerned
with those women employed by institutions, such as the South African
Broadcasting Corporation (SABC), M-Net and e-tv, on a full-time basis. At
some stage of their careers many of the independent women filmmakers,
however, will have been contract workers to institutions such as the SABC,
while maintaining their independent freelance status. My study of these
women will include their work produced for national film and television,
corporate productions and international productions within South Africa. All of
the women investigated in this study belong to independent production
companies involved in the making of feature films, advertisements and
documentaries. It is very common for these sectors of film production to

overlap within one production company.

The actual field of feature filmmaking remains almost untouched by women

(with a few exceptions like that of Katinka Heyns) apparently primarily for
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historic, economic, and political reasons. While there are more opportunities
available now than there were in the past, these remain largely unexploited

(for reasons which will later become clear), especially by women of colour.

Most of the aspirant South African women directors and producers have (given
the apparent 'closed-shop' nature of the production sector) found alternative
access routes to working in feature film production, mainly through
advertisement- and documentary-making. According to most of my
interviewees, these fields remain plagued with gender-equality problems,
which inevitably continue an unjust environment in the South African film
production industry. For instance, although women numerically dominate the
field of advertising in South Africa - albeit often at a lowly level of function -
there are factors at play in the advertising industry that limit entry, on any level,

to women of colour and at higher levels, to women.

In terms of documentary-making in South Africa women have featured very
rarely. Women only really started entering the production sector in the mid-
1980's when White middle-class women, among them, Harriet Gavshon and

Kate Turkington began as producers and/or directors.

Furthermore, independent women film producers receive very little support
from the very broadcast institutions who could support them by commissioning
their productions and skills on a freelance/contract basis and thus go some

way to ensuring eccnomic security for the women concerned.

The role of women in the production of documentaries and advertisements is
explored in this dissertation as these sub-genres of fim production are those
which can and do provide women with the security of a market-related

occupation. In practice, advertisement- and documentary-making are lucrative
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and allow prospective feature filmmakers, whatever their gender, to survive

financially while they 'indulge’ their creative desires.

As stated earlier, the main aim of this research is to come to an understanding
of the working and economic position of women (and women of colour, in
particular) in the production sector of the South African film industry, with a
view to making recommendations which might improve both the lot of women
in the production sector and resolve problems of access to it. A major element
of the research has been to survey women's opinions, feelings and
perceptions about the daily conditions which define their working lives. In
reading and evaluating the information gained from both the interviews and
questionnaires, the particularities and peculiarities of South African society,
culture and history were taken as crucial informing moments of the women's

situatedness.

Chapter Two outlines in brief these informing moments, first in general terms
and then as they affect the lives of South African women - whatever their
colour.



Chapter Two Literature Survey

21 Introduction

Chapter Two comprises a survey of the research done on the role of women in
the production of film in the film industry, generally, and in the South African
industry specifically. The historical condition of women economically and
educationally within patriarchal social frameworks is deconstructed. This
deconstruction serves to situate the current role and position of women in the
film industry both in South Africa and overseas, and shows how the traditionally
patriarchal placement of women on a level below men has negative
repercussions for women which reverberate through every part of their lives as

women, particularly economically.

Before World War Two the commercial and industrial 'public' workplace was
perceived primarily as a male domain. During the War the role, profiles and
condition of women in the 'public' workplace changed dramatically; particularly in
the Western nations. The post-war period was particularly important, because,
in their fight to retain their working status in the face of the demobilisation of the
armed forces (primarily male) women banded together in solidarity groups. The
means and strategies that had been devised during the 'emancipation of women
and franchise for women movements' after World War One were developed and
expanded to tackle the broader condition of women in both society and in the
public workplace. A resurgence of ‘feminist movements' in the late seventies and
in the eighties led to the improvement of women's condition in the private
domain (inheritance acts, rape within marriage). Feminists at this stage were
also concerned with the repositioning of women in every field of endeavour-
whether the literary professional, diplomacy, politics, public domain workers-

and with equal pay for equal work.



Issues of occupational segregation also form a very important part of this study.
Women still perceive themselves to be discriminated against educationally and
economically as a result of their gender. Connell (1994:31) states:

Men control the major institutions in our society: corporations, the
state, the media, and the education system. And it is scarcely
news that there are massive economic advantages to being a
man. More men than women have paid jobs. Among people with
paid jobs, men, on average, get higher wages than women. Men
control the large concentrations of wealth (look at any list of
billionaires). The majority of people without an income, or who
earn very low incomes, are women.

The film industry is no exception to Connell's assertion of male domination.
Feminist film theory and practise developed out of the perceived stereotypical
representations of women in film and of their employment conditions in the
production of film. In Britain, for example, there have been many developments.
Many women have formed filmmaking groups in reaction to the male dominant
film industry in an attempt to re-appropriate the representation of the role of
women in society. The result has been that many women filmmakers have
produced and directed independently feminist films, thereby giving rise to a
burgeoning alternate feminist cinema. This in its turn had led to the birth, in its
own right of feminist film criticism; among others psychoanalytic fiim theory
(which is discussed briefly in §2.3.2, below).

Women filmmakers have come a long way in Britain and the United States since
the 1980's. Although more and more women have reached important positions
in the film industry in Britain and the United States, the industry in these
countries is largely still dominated by men. Women of colour, particularly, have
not made much progress in penetrating the film industry in either of these two
countries. The most common reason given for this by established filmmakers
(who are in the position to hire or commission new filmmakers) is that there is
just not enough expertise amongst women of colour. The available statistics,
however, (gained from the interviewees) present a very different picture and
show in fact that expertise is available but is just not exploited by those in the
position to hire and commission.
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Chapter Two is divided into three sections. Section 2.2 provides an account of
the gendered condition of women both in their daily and working lives. An
understanding of the gendered female condition is important as it underpins the
role played by women in the production of independent fiim and television
internationally (§2.3, below). The South African film and television industry in the
position of women within it is discussed in §2.4, below.

It must be stated at the very outset that this dissertation does not in any way
attempt to launch any type of feminist encounter with the South African film
industry. Rather, the aim of the dissertation is to analyse and understand more
exactly, the condition of women in the production sector of the South African film
industry. Three facets of this condition are considered to be of particular interest;

= the position of women generally, and women of colour in
particular, within the structures of independent South African
filmmaking;

= the structural problems posed to the full participation of
women wanting to gain entry into the industry; and

= the future prospects for an increase in the number of women
of colour, in particular, working in production capacities in the
South African film industry, given the effects of historical
educational and economic deprivation.

2.2 Issues Affecting Women

2.21 Introduction

Historically in almost every country of the world, women have been
discriminated against or been denied opportunities on the account of their
gender. There are various social forces and institutions at work that still continue
to deny women equal rights. These include religion and patriarchy among

others. Both have impacted negatively on the working lives of women.
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222 Religion

Religion would appear to be a universal human response to the physical world
with which homo sapiens interacts. It might even be said that religion is the
ultimate source of human security. Most of the major religions and cultural belief
systems of the world assert the dominance of the male over the female. Even

Ghandi (Meer, 1991:14) declared:

Men and women are equal in status, but are not identical, man is
supreme in the outward activities of a married couple, home life is
entirely the sphere of women.

Christian doctrines laid down the home as the women's life and management
domain and authority of the family, public life and the public sphere as the man's
domain. The attributes given to the "Godhead" in all the major religions of the
~ world are without exception male. Holy scriptures, like the Hindu Upanishad, the
Islamic Quaran and the Christian Holy Bible all describe God as male figure.
Furthermore in India, even today, Hindus practise the rite of 'sati' in which a wife
is burnt to death on her husband's funeral pyre. From the moment of her
marriage, a Hindu woman is seen as her husband's chattel and possession.
Stein (Loomba, 1993:210) points out that widow sacrificing has also been heard
of among the Scandinavians, Slavs, Greeks, Egyptians, Chinese, Finns,
Maories and some American Indian tribes. According to Meer (1991:33) Muslim
women in South Africa suffer the consequences of the orthodox interpretation of
the Quaran that males dominate over the female. Muslim women, too, are

therefore, little more than one of their husbands objects of possession.
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223 Patriarchy

Women have traditionally been excluded from access to better jobs and a
greater participation in the "public" labour market. According to Crompton and
Sanderson (1990:16) the problems faced by women in the workplace have

traditionally been perceived as having originated in the domestic sphere.

The institutions of family and marriage (‘permanent bonding' in its various
cultural forms) are found throughout human societies in the world. The apparent
universality of the institution makes it seem as though the institution is natural
and divine. The 'institutional' nature of family and marriage as social constructs
virtually pre-ordain gender roles. Gender is thus also one of the first kinds of
social identity learned by children. In patriarchal societies gender roles define
the subordination of women in the family (frequently through defying their
productive role) and this idea infiltrated into the schooling system and the
workplace. Appropriate 'masculine' and ‘feminine' behaviour are reinforced by

these institutions. The workplace has thus historically come to have occupations

based largely on gender.

According to Crompton and Sanderson (1990:18) some categories of gender
relations are fu'nctionally necessary for the maintenance of particular institutional

orders such as rules governing women and sexual behaviour.

224 Marxist Feminism
Feminist movements grew out of the industrialist capitalist societies of the west.

Crucial to the development of feminist theories and movements was the social
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stratification of class in the early to mid 1900's in Europe. This period of time
gave rise to Marxist feminism even though class theories were supposedly
gender blind. Second-wave feminism in the 1960's tried to explain the
oppression of women and develop theories of gender discrimination focusing on

the concept of patriarchy.

Marxist feminism propagated the entry of women into the 'public’ workplace but
the various sub-theories did not in any way take into consideration the actual
condition, that is, the marginalisation of these same women in the workplace
and the dominant positions taken by their male counterparts. Marxist feminism
as quoted by Meer (1991:14), sets out that Marxists feminists position as

follows:

However terrible and disgusting the dissolution, under the
capitalist system, of the old family ties may appear modern
industry by assigning as it does an important part in the process
of production, outside the domestic sphere, to women, to young
persons and to children of both sexes, creates a new economic
foundation for a higher form of the family and of the relations
between the sexes.

Marxist feminism thus allows women into the workplace but it does not foresee
the domination of women by male authority. Marxist feminism fails to account for

occupational segregation.

Issues of gender do not only affect the type of work people do but also the
rewards they get. (This is highly evident in the film industry as will be discussed
in Chapter Three). According to Crompton and Sanderson (1990:3), the caring

and nurturing professions that women have traditionally been granted entry into,
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such as nursing and physiotherapy, have in most cases the same levels of
qualification and training as professions that have been dominated by men such
as dentistry and pharmacy, but the latter are given higher status. | would argue,
that this type of occurrence is a sign of the capitalist state protecting and

maintaining it's patriarchal status.

Capital through the aid of new technologies and new methods of work
organisation has been shaping occupational structures. The reality of the power
of capital in a global market severely undermines and even destroys theories of
Marxist feminism. Capitalism sets out a hierarchy of workers. Gender and racial
hierarchies determine who fills which places. This type of sorting is most
physically evident in the advertising industry in South Africa where the majority
of women occupy primarily organisational work and the minority of men work in
creative and management positions. People of colour are a rarity and when they

are present, they occupy menial positions such as cleaners.

Chandra Mohanty (1991:86) believes that it is imperative in developing countries
such as South Africa for theories of feminism to be looked at in direct relation
the history of capitalism. Such a study would, therefore, not only include racism
and sexism but also colonialism, imperialism and monopoly capital. Mohanty
notes the fact that one-eighth of the world's population is African and half, Asian
and also that the majority of the world's population are, "Yellow, Black, Brown,
Poor, Female, Non-Christian and do not speak English'. Even so, the forces of
capitalism have still managed to define the lives of women of colour through

institutional power structures. Women of colour have been the last in row, and in
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South Africa, have not had the privileges of economic conditions that underlie

capitalist operations.

2.25 Occupational segregation

It is an undeniable fact that the average earnings of women in almost any
society are considerably lower than that of men in the workplace as a result of
occupational segregation. Crompton and Sanderson (1990:25) believe that,
where women in the workplace are concerned, occupational segregation is
vertical. Hierarchies also exist between men and women in the same
occupation. In Britain during the 1970's, there was a large increase in the
number of women who got jobs in the low-level White-collar clerical work
environment. By the beginning of the 1980's, more than fifty percent of the
eighty percent of working women in Britain filled such positions. This increase
intensified vertical segregation. As Britain was, and still is, one of the leading
capitalists nations, the examples set in Britain inevitably spread to other
fledgling capitalists states, including South Africa. Gendered jobs and

occupational segregation in the workplace are, thus, in effect the norm in

countries like our own.

Vertical occupational segregation which is most apparent in White-collar
bureaucracies such as insurance companies and banks, occurs in the film

industry also and is implemented no differently in South Africa from what it is

internationally.

Normative, economic and cultural prescriptions have shaped the position of

women in the workplace. Occupational segregation has been kept in place to
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maintain the patriarchal mode of dominance in production. It is now generally
accepted that women who work have in fact two jobs - their formal, recognised
paid employment; and their informal, frequently unrecognised unpaid work.
Because, in most domestic arrangements, the onus for dealing with domestic
crisis falls on the women, it is she who has to ask for time off. Inevitably, then
women as a class are seen as less reliable and less desirable employees

because of their domestic responsibilities.

2.2.6 Women in the workplace

Initially men went out of the home environment to work and women remained to
take on the responsibility of household work. Since World War Il a greater
number of women have ventured into the workplace. Once the war ended and
the men returned home, they found women firmly established in industrial jobs
which had previously been in the hands of men. During the inevitable post-war
social reconstruction, women became more conscious of their potential
economic power and aware of their economic oppression. For many women the
enfranchisement of women at the time of World War | was no longer enough.
Social and subsequent, economic, freedom for women became the rallying call

of the liberation movements. Initially there was little change in women's working

conditions.

One of the most proactive groups in these early women's movements were
women writers. Women like Elizabeth Gaskell through asserting their right to
portray the social and working lives of women from the women's point of view,
challenged the prevailing societal acceptance of the male worldview and the
male-constructed society. The women's writing set up counter-representations of

the society and its members and thus challenged the authenticity of male
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portrayals of the society. The writing also, in consequence, questioned the
validity and legitimacy of the patriarchal, classist society. Elizabeth Gaskell, for
example, described the conditions of squalor and the "sweatshop" labour which
prevailed at the time of the industrial revolution. Yet such writing, which
deliberately set out to subvert the prevailing hegemony and the conditions of its
rule, apparently had little effect. The same conditions of squalor and
"sweatshop" labour were still evident in the working Britain of a hundred years
later. Later women writers persevered, however, notwithstanding that they had
to write under a pseudonym so that the texts had credibility in a male-dominated

world.

Watt and Crook (1991:131) acknowledge the great volumes of feminist literature
which dealt exclusively with the experience of women. Most of the literature
focused on the condition of middle class women and only peripherally with that
of the working classes. Furthermore the women in these novels were almost
exclusively White. People of colour appeared only marginally and usually as
servants. Women of colour appeared not at all except as "exotic specimens" to
be ogled at in wonder and were certainly not of "the sisterhood". Yet, this racially
exclusive feminist literature did play a major role in the awakening of White
women to their oppressed state and, passed subsequently "down" to women of
colour. Film is an even more effective medium vis & vis the validification and

entrenchment of worldviews, because it is visual and cultural.

The institution of marriage binds women to men in a typical patriarchal master-
servant relationship. As noted earlier, women are in many cultures legally and
morally men's chattel. Males are superior; females inferior. Males inherit and
remain independent; females marry and remain dependants. Amongst the
working classes, particularly, women were by force of circumstances reliant on
their men; whether their fathers, uncles, brothers, husbands, pimps. Marxist
feminism claims that the entry of women into the workforce was seen as

releasing women from dependency and subordination. In reality there is very
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little evidence of this. Many women (and thousands of women of colour in South
Africa) have been/are forced into selling their labour in an effort to maintain their
families - not because they were/are seeking an escape from domestic drudgery
or wish to assert their independence. Although things are changing, in practice
many women's wages still belong to their menfolk and women are still

subordinated to them.

Women who did not marry have long been seen as oddities and a burden.
Women who marry pass from the custodianship of their fathers to that of their
husbands. Even today, among the working and underclasses, if a woman
doesn't marry and she has not had a dowry settled on her, she is considered
most unfortunate and often becomes an unpaid servant of "charitable" relatives.
Others are forced to live in abject poverty. As Crompton and Sanderson
(1990:1) point out, a working woman's wage will hardly extend to the purchase

of self-sufficiency.

2.2.T Issues of Class and Race

Class has been another factor that has further limited the chances of women
universally to compete on an equal footing with men in the workplace. According
to Brimstone (1991:121), in Britain, every time there are government cutbacks,
the people who suffer the most are those who are furthest removed from those
who wield social and economic power - women, people of colour and the lower
classes. She points out that government actions almost inevitable are taken to
reinforce the power of the traditional White middle class. Brimstone contends
that the whole British education system is based on the privileging of the middle
classes. Working class children are in effect disempowered by the very system

which purports to be educating them. The middle class culture is the official
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governing culture. Brimstone maintains this dominant culture is consciously
preserved and protected by the government and through government
institutions, and that it will even descend to manipulation in order to perpetuate
itself. The working classes, constantly are kept in a situation where they remain
trapped by state powers. Their children have many more obstacles to overcome
when they enter the labour market and particularly if they have ambition, than do
middle class children, favoured as they are by the educational system and their

position as members, by birthright, of the ruling classes.

Because race and class in South Africa for historical reasons actually translate
into class categories, White people have always been seen to belong to the
upper ruling classes and non-Whites to the working classes. It is for this reason
that women of colour in particular have had the fewest educational opportunities
available to them. According to the interviewees Blacks and Black women in
particular, come from an educational background that does not equip them to
enter the South African economy, let alone the production sector of the South

African film industry, as the equals of Whites.

Children who come from this classes, generally come from families for whom
even secondary education is a luxury. Historically, such families have chosen to
finance their male children's post school education before that of any female
children. In South Africa, the general practise of Indian and African families
historically has also tended towards the education of male children before
female children. Pundit Behader (personal communication) says that in the

Indian community, up until about forty years ago, only male children were
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encouraged to further their education at tertiary institutions with a view to a

professional career and that funding was available to them.

From the interviews (compare §4.4.3.2 and Appendix 4.2:202) it is evident that
the effect of inferior education (and its low priority for women) was and is that
people of colour (and especially women), aware as they are of their lack of
education or the inferior quality of their education, find themselves unable to
compete on an equal basis with Whites. This 'lack of confidence' frequently

translates into a lack of belief in their own creative and inspirational abilities.

2.2.8 Women, class and Race

Racism not only divides societies on the grounds of colour but women too - from
one another. Women are divided too economically and socially and in the career
opportunities they have and the jobs they do. Furthermore as noted above
§2.2.7 in South Africa where racial division frequently translate into class
division, women of the two classes seldom find that they have anything in
common with one another. Some (Whites) are bosses. Others (non-Whites) are
menials. The practise of 'divide and rule', generally anecdote as a basic tenet of
colonialism and capitalism, has infiltrated women as a gender class in their
interaction with one another. Desiree Lewis (1992:18) asserts that White middle-
class feminism regards its particular group as normative and of no need of
qualification while working class women have to qualify themselves. For Lewis,
the irony of the situation lies in the fact that it is actually the working class
women who provide the baseline for defining gender identity, establishing
feminist goals and developing political strategies. She states that White middle

class feminists need to scrutinise their own positions and liberate themselves
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from normative illusions and assumptions of superiority. Lewis (1992:18) argues

her point in the following way:

For example, submissiveness and physical weakness may be
conventionally admired traits of women of leisure protected by
class and racial privilege, but they are not patriarchal
prescriptions for many working-class and Black women, often
depended upon as breadwinners, political activists and
psychological and emotional supporters of damaged male egos.

Meer (1991:37) sees class and race as the two configurations within which all
social relations are structured in South Africa. She notes that both class and
race operative fairly universally in most other societies. She believes that the
position of women in South Africa has to be looked at within these ideological
groupings. Meer further believes that women in South Africa have unconsciously
been absorbed into these two large categories and that this is why attempts to

get women in this country into a solidarity have not been particularly successful.

Given the divided nature in South Africa of women as a gender class, it is
possible that if women were to join forces in a particular cause, there would be
much suspicion and a great deal of friction among women from the various race
groups. White women would be expected to want to protect and preserve their
privileged status; including their economic and educational privileges. Women
from the (still) disadvantaged groups, who are economically and educationally
disadvantaged are likely either to be too busy trying to survive or so incensed
with the injustice of the condition, to be militant towards the White women. Either

way solidarity would be unattainable.
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Lewis (1992:18-20) points out that even the experience of Blackness has been
appropriated by Whites through interpretation of the notion when they became a
White right. Such appropriation was common in the earliest liberal movements.
Many Whites took it upon themselves to speak on behalf of the Blacks. Whites
just did not (some still don't) credit Black people with self-knowledge or
interpretative control nor acknowledged the existence of Black voices which
were articulating the African experience. The Black consciousness movement
as an example of an African event and an African experience had until recently
not been incorporated into mainstream historical writing nor considered as an
area for serious sociological study. Until very recently (1990's) there has been

no authentic accounting of the legacy of Afrocentric history in South Africa.

Generally, women's gathering and feminist groups have been concerned with
women's rights rather than the rights of a particular group of women. The
experience of Black women has seldom been articulated in South Africa (even
by White voices) and this is probably why, until recently, there has been so little
publicity about the plight of women of colour. In many cases, as noted earlier,
for most African women, the struggle to survive came first (preceding even the

struggle against White oppression) and both were more important and more

urgent that gender equity.

hooks [sic] (1995:88), notes that in a capitalist society where White people hold
the economic power, Black gender relations will necessarily be inferior to those
of Whites. She states that sexist problems in the lives of Black people are
viewed as unproblematic in relation to problems of race and that even White

liberal and progreséive White females condone Black male sexism when it

comes as a response to racist aggression.
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2.2.9 Race and Gender

Women of colour in South Africa and around the world, have always been
greater victims of gender discrimination than their White female counterparts.
Not only are they discriminated against on account of their colour by White
people, they are also discriminated against on account of their gender by Whites
- both male and female -and by men of colour. Men of colour are themselves, of
course victims of racial discrimination. They have, and still do suffer the insults
of members of other race groups whatever their age, of gender. Such indignity
particularly undermines the patriarchally constructed male self-image. According
to bel hooks [sic] (1995:88) a common response to racial oppression and abuse
is to become an abuser oneself. She maintains that as long as Black males feel
they cannot attain racial freedom, they will rely on the establishment of
patriarchal power and male privilege to maintain (within what they conceive of
as their own domain) a sense of power over others - 'their' women. It is almost
inevitable then that Black men should see female struggles for self-

determination as threatening to the male position inscribed by patriarchy.

hooks [sic] (1995:90-92) explains that Black men who have attained class
power, social status and economic and class privileges, similar to their White

counterparts are likely to copy the male tactic of dominating women through

coercion in order to maintain sexist power.

2.210 Working women in South Africa

At the time that African people started losing their land rights many African men
were forced into becoming migrant labourers on the mines and in the cities.

Women who used to work in the fields were left in the rural areas to fend for the
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families and frequently became totally dependent on their men for financial
support. African women, because of their financial dependence thus came to fill
a very subservient role in the African household. African women began
themselves to migrate to the cities in search of a livelihood. While other women
of colour, Indians and Coloured among them, filled lowly-paid unskilled jobs in
the factories, the majority of the African women became domestic servants in
White middle class homes. Meer (1991:38) contends that in South Africa few
women in the workplace recognise their inferior/lunequal status. Yet, as Meer
points out, these women not only make a tremendous contribution to production
in the workplace but keep families and homes running, after having had to cope
with a full WOrking day. In effect, in each twenty-four hour day these women fill

two full-time jobs.

Cameron (1990: 5) explains that the promotion of literacy among Blacks was not
considered a priority by the Apartheid government; nor was compulsory basic
education. As with the working classes in Britain, Blacks (who form the largest
working class in South Africa) if they chose to educate a child, usually chose a
male over a female child. Frequently, children just didn't go to school as school
fees, uniforms and books were expensive and out of reach. These practises in
fact helped the White South African government to keep the mass of the Black
majority illiterate and uneducated - and denied them the opportunity for creative

expression through which they could have reacted against their suppression.

Many Black women who worked in middle-class White homes as domestic
servants went for long periods of time without seeing their families living in the

rural areas. The women were not allowed to leave their places of employment
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without permission and were in fact registered to their employer. Once they left
an employer they were expected to return to the rural areas within 72 hours.
Lewis (1992:18) explains that the relationship that evolved between most White
women and their Black workers led to the construction of White privileged based
on their dependence on and exploitation of their Black employees - Black

women in particular.

According to Meer (1991:12), the women who formed a large part of the urban
workforce have not consciously experienced their positions as ones of
suppression and they have little perception of being dominated in a
predominantly male governed work environment. These women have been
historically subdued into believing that matters of politics and economics are
best left in the hands of the powerful male figures of state. What is of importance
to them is earning enough money to allow them to make ends meet at home.
Meer believes that these women have also been made to believe that nothing

they do will improve their lot or that of their families.

Since the inception of the first democratic government, there have been many
efforts made both by the public and private sector to ensure that women are
more fairly treated in the workplace. Affirmative action also means that women
should be given preference over men when competing for jobs. This practise is
an attempt to make the male:female employment ratio in the formal sector more
equitable. The government has set up a Commission on Gender Equality to
assess and make recommendations on women's issues and rights. The
Commission (1992:2) has indicated that the results of a survey carried out this

year (1999) has showed that 41% of private companies do not have a policy on
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sexual harassment. The Commission stated also that the information
businesses had made available to their staff about maternity leave was far from

satisfactory and needed to be rectified immediately.

2.3 Women in the international film industry

2.31 Historical context

Women have been excluded from the fields of production and direction since the
very beginning of the film industry in the late nineteenth century. Women usually
filled non-technical jobs like make-up, dressing, costumes and properties or
functioned as production assistants. Melmy (1996:223) notes that the earliest
records of women filmmakers came from the United States and France. Louis
Weber was the first female filmmaker from the United States. She wrote,
produced and acted in many of her own films which she dealt with feminist
views about issues such as divorce. Dorothy Arzner gained success as a

director during the 1930's and the 1940's in the United States.

In Britain Alma Reville who married Alfred Hitchcock and co-writer with him of
many of his scripts, became a prominent filmmaker. Given the society of the
time, both Reville and Box initially gained access and were given recognition
because of the status of their husbands. Obst (1996:167) notes that the
husband and wife trend continues to this day and that, even in Hollywood, more
and more married couples are becoming business partners in the film industry.
These marriages, according to Obst, are 'strategic alliances’ and include
marriages like that of Laurie MacDonald and Walter Parks who run the company

DreamWorks In other instances, husbands and wives work in competing
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companies but have private and personal agendas through which they support

each other's career advancement.

23.2 Feminist film theory

Psychoanalytic theory, more patrticularly the theories of Freud and Lacan, has
been instrumental in the development of feminist film theory. For Freud,
Scopophilia centred around voyeurism and the desire of the male to see what is
forbidden and erotic and the cinema is the perfect venue for voyeuristic viewing.
The male is always the controller and the female is reduced to an icon. Alfred
Hitchcock's Vertigo (1958) and Rear Window (1954) are famous examples of
films which cater to voyeurism. In both films, the woman is the object of male

fulfilment and her sexuality is naturally subordinate to that of the males.

Feminist film theorist Mulvey (Melmy,1996:231) argues that traditionally
identification has always been with the male, who is the hero while the female is
a threat. Mulvey believes that our patriarchal society influences our
understanding of film and that film tends to mirror this society. In mainstream
films, women are thus most always represented in subordinate, passive

positions which reflect the societal content of the production.

Feminist film practitioners have appropriated Scopophilia and subverted it in
feminist film by making it ‘the look' directed by the female at the male viewer.
Scopophilia is thus still associated with voyeurism and/or sexual attraction
including narcissistic identification, but now in terms of a feminine persona

ogling a male viewer.
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In its early stages, feminist film theory was concerned primarily with the
representation and sexuality of women in relation to the dominance of the male
power structure within a patriarchal society. Claire Johnston, one of the earliest
developers of feminist film theory (Melmy,1996:230), was actively involved in the
deconstruction of the stereotyped portrayals of women in mainstream film. She
was concerned with women being spectacles in mainstream film and she saw
the importance of developing a film practise that questioned and challenged
mainstream cinema and its patriarchal basis. She recognised that film could be

used as a political tool to challenge the ruling ideology of patriarchy.

Many feminist filmmakers in Europe saw the potential of alternative films as a
means of breaking away from the patriarchal constraints of traditional
filmmaking. According to Melmy (1996:228), the late 1960's and 1970's was a

period of academic and cultural vitality in Europe.

Melmy (1996:232) explains that in the early 1970's, many feminist filmmakers
decided that the only way to change the traditional representation of women in
film under patriarchal ideologies was to take extreme measures and find an
alternative. Hollywood directors, Dorothy Arzner and Ida Lupino, both
consciously worked to subvert the patriarchal viewpoint. Other filmmakers such
as Laura Mulvey and Sally Potter wanted to produce a new type of feminist film
whereby they would avoid any sense of the film's being created for a male
viewership - as were the mainstream films made in the United States and Britain
during this period. Mulvey's use of techniques promoting feminist film language
are evident in films such as Paenthesilea (1974) and Riddles of the Sphinx

(1977). Mulvey avoids using the traditional narrative structure. She also uses



29

unconventional camera angles in the filming process that do not represent
women as mere objects to be looked at by a male audience. Mulvey was
actively involved in promoting this type of feminist film by giving public lectures
and producing pamphlets. This type of feminist flmmaking reached only small
audiences precisely because of its subversion of traditional codes and
conventions of mainstream film. Most women, not being consciously aware of
their oppressed status, were either unaware of the existence of the fiims, or

were just not ready for such a radical shift in viewpoint.

It was during this time, that many independent women filmmakers started
getting together and organising workshops. In 1972 the first women's film group,
London Women's Film Group, was formed in Britain. The main objective of the
group was to spread ideas about women's liberation and enable women,
especially those from the working class, to learn the skills involved in
filmmaking. The group also campaigned for equal opportunities for women in the

film industry.

Melmy (1996:233) suggests that towards the end of the 1970's and the
beginning of the 1980's, feminist film theory and practise strongly complemented
one another and established itself as a recognised form of filmmaking, giving
many women faith in the belief that society could change. It was at this time, that
the number of women's film groups increased in Britain and the United States.
The Sheffield Co-Op was founded in Britain in 1975 by a group of socialist

feminist documentary filmmakers.
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The American group Women Make Movies, was founded in 1972 in New York.
This organisation realised from its inception the need to advocate feminist film
and video production and exhibition. The organisation has sponsored women's
film festivals, workshops, conferences and have also provided technical
assistance to women filmmakers. Kuhn (1990:429) explains that Women Make
Movies is strongly committed to making the means of media production
accessible to all women and to promoting feminist media to the widest audience

possible.

In Britain during the mid-1970's, there was a dramatic increase in the number of
documentaries being made by feminist flmmakers on women's issues. These
documentaries proved far more accessible to a wider range of audience than did
feminist feature films. Kuhn (1990: 431) suggests that the reason for this is that
the documentaries mirror and portray real life experiences and the actual

predicaments of women's lives.

In 1993, the Women's Film, Television and Video Network was set up in Britain.
It's main objective was to campaign for a better representation of women in the
film, television and video industry. The organisation set its head office in London
and opened many branch offices in other regions. Since then there has been a
major improvement in the gender constitution of the independent British film and
television industry. Equal opportunities for women are a priority and this has led
to the increased visibility of women, especially in technical capacities. Kuhn
(1990:432) acknowledges that the Women's Film, Television and Video Network

has not solely been responsible for these changes, but believes that the
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organisation has played an invaluable role as a pressure group to stimulating

these changes.

The increased visibility and presence of women in the film industry has had a
reciprocal reaction among feminist film theorists. Melmy (1996:236) sites three
distinct branches of feminist film theory and practise by the beginning of the
1980's. The first was the type of film that examines the absence of a female
voice and the marginalisation of women through language. The second type of
film draws on psychoanalytic theory and such films foreground through the
portrayal of female characters, the manner in which women are an extension of
the male voice. The third type of film is more concerned with documenting

women and the predicaments they face in history.

Some film theorists such as Annette Kuhn and Anne Kaplan suggest that
feminist film should not deviate from mainstream cinema as this may severely
alienate audiences (Melmy,1996:235). Rather, they suggest, feminist flmmakers
should work within the traditional conventions of mainstream cinema but
manipulate these conventions to present a woman's perspective for a change

that is not necessarily feminist in ideology.

During the early 1980's more and more women filmmakers adopted Kuhn and
Kaplan's ideas and started to work within mainstream film conventions. By the
mid 1980's, and with financial support from the British television station, Channel
4, a considerable number of documentary films made by feminist film groups like
Red Flannel. Many of the documentaries, like the Sheffield Film Co-Op's, Red

Skirts on Clydeside, portrayed the conditions of working-class women (Melmy,
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1996:236). By this time there was a change of focus in feminist film theory from
rebellion against male-orientated texts to a concern with the response of female
viewership. Feminist film theorists and practitioners began to feel that it was

possible to work within mainstream cinema.

By the late 1980's an increasing number of women were actively participating in
the film industry in the United States and Britain as director, camerapersons,
and as sound and lighting technicians. Many more women were attending film-
training schools like the National Film School in Britain, as well as to film

workshops.

Channel 4 in Britain became very involved in feminist filmmaking by employing
many women in key positions. In 1990 Channel 4 screened Women Call the
Shots, a series of flms made by women from all over the world. By the mid-
1990's, financial support to feminist filmmakers had decreased both as a result
of the recession in Britain and the growing competition from other independent
film and television companies. Since then many women filmmakers have

distanced themselves from feminist film movements and moved on to work as

independents in the industry.

Hollywood, like the film industry itself, has been dominated by men since its
beginnings and, according to Allen and Gomery (1985:155) most of the
Hollywood studios grew out of the 'great man' theory of history. Allen and
Gomery (1985:155) contend that women in films were a reflection of the
prevailing male attitudes towards women. Women's roles were typically

stereotypical, precisely because these stereotypes actually existed in society.
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Although Claudia Weil, like many early women filmmakers in Hollywood, actually
denied being associated with the feminist movement, she directed films in the
1970's (like Girlfriends) which even embraced feminist issues. Acker (1992:42)
accounts for this apparent contrariness as it being women's fear that if they
challenge the dominant patriarchal ideology, their careers would be cut short. In
the film industry, women filmmakers frequently get caught somewhere along the
line with trying to maintain their integrity while still trying to survive in an
intensely market-driven industry. Lynda Obst (1996:76), a successful Hollywood
producer, recognises the problem. She states that she is often asked by women
in this business how she gets taken seriously. She says that the first thing that
women have to learn to take seriously is themselves, she says they have to
learn to assert themselves with conviction. She acknowledges that the feature
film industry is a tough business to get into, but says that the reality for women
then is that they have to accept that they will have to work harder than men if
they want to be taken seriously. According to Acker (1992:44), these problems
have always been more pronounced for women of colour than for White women.
She points out that of the few successful Black directors, the most noted are

men, including John Singleton (Boyz N the Hood) and Matty Rich (Straight out
of Brooklyn).

Since the beginning of the 1990's, the number of female film directors has
increased significantly. Between 1940 and 1980, only fourteen feature films had

been directed by women in the United States. In contrast, of the four hundred
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and six feature films made in 1990, twenty-three were directed by women

(Acker,1992:42).

Recently women directors have also been presenting more life-like male and
female characters rather than perpetuating the traditional and stereotyped
idealistic heroes and villains - which in their turn perpetuate gender stereotypes
and in turn gender oppression. Jodie Foster's, Little Man Tate, tells the story of
two women caught in the battle between their hearts and their minds. Barbara
Streisand's feature film directorial debut was Yentl. The film addresses Jewish
women and the patriarchal world that confines them. The film is an outright
rejection of marriage as the only acceptable way towards the growth and

independence of women. Commenting on Prince of Tides, Streisand explains:

Different roles give me the opportunity to show different qualities
that | admire and respect in women. She is a wounded healer.
There are many women who can help each other, but really have
a hard time helping themselves.

Like nine other films made by women directors between 1990 and 1992, Prince
of Tides has a male protagonist. According to Acker (1992:44), the tendency
recently of women to direct films with male protagonists, is that if a woman
director can prove herself marketable in a world where most scripts are about
men and the target a predominantly young male audience, then she may have a

wider range of choices late in her career.
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234 The case of women of colour

Historically, Black women have rarely featured in either the print or visual media
in significant or active roles, rather as passive exotics. Angela Davis (Watt and
Cook,1991:131) points out that while issues of class among White women have
been dealt with in literary works of the twentieth century, issues relating to Black
people, and particularly to Black women, have been almost totally lacking. White
women in western societies have to some degree succeeded in filtering the
mainstream structures of the workplace. They have achieved some real equality
and are no longer employed as mere tokens. Watt and Cook (1991:133) believe
that, for Black womén, however, visibility is a challenge. For White women, on
the other hand, 'visibility' now translates into ‘individuality' - individual variety.

The term 'Black’, however, used as it is as a label, is a generalisation.

According to The Black Scholar (25(2)1995:1/2). Black women have occupied
only the most peripheral positions in Hollywood film productions and in
representations. The article asserts that Black men filmmakers who have had
more of an opportunity than Black women in the United States have always
used stereotypes of Black life that the media has made famous, such as ghetto-
style living, drug infested and crime-ridden communities. The commercialisation
of these stereotypes which are meant to represent Black culture have
guaranteed the films commercial success in mainstream filmmaking. When
Black women like Kathleen Collins made films in the 1980's that were void of

these stereotypes, critics did not know how to critique.

Euzha Palcy (Acker,1992:44), who became the first Black woman to direct a

Hollywood feature film when she directed, A Dry White Season had this to say, 'l
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knew that Hollywood would not do a film about Black people unless the main

character was a White man'.

According to Acker (1992:44), Hollywood executives claim that they would hire
more Black women if there were any. Acker challenges this corporate excuse by
citing Black women like Debra Robinson, Zeinabu Davis and Ayoka Chenzira -
all of whom are either currently directing and/or producing feature films
independently or who have already made feature films. Some Black women, like
Debbie Allen and Neema Barnette, have already had significant experience in
directing television dramas and have also made feature films in the United
States. Many South African film industry executives use the same excuse to

justify the lack of women of colour in the industry (§4.2.1).

24 The South African film industry

241 Introduction

This section takes a look at the South African film industry in terms of gender
and activity. Well into the 1980's, the role of women in the production sector of
the independent South African film and television industry was almost non-
existent. A few White women like Katinka Heyns and Harriet Gavshon worked in
the industry during the Apartheid era in positions of power and authority, but

such examples are few and far between. Women of colour started as producers

and directors at the beginning of the 1990's.
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24.2 The African perspective

The history of indigenous African filmmaking is, according to John Gray
(1998:1), no more than three decades old. African filmmaking began in earnest
in the late 1950's at the time of African independence and liberation struggles.
Gray contends that the aim of African filmmakers at the time was to counter the
images of Africa as they were presented by Hollywood and European
filmmakers and to use the medium of film as a tool of the struggle against

oppression under colonialism and neo-colonialism.

Ukadike (1998:5) says that the main attributes of African film have been the
exploration of African cultural identity, the articulation of the conflicts of the
continent, and the deconstruction and reconstruction of the colonial and neo-
colonial experience after the birth of nationhood. Most works by African directors
are activist films which in one way or the other reflect individuals attempts to re-
read the colonial past as a means of understanding a neo-colonial present. Only
a few African flmmakers have actually heightened the condition of women. The
Mali director, Cheick Oumar Sissoko, explores women's issues. In Finzan

(1990), she focused particularly on male domination.

Gray (1998:1) points out, that as far as production of feature films is concerned,
Africa does not have the finance to support a thriving film industry and is

plagued (like the industry internationally) by expensive video piracy.

The industry continues to flourish in the Francophone countries of West Africa,
Senegal and Burkina Faso especially. The French government has invested

heavily in the film industry in these countries particularly in the area of film
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has become a "verraaier" (‘traitor) (Kuhn,1990:377). In these films, the ‘traitor’
becomes an outcast and is inevitably portrayed as coming to a 'sticky end'. The
heroine, on the other hand is justly rewarded for her loyalty and dutifulness; she
gets the man, marriage, a home and motherhood. The films set out to reproduce
stereotypes in part as an exercise in Afrikaner values and Afrikaner nation-
building. Afrikaner domestic issues were common themes usually told in the
manner of a soap opera and always including a slice of Afrikaner conservatism
operating in favour of the political status quo. When people of colour did feature
in any of these films, they were mere cardboard stereotypes. Jamie Uys and

Pierre de Wet were two of the well-known producers of the period.

The only established companies at the time were solely White Afrikaner-owned.
The companies existed to produce films aimed at preserving the Afrikaner way

of life and the films were, therefore heavily subsidised.

The Film Subsidy scheme was initiated in 1952 and discontinued only in 1992.
Jamie Uys and a group of other flmmakers persuaded the government to create
a fund through which local feature films could be subsidised. This scheme was
created with the understanding that the films that were to be made would
support the conservative politics of the time. White flmmakers made virtually no
losses on their productions because the government subsidies were very
generous. According to Botha and Aswegen (1992:2) the producers and
directors had few difficulties and many perks besides the subsidy itself -
including tax rebates and virtually no interference from the "Censorship Board",
as the notorious Publications Control Board was colloquially known. The

scheme served solely to produce films and had no development aspect to it.
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White companies had an added incentive to initiate productions. The tax
incentives allowed many South Africans to become investors in films made by
foreign companies in South Africa. Hees (1993:3) points out that in the long

term, the tax incentive actually cost the tax payer millions of rands.

In 1974, a secondary fund was created to encourage and help White filmmakers
to make films for Black audiences. This sub-scheme was known as 'Subsidy
Scheme B' (Cultural Industries Growth Strategy,1998:42). The many feature
films made for Black audiences featured the domestic lives of Black people and
ignored the political realities of the time. The films have passed into history as

extremely bad films, best forgotten (Botha and Aswegen1992:24).

Kuhn (1990:277) notes that in addition to "Scheme B" films, others were made
for Black audiences, but these too were financed solely from White capital. Only
in the nineties have Black produces and/or directors emerged. Kuhn explains
that when Black women did feature in production capacities, none of them
displayed any evidence of a feminist consciousness. Black women have been

involved in anti-apartheid videos but these have had very poor distribution.

It was unheard of for people of colour to work in film production. Production was
artificially maintained as an exclusive White domain. The notorious DET
(Department of Education and Training) education policies for Blacks ensured
that Blacks were as far as possible kept either illiterate or semi-literate and
‘numerate - functionally illiterate and enumerate. Few people of colour had any

knowledge whatsoever about the industry let alone about its workings.
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Even White women were marginalised. Not until the mid-eighties, did a few
White women like Katinka Heyns, Elaine Proctor and Lindi Wilson start making

feature films.

During the 1980's, South Africa was plagued by politically instability, civil
disobedience and racial violence. Thousands of people lost their lives in this
decade of political turmoil. The majority of the South African could not live with
the Apartheid government anymore and change had to come. This began with
the unbanning of political activist groups like the ANC, PAC and SACP. Feature
films during this time were far removed from the actual socio-political realities of
the time. These films were sponsored by White capital and where of extremely
bad quality (Botha and Aswegen,1992:24). From the mid-1980's feature films
began to appear that exposed the atrocities of the Apartheid state. Such film
included The Stick and Place of Weeping. These films had the support and help
of well-known international producers but were highly unpopular with the State
who either 'banned' them or allowed them to be shown to only restricted
audiences. - none of which were Black although the films usually portrayed

Black lives in torment and would have been nothing new to Black viewers.

As far as distribution and exhibition in South Africa is concerned, American film
has always dominated. South African film has had very little access to screening
venues. Few films made by White Afrikaner producers and director have had
some success at the box-office. Of the few, The Gods Must be Crazy and The
Panic Mechanic Are two. Both films are of the slapstick racial-stereotyping,

comedy type. According to Hees (1998:2), the reason for the poor distribution
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and exhibition of South African film at cinemas is that South African distributors
such as Ster Kinekor and Nu Metro have contractually bound themselves to
serving foreign cultures, especially American culture. South African feature film
audiences are also very reluctant and unwilling to support South African film in

mainstream cinema circuits.

It is only since the 1990's that Black people have, in their own right become
involved in feature filmmaking. Few of the productions, however, have been
mainstream. According to Erica Sugo (1999:1), the reason is that insufficient
money has been invested in the development of Black talent. One of the few
Black women who is involved in feature film production is Xoliswa Sithole. She
started of as an actress but moved to production because she feels there are
too few really good roles for Black women. According to Sithole (Sugo,1994:4),

what the industry needs is a lot more input and influence from Black women.

Documentary-making became popular after television was introduced in South
Africa in the 1970's. This field too has been dominated by White males. The
advertising industry -has always been and remains a White stronghold. This
particular industry is composed almost overwhelmingly of women, but they are

nearly all in lowly positions and seldom hold status equivalent with males

243.2 Women in the South African film industry

History shows that few South African women that have been involved in the film
industry. Not one single Black woman has gained prominence working as an
independent director or producer in either advertising- or documentary- or

feature filmmaking. The few prominent women that have worked successfully as



independent directors and producers are all White and from privileged
backgrounds. Kuhn (1990:377) points out that the majority of the women in the
industry are employed as wardrobe-mistresses, make-up artists and production

secretaries.

The three most renowned independent women feature filmmakers in South
Africa are probably, Elaine Proctor, Helen Nogueira and Katinka Heyns. South
African women feature filmmakers have generally tended to a narcissistic
approach in their films. Films such as Elaine Proctor's On the Wire and Katinka
Heyns's Fiela se kind, both portray personal and political dramas from a very
feminist perspective. The protagonists .in these films are usually women.
According to Marx (1992:234), Proctor's and Nogueira's protagonists in films
such as On the Wire (1989) and Quest for Love (1988), respectively, both
represent characters with a strong sense of their political, social and sexual
status as women in terms of the power of the patriarchal system that surrounds
and dominates them. Proctor, Nogueira and Heyns all produce work which takes

a strong feminist position.

Elaine Proctor entered the feature film industry through documentary-making.
She was involved in the production of 'protest’ which documented the state
under the Apartheid regime in South Africa. Her documentaries included
Forward to a People's Republic (1981), her first production, and Sharpeville
Spirit (1987) which she wrote, directed and produced. Helen Nogueira has been

involved in feature films since 1985. She has a history in directing, producing

and scripting.
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Katinka Heyns has been acting, directing and producing feature films since the
late 1960's. During the 1980's and early 1990's, Heyns directed numerous
television dramas and documentaries. Interestingly enough, her two most
probably famous, Fiela se Kind (1987) and Paljas (1998) are based on
screenplays that are written by her husband, Chris Barnard, the famous South

African writer.

The film industry in South Africa is no different to any other industry as regards
the role and position of women. But as Gavshon (1992:251) indicates, as far as
women and people of colour are concerned, the film industry is still a White

male domain and she quotes the figures to prove her point:

Of the 605 feature films made in South Africa between 1985 and
1989, only two were directed by women.

Gavshon adds:

The role that Black men took during this period in feature film

production was that of drivers and assistant electricians. Black

women on the other hand were cooks and cleaners.
The film industry in South Africa is no different from any other industry as
regards the role and position of women. Recently there has been a slow
infiltration of Black men into the industry but there are still hardly any women of
colour in prominent positions. The possible reasons for this continued state of
affairs are discussed in detail in Chapter Four (/nterviews and colloquiums) and
in Chapter Five (Survey). There are many White women according to Gavshon
(1992:251), in the film industry who have come through privilege or their own
initiative to occupy positions in production management, continuity, editing, set
design, wardrobe and make-up. These positions are, however, areas of work

traditionally occupied by women. Gavshon (Hees, 1998:3) declares:
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The few women in the film industry have to place themselves in
a position where their voices are heard and complain and
complain. That would be somewhat 'like turkeys voting for
Christmas'.

2433 The film industry: issues of access

According to Gould (1999:2), the biggest problems facing women of colour in
the film industry have been visibility, access and opportunity. South African
women, whether White or people of colour, have traditionally been alienated
from technology. All that is changing now at least for White women. The film
industry demands expert knowledge and experience of film equipment. Women
of colour, given their social and educational condition still have little access.
Furthermore, the independent filmmakers have to generate and raise their own
finances and have the confidence to pitch their stories. For second languages
speakers of English (and women in particular) this is an enormous challenge as
they are often totally alienated in terms of language proficiency, race and gender
from the established filmmakers on whose support they depend. As a result of
the long hours people in the industry have to put in, people in positions of power
rarely have the patience to listen to newcomers and their ideas. For a new
filmmaker and women filmmakers of colour this means overcoming many

psychological barriers - a lack of self-confidence not being the least of the.

2434 Government support

(a) Interim Film Fund of R10 million

The government set up an Interim Film Fund of R10 million in 1996. During
1996/1997, 300 hundred proposals weré received and 96 were funded. In
1997/1998, 165 projects were selected for funding (Cultural Industries Growth

Strategy,1998:4)
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(b) National Film and Video Foundation

The Department of Arts and Culture, Science and Technology appointed the
Arts and Culture Task Group (ACTAG) and the reference team on film policy to
establish a statutory body similar to those of the Australian, New Zealand
Canadian and Irish Film Commission. The official members of the National Film

and Video Foundation were appointed in April 1999 (Showdata, 1999: 8 April).

The foundation aims to promote an indigenous film and television industry in
South Africa by providing funding for new and upcoming filmmakers. The
foundation also has plans for filmmakers in finding local or international co-
producers, in distributing and exhibiting their productions, and by providing
information on the various aspects of the industry such as training and
development and by acting as a lobby-group on industry issues. It has been
speculated that the Fund would initially stand at R30 Million (Cultural Industries
Growth Strategy, 1998: 4).

(c) South African Pavilion (Cannes 1999)

The Department of Arts and Culture, Science and Technology funded and
manned a South African Pavilion at the 52" Cannes International Film Festival
and Film Market. The purpose of the venture was to introduce the South Africa
Film and Video Foundation to the world. In addition, South African filmmakers,
companies and related organisations were invited to participate at subsidised
rates or to send show-reels, videos, directories and other promotional material

for exhibition and distribution at the South African Pavilion (Showdata, 1999: 28
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April). The South African governments very visible support of South African
filmmakers will have increased the confidence of international investors and
prospective co-producers in the success of business dealings with the South

Africans.

(d) Government Proposal for the transformation of the SABC

The White Paper on broadcasting suggested the commercialisation and
privatisation of some sectors and operations of the SABC. This would allow
some independent companies a chance to get involved in some of the

operations of the SABC.

2435 Initiatives by broadcasters

The SABC and M-Net have both created training programmes to train aspiring
and emerging young filmmakers and to assist them in the development of their
short or feature films. The project instituted by the SABC, is called Dramatic

Encounters and M-Net's, New Directions.

Although since its inception in October 1998, e-tv [sic] has broadcast mainly
international productions, in February 1999 it also initiated a project by inviting
developing filmmakers to submit their work for broadcast (Showdata, 1999: 11
February 1999: 1). To-date (December 1999), only music videos have been

broadcast during the advertised time slot.
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(a) New Directions

The M-Net initiative, New Directions, began in 1994 and is now in its sixth year
of operation this year. The project came about through an attempt to develop
and promote young scriptwriters and directors. Initially the winners of each
category had their work produced as half-hour dramas which were then
screened on M-Net. New Directions has now started producing full-length
feature films and has entered work produced through the project in various film
festivals around the world. Some of these films have won awards at festivals
including the 19" Durban International Film Festival (1998), the Polish Film
Festival and FESPACO in Burkina Fasso. One of the New Directions
productions, Cry Me a Baby, written and directed by Tamsin MacCarthy was
screened by Britain's Channel 4 In November 1998( Showdata 28
January:1999:1).

All the productions are fully funded by M-Net and are exhibited in all the African
countries that M-Net broadcast. The aspiring filmmakers whose work is chosen
benefit from extensive workshops run by highly experienced filmmakers from
around the world. In the first five years, the New Directions development
initiative has produced eleven short films and two feature films -The Sexy Girls

and Chikin Biznis (Media Release: 1998).

(b) Dramatic encounters

The SABC apparently has a training programme for aspiring filmmakers called

Dramatic Encounters. | contacted several people at management level, but not
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one of them could give me information about the training programme. Most

claimed that they knew nothing about it.
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Chapter Three Empirical survey methodology

3.1 Introduction

The research component of this dissertation is both qualitative and quantitative and
entailed both in-depth interviews and questionnaires. The dissertation was
structured out of the experiences and findings of the empirical research which
includes the information elicited from the interviewees and the responses to the
questionnaire. This approach was chosen over an impositional approach because
the actual working conditions of women in the independent film and television

production industry is the focus of the study.

During the course of 1998 | carried out extensive interviews in Johannesburg, Cape
Town and Durban with women who are involved in various capacities in film and
television production and in advertising. All the women who work in television and
film, work strictly on an independent basis and not for any broadcast institutions.
During the interviews, a number of issues arose, some of which are shared by
several of the interviewees, it is on the major issues raised during the interviews that
the questionnaires were later based. In Chapter 4 the interviews are discussed

critically and the main issues synthesised.

3.2 Methodological processes

Given the views on the condition of women in the workplace both in the media and
in international academic literature (Chapter 2), my need was twofold. | needed
firstly to discover whether the same conditions prevail in South Africa as do

intemnationally vis & vis women in the film industry workplace and, secondly, whether
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commonly held perceptions had any validity. | thus sought from the interviewees

(and from the later group of questionnaire respondents) a sense of their personal
working-conditions. All the women spoke about their actual working experiences
and the experiences of other women whom they know or know of in the industry.
The women raised a variety of issues during the interviews; some of which are
shared by several of the interviewees. These issues are discussed in detail in §4.3

Industry Issues and are those upon which the questionnaire was based.

The empirical research was organized in the following way. Initially a list of potential
interviewees was drawn up with a view to using the information gained in interviews
as the source from which a questionnaire could be compiled. The intention was to
use the questionnaire (based only on the major issues raised in the interviews) to
test the validity of the perceptions of the interviewees. Use was also made of
interviews that are in the public domain: one with Dezi Rorich (during my interview
the dictaphone malfunctioned) and one with Roberta Durrant who refused my

request for an interview (Appendix 3.1).

The initial selection of potential interviewees was made on the basis of personal
knowledge of the interviewees' films or television work and through information
gathered from others associated with the South African film industry. Primarily,
requests for appointments were made to twenty individuals. Of these ten men and
women were prepared to be interviewed and interviews with them were conducted.
(Transcriptions of these interviews are compiled in Appendix 1 in the order in which
the interviews were conducted and are numbered consecutively from 1.1 to 1.10).
The initial interviewees in their turn suggested the names of others who are
considered to be influential and/or active in the industry. Appointments were
requested of fifteen people. Interviews were subsequently granted by ten of these

and are recorded in Appendix 2 in chronological order, numbered from 2.1 to 2.10.
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| interviewed women only in Johannesburg in July 1998 and then both men and

women in Cape Town in September/October 1998 and again in November 1998.
These were the most opportune times for interviews in Cape Town, as they are
those times during which most of the production work takes place in Cape Town
and the interviewees were thus available. The interviews were generally twenty-five
to thirty minutes long and all were recorded and later transcribed (Appendix 1: 2 and
3).

The overall racial composition of the interview group of 22 was:

‘people of colour (8): ‘Blacks' - 3, Indians - 3, 'Coloureds’ - 2; and 'Whites'

(14).
(Reasons for there being relatively few interviewees who are people of colour are
discussed later in this chapter as the lack of available 'non-white' interviewees is

itself significant.)

The gender ratio of the interview group was 2:20/men:women. (The initial intention
was to interview only women, however, the two men were included and
subsequently interviewed. Barry Greyvenstein is Secretary of the National television
and video association and Jonathan Schubert as the CEO of Ogilvy, Mather,
Rightford, Searle-Tripp & Makin (Cape Town) Both these men hold positions from

which they are able to view the condition of women in the industry.

The next stage was the drawing up of the questionnaire (Appendix 5 and 6) based
on a synthesis of the issues raised by the interviewees and against the background
of the literature study. A recipient list (Appendix 5.1) was compiled from various
directories made available at the Southern African Third Annual International Film
and Television Market. Questionnaires with two covering letters (Appendix 5) were
posted with stamped addressed envelopes to one hundred potential respondents.

Twenty replies (Appendix 7) were received. The information then was collated and
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tabulated and these were then analysed. The findings of the questionnaire survey

was compared with and correlated with the interview findings and against the

literature survey.
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Chapter Four Interviews and colloquiums

4.1 Introduction

Issues that arose out of the interviews and public meetings hosted by women's film
and television networks are analysed in this chapter. The chapter is based primarily
on the findings from the interviews and meetings. The interviews and meetings as
a collection provide an insightful view of actual practical operations in the current
independent South African film and television industry in general and as regards

women in production more specifically.

Before any interviews were carried out, | searched film and television, industry
journals, directories and the Internet and | contacted film and television
organisations before drawing up a list of prospective interviewees. The most
important criteria in drawing up a list was that they had to be active and influential
in the industry. | initially looked only for women even though | interviewed two men.
Table 1 is a list of those people whom | actually interviewed from the initial list of

prospective interviewees. Appendix 1 contains the full transcripts of the interviews.
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NAME COMPANY RANK DATE OF INTERVIEW

1.1 Marteen de la Harpe Peter Gird Productions Director September 1998
1.2 Martina Della Togna Rainbow Circle Films Producer/Director November 1998
1.3 Harriet Gavshon Mail and Guardian Producer/Director July 1998

1.4 Kubeshni Govender Black Earth Communications/ CGE Producer/Director July 1998

1.5 Barry Greyvenstein National Television and Video Association | Secretary September 1998
1.6 Corola Koblitz VI TV Productions Producer/Director October 1998
1.7 Nisha Naidoo Film Resource Unit Audience Development Researcher | July 1998

1.8 Jonathan Schubert Ogilvy & Mather Chief Executive Officer October 1998
1.9Masepeke Sekhukhuni Newtown Film School Director of School July 1998

1.10 Caren Thorne Open Window Network Producer/Director October 1998

Table 1:

Interviewees - initial appointments
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During the initial interviews, | asked the interviewees to refer me to other influential
and active people, particularly women, in the industry. On occasion interviewees
spontaneously suggested women | should interview, whom they (the interviewees)
believe are active and influential in the industry and who would be able to provide
me with valuable information regarding my research. Through this 'snowball’
technique, a second set of interviews were set up. These are listed in Table 2 and

transcripts of the interviews are contained in. Appendix 2.

NAME COMPANY RANK DATE OF INTERVIEW
2.1 Seipati Bulane-Hopa | Kurira Films Producer/Director November 1998
2.2 Alison Ellard Velocity Films Production Manager September 1998
2.3 Levern Engels Rickety Bridge Productions | Producer/Director October 1998
2.4 Sophie Gulwa Imitha Ye Langa Producer/Director November 1998
2.5 Zulfah Otto-Sallies Community Video Director of School/ October 1998
Educational Trust Producer/Writer

2.6 Megan Pillay Hybrid Films Producer/Director September 1998
2.7 Nicola Martin Ogilvy & Mather Head of Broadcasting October 1998
2.8 Ansie Minnaar Essentially Ansie Producer/Director September 1998
2.9 Jacolene Nel Peter Gird Production Production Assistant July 1998

2.10 Wendy Nixon Technikon Natal Video Tech. Student November 1998

Table 2 : Interviewees referred appointments

Table 3 lists interviewees who were interviewed by others and Appendix 3 contains

the transcripts of those interviews.

NAME COMPANY RANK DATE OF INTERVIEW
3.1 Roberta Durrant | Penguin Films Producer/Director | April 1995
3.2 Dezi Rorich Timbull Rorich Neville | Managing Director | July 1998

Table 3 - Interviews: public domain
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Dezi Rorich (during the abortive interview) told me about, and suggested | attend,
the Third Annual Southemn African intemational film and television market in Cape
Town in November 1998. It was here that | met many local and international
women who are actively involved in some or other capacity in production in the film
industry. At this Market | gathered information on women's networks and this is
discussed in § 4.4, Women's networks. Table 4 lists the speakers who participated
in the meetings and colloquiums that took place during the Third annual Southern
African international film and television market hosted by Women in Film and
Television and Women of the Sun. The full profiles of the speakers are outlined in

the transcripts of the meetings in Appendix 4.

ORGANISATION SPEAKERS DATE
4.1 Women in Film and Television Seipati Bulane-Hopa November 1998
Indra De Lanerolle
Sara Gaeter
Marie Hoy
Pierre Rissient
David Wicht
4.2 Women of the Sun Seipati Bulane-Hopa November 1998
Cindy Gordon
Gaylene Gould
Rhoda Mandaza
Michelle Materre
Ann Mungai
Georgia Popplewell
Table 4: Public meetings: Women's Networks (See Appendix 4)

(Profiles of the speakers are outlined in the transcripts)

The issues raised by the interviewees as regards women working in a production
capacity in the fields of advertising and documentary-making are discussed in §4.2

and §4.3 looks at industry issues that came up during the interviews. §4.4 focuses
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on women's film and television networks, particularly Women in Film and Television

and Women of the Sun.

4.2 Women in production

The women who were interviewed were chosen strictly on the basis that they work
or have worked as independents in the making of documentaries, advertisements
and feature films. They are not, thus, employed by broadcast institutions such as
the SABC. At some stage of their working lives they may have been employed by
institutions such as the SABC but have maintained their independent status. Most

of the women interviewed work at independent production houses.

The women spoke about their work in the fields of advertising and documentary-
making. General questions were asked about the nature of their jobs and their work
environments and more specific questions were asked about the problems they are
faced with and the opportunities open to them in their jobs and in the industry at
large. The interviewees spoke about many industry issues in general as well as
issues facing women specifically. It was quite evident during the interviews, that the
working environments and issues which concern women working in the production
of advertisements and those of women working in the production of documentaries
are very different. Below | discuss the general working experiences of women in
these two fields before going on to discuss broader issues that affect women as

independents in the production of film, advertisements and television.

When working on a documentary, the documentary-maker normally has the
freedom to choose a subject and then order the information according to his/her
own liking. In this way a documentary-maker has a lot more creative freedom than
those working in the production in the advertising sector. Documentary-makers do

not generally work to tight and strict schedules, as do filmmakers in the field of
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advertising, for example. The whole process of making an advertisement generally
involves many more people, a lot more organisation, like creative freedom and is
generally expensive. The working conditions are, therefore, not as pressurised in
documentary-making. In advertising, nothing is left to chance. Everything is
calculated and evaluated. Many advertising companies take out insurance to
safeguard themselves in the event that a production shoot is delayed for some or
other reason. In documentary-making, if things do not go right on the first day, then

the documentary-maker normally has other days to put things right.

4.21 Women in advertising

Jacolene Nel (Appendix 2.9:155) points out that the 1999 Cannes Film Festival
results confirm the South African advertising industry’s reputation as among the top
five in the world. The South African advertising industry has historically been very
closely linked to the various advertising industries of Europe and so it has managed
to keep on track and ahead in the international scenario. South African advertising
agencies and production houses, like Velocity which has a whole department that
deals only with the business of foreign advertisers, are very popular with
international filmmakers, especially from Europe. International companies choose
South African advertising agencies and production houses because of the high
quality of their production work as well as the fact that the production costs are
cheaper in South Africa. South African advertising agencies and production houses
make a lot of money from foreign business. It is estimated that the South African
advertising industry is set to make more that R750 million in the production of

foreign advertisements in five years time (Women of the Sun, 1998:3).

Since South African advertising agencies have always had strong ties with the
advertising industries of European countries, it is no surprise that many of the
management and creative posts at top advertising agencies in South Africa are
filled by European nationals like Nicola Martin from Austria who is the Head of
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Broadcasting at Ogilvy and Mather, Rightford Searle-Tripp and Makin in Cape
Town. The British advertising industry has the greatest influence on the South
African advertising industry according to Jonathan Schubert (Appendix 1.8:71). The
South Africa advertising industry is almost exclusively driven by White South
Africans and White Europeans. Zulfah Otto-Sallies (Appendix 2.5:128) insists that
White people in the advertising industry keep people of colour out of the industry
because it is very lucrative and so the Whites wish to retain the wealth in their own

hands.

Jacolene Nel (Appendix 2.9:152) points out that there is only one recognised Black
advertising agency in South Africa, The Herd Bouys, amongst the hundreds of
White-dominated and -owned advertsing agencies and production houses. She is
of the opinion that White advertising practitioners have only recently come to the
realisation that they do not understand Black consumer needs and so hire Black
researchers to fill the gap. Before this, White advertising executives took it upon

themselves to create advertisements for Black people.

The Black researchers like those at Peter Gird Productions are employed on a
commission basis when they are needed. This type of arrangement is not really
satisfactory as the expertise of these people would be of greater value if they were
employed full-time. The advertising industry would also become accessible to more
Black people who would then be in a position to learn the different skills that are
necessary to function in the industry and gain the benefits of being full-time
employees. Currently, most potential full-time Black employers are kept out. In
defence of the advertising industry Jacolene Nel (Appendix 2.9:152) claims that the
prevailing perception of the South African advertising industry is that Black people
are just not interested in the field of advertising.
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Nisha Naidoo (Appendix 1.7:64) rebuts this position. She states that there are a lot
of people of colour that have the relevant education but are constantly being turned
down by advertising companies. She states that the reason for this is that in this
country advertising has traditionally been communicated to a White audience. And
she believes the advertising industry is trying to keep it that way. Megan Pillay
(Appendix 2.6:136) states that there are many talented filmmakers of colour that
are constantly turned down by the White-dominated advertising agencies and
production houses for work as the White executives claim that other types of
filmmaking are completely different from that of advertising and so filmmakers of
colour don't have the appropriate skills to get into the agencies or production
houses. Pillay asserts that this is just a feeble excuse to keep people of colour out
of the advertising industry and deny them any opportunity of partaking in the

lucrative rewards the advertising industry in South Africa offers.

According to Jacolene Nel (Appendix 2.9:155), more than sixty percent of those
employed in the South African advertising industry are women. From my
observations at various advertising agencies, like Ogilvy and Mather Rightford
Searle-Tripp and Makin, and production houses, like Peter Gird Productions,
around the country | would say that this figure is in reality probably higher. Harriet
Gavshon (Appendix 1.3:27) asserts that it is women who drive the advertising
industry in this country because they do the organisational housekeeping work and
they are good at it. According to Jacolene Nel (Appendix 2.9:153) the advertising
industry is about eighty percent planning. Most of the interviewees agreed that
women are in general more efficient at planning and organising. Jonathan Schubert
(Appendix 1.8:70) concurs; almost all the organisational work at Ogilvy and Mather,
Rightford Searle-Tripp and Makin-Cape Town is handle by women, while men fill
most of the creative and managerial positions. Schubert further states that on the

lowest level of this organisational hierarchy, all the personal assistants are women.
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The industry is commonly seen to be one which takes up one's whole life and it is
for this reason, according to Jacolene Nel (Appendix 2.9:154), that most of the
women that are involved in the industry are either single or divorced. According to
Marteen de la Harpe (Appendix 1.1:5) there are only four women in the whole
country who are directors. De la Harpe is herself one of the few. She states that
even in her position and after ten years of experience, she is still working very hard
so that she can present herself as more of a 'calculated risk' in the eyes of
prospective employees. She believes that her male counterparts do not have to

prove their potential with prospective employees to the same extent women do.

A very similar situation regarding the gendered distribution of positions in
advertising agencies has been evident in the United States. According to the US
Bureau of Labor Statistics data (Advertising Age,1996:24), more than half of the
employees at advertising agencies in the United States are women. Few of these
women, however occupy positions of authority and seniority. The journal,
Advertising Age (1996:38), featured a special congratulatory article on two women
who had been promoted to positions of seniority in advertising agencies: Shelley
Lazarus was named the Chief Executive Officer (CEO) of Ogilvy and Mather
Worldwide and Helayne Spivak was named worldwide creative director of Ammirati
Puris Lintas. The article asserts that the advertising agencies records of hiring and
promoting minorities has been very dismal and it was claimed by the article that

race and gender are discriminatory factors in advertising agencies in the United
States.

Alison Ellard (Appendix 2.2:99), from Velocity production house in Cape Town, on
the other hand believes that the advertising industry is much less discriminating
against women than is the corporate business world. She suggests that almost all
corporate jobs are by traditional practice gender discriminating, especially in fields

like business and banking where women are meant to fit a gendered stereotype.
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Ellard believes that women have more freedom from stereotypes in the advertising
and film industry. Contrary to Ellard's assertions, Corola Koblitz (Appendix 1.6:53),
who specialises in corporate filmmaking, states that she prefers filmmaking in the
corporate business world rather than in the film industry, as a woman's professional

and technical expertise is acknowledged and appreciated by the corporate world.

An alternative view of the advertising industry is offered by Caren Thorne
(Appendix 1.10: 88), especially where the role and representation of women in
concerned. She states that local television series and documentaries have been
marked by the broadcasting regulatory bodies such as the Independent
Broadcasting Authority (IBA), as a type of national priority as far as programming
is concerned. Advertising, on the other hand, is an industry that is self-regulatory
and dictated by market logic. It is, therefore, possible for the industry to get away
with blatant sexism, patronising women and stereotyped images of women. The
irony is that the organisation behind this type of discrimination set-up is maintained
and sustained by women. Thorne thus implies that women in the production of
advertising are actually blind to the blatant sexism in the industry and continue

unconsciously to work for the perpetuation and regeneration of sexist attitudes.

Thorne states that community advertising in South Africa would be much more
successful than mainstream advertising as it would aid development needs, such
as health education, especially for women. Thorne believes that community
advertising will focus on the sale by communities of their products and facilities as
opposed to the mass of prevailing advertising through which manipulative large
businesses attempt to sell [often luxury] products through advertisements which

reinforce and legitimise, by the use, racist and sexist stereotypes.

Nicola Martin has worked in Johannesburg and Cape Town for many years. Martin

(Appendix 2.7:143) believes that South African women lack self-confidence and
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that this is one of the major factors why they do not get ahead in their careers. She
says that this lack of self-confidence stems from their situatedness within
patriarchal traditions and from the various cultural practices of the cultures from
which women in this country come. In general, she believes that almost all South
African women come from cultures where they are not expected to be passionate
about their work. Martin claims that it is very different in Europe where women are
generally much more assertive in the work environment. She believes European
women show more confidence than South African women and make themselves
heard so that they get taken seriously. Megan Pillay's experience when she was
having her work edited by a White male is a South African case in point. Pillay
(Appendix 2.6:135) says she could not understand why the editor did not
acknowledge her or consult her about her work. She then realised that he was just
going on with his job and that it was up to her to make the effort and be assertive

and give her input.

A common perception which prevails about the international film industry is that it
is characterised by alcohol and drug abuse. Marteen de la Harpe (Appendix 1.1:14)
like most of the women | interviewed who work in advertising, claims that the South
African advertising industry is plagued by the same substance abuse problems.
This obviously does not include all sectors of the advertising industry and not every
person involved in them. Marteen de la Harpe and Jacolene Nel both believe that
the people most susceptible to substance abuse are production crew who are
under enormous pressures to deliver work assignments on time and in trying

working conditions. In the advertising industry, 'time is money' and actual

production work is very expensive.

Production crews and cast have only limited periods of time to get something right
and to the client's satisfaction. The advertising industry is highly competitive and

so each work assignment has always got to be the best that it can be. According
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to Jacolene Nel (Appendix 2.9: 152), people working on productions are often away
from home for long periods of time and suffer from fatigue and loneliness, making
them more susceptible to drug and alcohol abuse. She points out that technical
crew are very well paid for their expertise and are therefore, in a position to afford
drugs and alcohol. She says that many of them take alcohol and drugs because
they say it is the only way they have to keep going and give of their best work in a

highly pressurised and competitive work environment.

4.2.2 Women and documentaries

The actual working environment of documentary-making is quite different from that
of advertising. Documentary-making is a sector of the film industry that is
dominated by men. Veronica Sieve (Munro,1989:1) is an Assistant Production
Manager and states that women are often misplaced and under-utilised in this
particular industry. Martina Della Togna (Appendix 1.2:18) notes that there has
been a significant increase in the number of women that have entered the industry
since the beginning of the 1990's. Before that, according to her, the SABC was the
major in-house producer in the industry and the independent sector was very, very
small. There are now many independent women documentary-makers in South

Africa but the success of only a few like Harriet Gavshon has been recognised.

Corola Koblitz (Appendix 1.6:43) has her own company called VI TV Productions.
She is a passionate documentary-maker who also does a lot of corporate work
which includes making videos for companies and designing their media-marketing
plans. Koblitz says she has encountered a lot of traditional male chauvinism while
doing her documentary work. She says there are interviews and documentaries in
South Africa and other African countries like Zambia and Kenya that she would
love to film but she is restricted from doing so because of traditional conservative
male attitudes. She says that it is these male attitudes that prevent people [more

particularly women] from speaking of their experiences. Levern Engels (Appendix
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2.3:103) concurs, saying she feels a lot of frustration in relation to the political
climate on which she finds herself. She states that she is in the position where she
can work extremely hard but this still would not get her anywhere as there is just
not enough clear definition and transparency in the industry itself as regards

opportunities and industry guidelines.

Martina Della Togna (Appendix 1.2:17) believes that even under the new
dispensation, nothing has really changed for women in production, and that they
are just as 'invisible' and/or as exploited as they ever were. Della Togna is also very
involved in public education television. She asserts that she has had to fight for her
work as it is sometimes regarded as too controversial. Her educational
documentary on the termination of pregnancy bill is one example of her on-going
fight against the powers of the hierarchical authoritarian SABC commissioners for

the rights of women to be freely publicised on the national broadcaster.

Levern Engels (Appendix 2.3:102) believes that the twenty-year head start the
SABC has over other television stations like e-fv in this country, is the reason the
SABC can throw its weight around where commissioned work is concerned. She
claims the SABC does not have any repercussions on their side as they are not

answerable to anyone regarding their acceptance or rejection on commissioned
work.

As far as the production of documentaries and educational series is concerned,
only a few production companies have been lucky enough to sell their productions
to the SABC, M-Net and e-tv. The SABC broadcasts by far the most local
productions. Engels declares that independent production companies encounter
many institutional problems with commissioning editors. Martina Della Togna
(Appendix 1.2: 17) explains that the commissioning editors at the SABC are all

White, Afrikaner men who have been at the SABC for many years and have a very
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patriarchal conservative mindset. She explains further that some of them belonged
to other professions such as teaching and then joined the SABC and are as a
consequence very authoritarian in their approach to choosing what is to be

broadcast.

Towards the end of 1982, Roberta Durrant embarked on her career as an
independent producer with her own production company, Penguin Films. Durrant
(Appendix 3.1:164) has experienced many institutional problems with the various
practitioner groups at the SABC: especially the editorial teams. She claims that at
the time a number of people were being awarded work and contracts just because
they had always been awarded the work and because they were part of an
exclusive network that was highly favoured by the SABC. This 'closed network'
made it very difficult for independent producers to get work. The situation has not

changed very much in 1998.

Levern Engels (Appendix 2.3:107) claims that new and young fiimmakers have
very little chance of doing any work for the SABC as the same few companies get
commissioned to work on productions. These production companies are old and
very well established and newcomers do not have a chance against them even
though the newcomers work may be of very high quality. Engels believes that there
needs to be some type of government legislation that monitors the commissioning
of productions so that the unfair commissioning practices of the SABC are
uncovered and newer and other smaller production companies get a chance to
have their work broadcast. This type of legislation would protect smaller companies
and allow more room for competition among new, young, talented filmmakers. This
would in effect break the monopoly held by the few production houses that get all
the work. Currently, only the Independent Producers Organisation (IPO) has been

proactive in lobbying parliament on the rights of independent producers.
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According to Engels (Appendix 2.3:107) the independent film and television
industry is politically a very complex one. Should the commissioning editors find
any independent producers too outspoken, they have the power to shut down
producers' careers by not awarding them any work. Commissioning procedures
are thus very corrupt in this country. Engels states that as an independent
producer, one cannot take one's problems to bodies like the NTVA and the /PO as
one would actually be taking one's problems to one's own competitors who are
represented in these organisations in an executive capacity. She is of the opinion
that they would by definition be subjective and look out for their own interests when

dealing with colleagues’ cases.

Competitors, according to Engels, might include large companies like Primedia
whom she claims simply take over any small production company that shows signs

of progress and growth.

Engels (Appendix 2.3:107) suggests that where commissioned work is concerned,
there should be an affirmative action policy for small businesses in order to allow
them to compete with large companies for commissioned work. She further claims
that the excuse that is often used by commissioning editors is that small companies
do not have the infrastructure to handle a production to its completion and that this
is why larger companies are preferred. Engels disputes this position and asserts
that she believes that smaller companies can do good or even better work than

large companies if they were given the chance.

The SABC has also been accused of insisting that commissioned production
houses use the SABC's facilities when making local productions, thereby
preventing independent facility houses from benefiting from the business available.
A complaint was forwarded to the Competition Board, in February 1999, by the
Association of Facility Owners. The SABC's practice means that it holds a
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monopoly on actual production work (Showdata,1999:2). The feelings among the
independent facility owners amounted to the view that the SABC's demands
constitute unfair business practice. Production facility houses face the possibility
of closure as a result of no work coming their way from production houses
associated with the SABC. If the SABC continues to hold its monopoly independent

facility houses thus have little chance of survival.

Another problem that small production companies have to deal with according to
Engels (Appendix 3.2:108), is that they are often put into the same category as the
numerous 'fly by night' production companies whose quality of work is more often
than not very bad. iLegitimate production companies like hers, therefore, also
become suspect by association and fall victim to the bad name of the 'fly by night'

enterprises.

Many of the interviewees stated that Black people and Black women, in particular,
are needed in the documentary and film industry but that there is a desperate
scarcity of talented and hard working people in this category. Masepeke
Sekhukhuni (Appendix 1.9:74), is the director of the Newtown Film School that
opened in 1991 specifically to respond to this scarcity. She articulates the purpose
of the school as the production of a new generation of Black filmmakers who will

eventually come up with a new identity for South African cinema.

Caren Thorne (Appendix: 1.10:85) says that Black women who graduate from the
Newtown Film School have many excellent opportunities open to them. She says
that women graduates from this school could actually pick and choose the
companies for whom they wish to work but that they are not pro-active in terms of
exploiting these opportunities. She cites this as the reason for there not being
many Black people and Black women especially who are active in the industry. This
is in direct contradiction to Masepeke Sekhukhuni's (Appendix 1.9:76) expressed
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opinion that it is exceptionally difficult for Black people, in general, and women of
colour, in particular, to gain entry to the working world of the South African film
industry. Sekhukhuni implies that White owned production companies simply do not
acknowledge the existence of talented Black people hoping to gain entry into the
industry. The debate surrounding Black employment opportunities is the same as

that in the case of the advertising industry (§ 4.2.1).

4.3 South African industry issues

So many issues were raised in the interviews that for convenience sake they have
been separated into general and gender issues. In §4.3.1, general issues relating
to the industry and raised by the interviewees are outlined and discussed. Gender

issues raised by the interviewees are the focus of the discussion in §4.3.2.

4.3.1 General issues

4311 Training

Barry Greyvenstein (Appendix 1.5:41) mentions that there is no formal training set-
up in South Africa for people aspiring to work in the film and television industry. He
points out that the new National Qualifications Framework (NQF), however, makes
provision for people who have years of experience to have their practical
experience recognised. The actual implementation the NQF will take some time
yet, so for the foreseeable future, on the job experience will remain largely
unacknowledged. He comments also that when there is formal training for film

industry related jobs, it is frequently inadequate.

One of the interviewees, Corola Koblitz (Appendix 1.6:49) believes film schools in
South Africa are totally out of touch with the actual job of filmmaking whether for

television or film and thus produce students who are unemployable. She states that
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students come out of film schools with an attitude that makes them believe that
they can walk into any highly paid job of their choice as they believe that they are

highly skilled, where this is, in reality, not the case.

Ansie Minnaar (Appendix 2.8:150) of Essentially Ansie productions notes the
difference in quality between South African film school students and those from
abroad. She states that South African students in general are far too lazy
compared to their European counterparts who are prepared to work extended
hours without pay doing very menial work just for a chance to break into the
industry. Because our students have an attitude problem and because they are
undisciplined, Minnaar states that they are not efficient and are not good team-

workers. South African students also generally fail to show any initiative.

Masepeke Sekhukhuni (Appendix 1.9:77), notices the same problems with South
African film school students. She explains that many students who enrol at film and
television schools show little real enthusiasm for their work. Students are slow in
exploiting opportunities and choose to miss events like important workshops
because of their lack of interest and commitment. Sekhukhuni notes, too, a
falseness surrounding the film industry in South Africa especially at an amateur
level: a level which includes students. She explains it is a habit among people in
the industry to flatter their colleagues, in effect to lie about how good their
colleagues’ work is, so that they come to believe that they are actually very skilled
when in actual fact they have a lot to learn. Many of them become disinterested in

learning as they feel that they do not need to learn.

Koblitz (Appendix 1.6: 48) suggests that such lack of commitment and enthusiasm
amongst students may be because film schools are relatively new to South Africa.
South Africa did not have film schools until ten years ago, and have little

understanding of what is required of skilled employees by the industry. Most people
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who are actively involved in production have actually trained on the job. Koblitz
suggests that a solution to the apparent disjuncture between training received and
skills required is for film schools to work closely and build relationships with people
active within the industry. Koblitz suggests that film schools need to set up a
rotation system whereby students would be required to serve a six-month
internship programme with a production company and spend two weeks at a time
in various other industry sectors like post-production. This way, students would gain
firsthand experience of what the industry as a whole is actually about while
simultaneously fitting themselves to make informed choices about the sector of the
industry in which they wish to work. Concurrently, prospective employers would
have a chance to learn about the students and would, therefore, be in a position

to make informed hiring decisions.

The women interviewees currently working in the film and independent sector of
the television industry have all stated in some way or another that the only way
they have survived is through very hard work, including working long hours, at great
speed and by constantly and simultaneously upgrading their knowledge and skills.
The factors - hard work, putting in long hours, working rapidly and constant self-
improvement - are deemed by those working in the industry to be critical for
survival. From Sekhukhuni's comments (above) it would seem that the vast majority

of South African students fail to understand and acknowledge this.

Jacolene Nel, (Appendix 2.9:154) states that the only way that women can get into
the advertising industry and get ahead is if they work very hard. She says that upon
entry into the industry, a student will have to work for about two years literally doing
nothing else. She says that the biggest problem young women have is that they
have to compromise‘their private lives. They have to choose between having

relationships and later families or their jobs. Men, on the other hand, find it easier
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to reach a compromise between the two in all probability because they have an

invisible female support structure.

Lack of marketing training was another major issue which arose out of the
interviews. Marketing skills are not being taught to students at institutions. This is
a very important area of the film industry but students come through tertiary training
with hardly any practical marketing skills. This is especially true of aspirants of
colour. Marteen De La Harpe (Appendix 1.1:13) from Peter Gird Productions
suggests that White children in South Africa have traditionally been exposed to
marketing in their schooling careers. Children of colour on the other hand have
traditionally not been exposed to areas of marketing in their schooling careers and
this accounts for the significant lack of marketing and awareness among children
of colour. This is one of the prime reasons that there are so few Black people

currently in this field as compared to their White counterparts.

According to Zulfah Otto-Sallies (Appendix 2.5:126) from the Community Video
Education Trust (COVET), a training school in Cape Town, children of colour have
not been taught at school about the possibilities of advertising as a career.
Advertising has traditionally been taught from the point of view of the students as
recipients of an advertising message and that is why they have seen themselves

as consumers rather than possible creators and have not considered it as a career

option.

Otto-Sallies believes that because people of colour have a history of sitting and
waiting for work to come to them, they have unconsciously come to expect
instructions and seldom take the initiative. People of colour have been trained to
work for other people and not to see that they can work for themselves. Otto-
Sallies believes people of colour need to move from what amounts to a culture of

dependency to one of independence particularly if they aspire to work in the
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advertising industry. She further believes that White people have an advantage in
the advertising field as they have established contacts nationally and internationally
as a result of their travels abroad, and have thus forged many contacts abroad.
She states that few people of colour have experience of travel, particularly abroad
and few have family connections abroad. She believes that people of colour just
do not respond, think, and function in terms of the 'global' world as so many Whites
are able to do, given their previously historically privileged socio-economic status

particularly during the apartheid years.

Jonathan Schubert (Appendix 1.8:69) is the C.E.O of the advertising agency, Ogilvy
and Mather, Rightford, Searle-Tripp & Makin (Cape Town). He claims that it is
increasingly difficult to get Black people with potential to fill positions. He claims
that most Black people in this country do not actually know advertising as an
industry. Many Blacks believed that advertising is something that the SABC does.
Schubert says that when his particular advertising agency does get Black men to
fill positions, they are only there for a few months before they get offered more
lucrative jobs in higher positions. He states that Ogilvy and Mather recruit about six
Black men every year but they get 'poached' very quickly by other companies. It is
interesting to note that Jonathan Schubert speaks only of Black 'males'. From my
observation at Ogilvy and Mather in Cape Town, it is quite apparent that there is

almost an invisibility of Black women.

Jonathan Schubert is also the chairman of the Directors Forum in Cape Town. He
explains that the group is involved in raising funds to finance Black students
wanting to go to advertising schools. In 1998, this forum invited entries for copy-
tests from prospective Black students after which interviews with the best ten
students were held. Schubert states that not a single entry could be given a bursary

as there was just not enough creativity and potential shown by any candidate.
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Eventually, the money raised was given up as bursaries to students of colour who

were already enrolled at the AAA School of Advertising.

During my interview with Alison Ellard (Appendix 2.2: 96), she remarked Velocity
was at the time looking for junior runners and that they had telephoned various film
schools looking for new talent. Ellard says that the company did not come across
one suitable Black person to fill any of the positions. She claims the reason for this
is twofold: there is a lack of formal ties between educational institutions and the

actual industry; and there are just not enough Black people in films schools.

Megan Pillay of Hybrid Films sees things differently from both Ellard and Schubert.
Pillay (Appendix 2.6:136) claims that people of colour and, more particularly,
women of colour, are very consciously excluded from the advertising industry by
the Whites who dominate the industry. Pillay claims that when Black people are
used, [which is quite seldomly] they are simply there as tokens and are not taken
seriously. According to Pillay advertising companies use many excuses including
that they have looked for potential skilled Black employees but there aren’t any or

that people of colour have just not shown any interest.

Kubeshni Govender runs her own production company called Black Earth
Communications. Govender (Appendix 1.4:30) declares the specific aim of the
company to be to train Black filmmakers and Black television producers so that
they can go out into the industry and compete on a level higher than they are now.
She claims that people of colour in general have had and still have very little
influence over production processes. Black people are to be found in large
production conglomerates like Primedia in the role of producers but their being few
among many Whites, they seldom have meaningful functions or play significant
roles in decision-making processes. The few Black people that there are, are token

appointments purely made to reflect the company’s political correctness.
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Masepeke Sekhukhuni (Appendix 1.9:78) also asserts that, most Black people who
are employed by White companies, are so, solely for the sake of political
correctness and are not even skilled. When potential learning and creative
positions are occupied by token appointments [in whom companies seldom have
any real interest in training or developing] others who may have the skill and the
talent necessary are denied opportunities to develop. Sekhukhuni believes that
post-production houses in South Africa are still maintained as White strongholds.
Black men are to be found in menial positions like those of cleaners and Black

women are not even visible.

Govender (Appendix 1.4:30) has had encounters with a post-production facilities
house in which young White people are employed through an in-
service/apprenticeship training programme. The students are taught all the skills
required in a particular field so that when they leave the company, they are well
equipped to find work in the open market. Govender claims that Black people in
contrast are brought into the company as full-time employees and not as trainees.
The Black employees are thus employed in a particular position to do a particular
job with little potential for advancement or expansion. They frequently stay in the
same job throughout their time with the production facilities house. Govender
asserts that the White hierarchy generally of the facilities house is still not prepared
to extend its training programmes to potential Black students. She believes that a
major stumbling block to change is that power is still vested in White males who
are resistant to giving up their own control or the potential control of their White

professional offspring to other groups.

Marteen De La Harpe (Appendix 1.1:11) levels a further criticism against film
schools. She claims that female students have been marginalised in film schools

both locally and abroad. She went to film school at New York University and states
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that, in her time, the instructors were very biased towards female students to the
extent that the students actually felt very demoralised. She states that it was the
Black female students who suffered the most. Nisha Naidoo (Appendix 1.7:61)
from the Film Resource Unit in Johannesburg trained as a filmmaker at a university
in Canada. Her experience as a female student was similar to de la Harpe's.
Naidoo claims that the female students were treated in an inferior manner to the
male students and that the female students were automatically assumed to be
technically incompetent. Male students were given preferential treatment by the
almost exclusively male staff. Male students also had greater access to equipment
and facilities. Naidoo claims that even the few female professors were treated

badly by the male-dominated staff.

One of the biggest problems relating to training schools in South Africa is that there
is no comprehensive and easily available list of what is available, nor are the
entrance requirements and the demands of programmes spelt out. A more
transparent and well-defined film industry could help by allowing students to know
what programmes/courses are available and where the gaps for entry and
opportunities in the industry lie. There is, therefore, a dire need for some type of
formal structure to be set out giving the South African film industry a proper
supporting structure. It would be incumbent on this structure to disseminate
information about all the institutions and organisations that offer students access
to the industry through training. The White paper on Broadcasting (1998:41)
stresses the importance of training and skills development in the film industry and
specifies that it should be targeted at previously disadvantaged communities. The
government is putting up funding of a proposed 'Broadcast school'. The aim of

such a school would be to redress past imbalances in the industry in terms of race,

gender and disability.

For the moment however, there are only two broadcast training institutions targeted
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at previously disadvantaged groups of people. Both are well known. The Newtown
Film School in Johannesburg and the Community Video Education Trust (COVET),
in Cape Town. Both schools target women and Black youth from disadvantaged

communities.

It is apparent that there are no official and accessible guidelines available on the
operations of the South African film industry. The industry has almost no apparent
systematised infrastructure. Young aspirant filmmakers have no real idea about
which direction to work in. Few are able to ride out the unavoidable period of trying
to work their way effectively into the industry and thus few survive long enough to
make a career in the industry. The problem of lack of information (and access to
any there is) needs to be resolved through the intervention of the government or

through influential representative groups from the industry.

4.3.1.2 Government involvement

Masepeke Sekhukhuni (Appendix 1.9:78) asserts that the Department of Arts and
Culture, Science and Technology should be applauded for the work that they have
done in trying to market the cultural industry. She states that this marketing is
important because the cultural industry is an economic tool which can be beneficial

to the economy if it is marketed in the right way as the Americans have done.

The Department of Arts and Culture, Science and Technology has for the last two
years given money to various independent producers around South Africa for the
production of feature films. In April 1999, the government initiated the R10 million
‘Film Fund’ aimed at developing and promoting the South African industry by
funding new film producers. Some people see the Department’s move as a positive
step in that at last some initiative has been taken by government to build and

develop the film industry and to encourage South African talent and creativity.
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Independent producers wanting to be considered for grants have to submit
proposals to the Department outlining in detail their proposed feature film projects.
Many of the grantees, like Sophie Gulwa from Imitha Ye Langa productions, come
from previously disadvantaged circumstances. The selection criteria for successful
applications has yet to be examined and this has led to some dissension among
potential grantees like Megan Pillay (Appendix 2.6:138) who claims that the

process of selection needs to be more transparent.

Others see the project as a complete waste of the Department’s time and money.
It has been pointed out by Caren Thorne (Appendix 1.10:82) that not a single
feature film financed by the grant has met with success either regionally or
nationally. It has also been pointed out that many of the projects awarded money

have collapsed and the money irretrievably lost.

Thorne, believes that the money would have been better spent if the Department
of Arts and Culture, Science and Technology had set out guidelines governing the
use of the funding and had listed a set of achievable outcomes. She believes that
the funding should rather have been made available for smaller film projects like
documentaries and educational series because these are smaller and potentially
more manageable projects and there would, thus, have been a better chance of

completing them.

Most aspirant feature filmmakers in South Africa do not actually have the
necessary training to be able to finish a feature film project. This problem stems
directly from the schooling systems of the previous dispensation and from the fact
that people of colour had few options open to them in terms of gaining access tc
the film industry even if they had a desire and the knowledge to enter the industry
Of the successful filmmakers in South Africa, few have became feature filmmaker

overnight. Most had acquired years of experience working in other sectors of th
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industry first. It is evident that the majority of people who were awarded funding by
the Department of Arts and Culture, Science and Technology did not have the
years of experience behind them necessary to equip them to complete a

successful feature film.

Harriet Gavshon (Appendix 1.3:23) takes a different view of debate. She reminds
that South Africa is a developing country and believes that there are areas like
education, housing and health where the money would be better spent by the
government. Since this is true, it follows that the funding provided by the
Department of Arts and Culture, Science and Technology, to the film industry has
been wasted on something that is not a primary area of development. One of the
implications of Gavshon's point of view would be that the alleged wastage is even
greater when one considers that almost nothing has actually come out of the

money spent.

Other national governments have also implemented programmes to help the
growth of the independent film and television industries in their countries. Some of
those countries that have been successful in developing prosperous film industries
through government support include Ireland, Canada, and one of the most
noteworthy, Australia. It should be noted, however, that these countries are already
'developed' and that South Africa in contrast is still a 'developing' country. The

results achieved in these other countries should not be expected here.

In most cases, governments identify and set-up development programmes as a
result of pressure groups lobbying parliament. Kuhn (1990:430) gives an account
of the pressure placed on the Australian government by the Sydney Women's Film
Group in the late 1970's and early 1980's. The result of the groups intensive
lobbying was the founding of the Women's Film Fund by the Australian

government. The fund focused on grants for short films that were likely to return the
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investments. Many of the films produced under the auspices of the fund were
highly acclaimed. Films produced include Serious Undertakings (1982) and Ned
Wethered (1983). The Women's Film Units were also active under the Women's
Film Fund, and between 1984 and 1985, produced fifteen films sometimes under
difficult conditions. The Women's Film Fund was abolished in 1990 after a policy
review. Kuhn (1990:430) believes that the Women's Film Fund allowed the
Australian government two objectives to be reached. The first was the voluntary
implementation of affirmative action and the second was the creation of short-term

jobs for the long-term unemployed.

Harriet Gavshon (Appendix 1.3:23) and Kubeshni Govender (Appendix 1.4:32)
note that, in contrast to the, until recently neutral, approach of the South African
government to the South African film industry, the Australian government has, and
continues, to make a concerted effort to maintain, promote and develop its film
industry. The Australian government allocates millions to the industry annually, so
that it is able to compete internationally. The Australian government's intention is
simultaneously to promote the industry and to inculcate the notion of an Australian
culture in its people. Since first receiving government funding, Australia has
produced some very successful, highly acclaimed feature films - Picnic at Hanging
Rock, Brubacker and Gallipoli, coming immediately to mind - as well as
internationally popular series including Neighbours, Water Rats and Instant in the

Wind being some examples.

As Gavshon (Appendix 1.3:23) has reminded in, South Africa, given the enormous
backlog in social services and its budgetary demands, the government is not in the
position to make similar funding available. The South African film industry is, thus
unlikely in the foreseeable future to be able to make advances comparable with the
Australian film industry. In South Africa the film industry is regarded by many as
luxury. In addition to this, as Ukadike (1998:3) explains, most developing countries
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especially in Africa (including South Africa) have to spend up to one-third of their
Gross National Product to pay back their foreign debt. Government subsidies for
film production are thus much harder to arrange than in developed first world

countries like Australia or Canada.

While recognising the difficulties of the industry in South Africa, Gavshon
(Appendix 1.3:23) nevertheless sees a way forward. She believes that feature film
production could take off under the auspices of the large media conglomerates, like
Primedia and African Media Entertainment (AME), that have been formed over the
past two years. She notes that these companies have been listed on the
Johannesburg Stock Exchange (JSE) and that they have expressed an interest in
investing in the South African film industry with a view to promoting film production.
Yet the possibility of private sector media intervention in the South African film
industry could also lead to problems. One of the problems is that they could start
to dominate the South African film market as such companies can exert power and
influence over every sector of production. Primedia, for instance owns the
distribution and exhibition company Ster Kinekor. In addition to this, they have
acquired a number of profitable independent production companies. If such giants
come to dominate the industry, little room would be left for up-and-coming
independent film and television producers and directors. They would have to
compete completely out of their league and would be unlikely to succeed as it is
unlikely that they could compete either financially or technically. In a country that
is still developing, monopolies need to be broken because they present 'close
shops' where there is no active creation of more jobs and cascading of skills and

training into a wider market.

Nisha Naidoo (Appendix 1.7:58), accepts that the film industry is undoubtedly a
very expensive industry and that in order to make good films, large budgets are
required at every stage of production; including marketing and publicity. She
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attributes the success of the American film industry directly to good financing but

recognises that South Africa does not have the same potential resources.

Kubeshni Govender (Appendix 1.4:31) cites Leon Schuster's productions as
evidence that South African films do sell. She believes that the South African public
will have to support the film industry just as the Australian public support their own
film industry, in order for it to develop. If Govender's requirement is to be fulfilled,
however, this will mean that South African film-goers will have to undergo a change
of heart about the value and status of South African films. Katinka Heyn's
productions, among them Poppie Nongema and Paljas, are going some way
towards changing South African attitudes, but there is still a long way to go.

4313 Foreign Productions

The women who were interviewed expressed different opinions about the presence
in South Africa of foreign filmmakers. Every year many foreign fimmakers and film
crews come to South Africa to produce films, documentaries and advertisements.
The exchange rate is always to the advantage of foreign film producers. We also

have very scenic and sparsely populated landscapes that attract foreign

filmmakers.

Levern Engels (Appendix 2.3:110) objects to the fact that such production teams
come to South Africa with their own crews and are not prepared to hire South
Africans. Harriet Gavshon (Appendix 1.3:23) in contrast to Engels believes that it
is very good for foreign filmmakers to come to South Africa as they provide
employment for many South Africans. Masepeke Sekhukhuni (Appendix 1.9:79)
also believes that foreign filmmakers come to South Africa because it is so chear
for them to work here and because there are few regulations governing their work
But she says they need to be made accountable to the South African industry

Barry Greyvenstein (Appendix 1.5:38) agrees with Sekhukhuni and says ther
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need to be official guidelines on the minimum payment offered to South Africans
by foreign filmmakers. Kubeshni Govender (Appendix 1.4:30) states that South
African legislators and trade unions need to ensure that when foreign production
companies come to South Africa to work, there is a genuine exchange of skill and
the proactive promotion of South African talent as far as technical skills are

concerned.

Dezi Rorich (Appendix 3.2:172) considers international contact and the exchange
of expertise to be crucial to the South African film industry. She was the primary
organiser of the Second Annual Southemn African film and television market (Cape
Town, 1997). Her aim was to have as many international filmmakers present as
possible so that South African filmmakers would have the opportunity to network
with people from large international filmmaking companies. In fact so successful
was the market, that in 1998 deals were signed between African and international
buyers that exceeded R400 million (West, 1999:1).

4.3.2 Gender issues
4.3.2.1 The male language of film

Many of the interviewees, Marteen de la Harpe (Appendix 1.1:10) among them,
spoke about the film industry as still being primarily a male preserve, constructed

in male terms and run by male rules articulated through male language.

Cameron (1990:4) mentions that if we take a look at the most prestigious linguistic
registers- religious, political, legal and so forth- women's voices are silent or
silenced. In other words, women are prevented from voicing their ideas by societal
restrictions, customs and practices. When women are allowed to speak, society
imposes conditions on their lives, making speaking-out a difficult and even
dangerous choice. Cameron (1990:13) notes also feminist assertions that

languages have grammatical rules by which the male is given positive connotations
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and the female, negative connotations. Men have traditionally been associated with
words relating to strength and women with fragility. In this way, chauvinism is
encoded into language. The practice of ‘naming, defining and giving meaning to’,

is therefore 'man-made’.

De la Harpe (Appendix 1.1:11) argues that the language of film as it has developed
through history has been controlled by men. The nature of film is experiential and
men have written about film from their point of view and thus has through time
become the norm, accepted by everybody, women included. De la Harpe believes
that the processes of women's thought are very different from those of men's. She
says that she has had to familiarise herself with the male structures within her
working environment. She calls it [her working environment] a male structure
because it is not something that would have come naturally to her. She states that
she has had to learn the filming process alongside a particular [male] way of
thinking which drives the industry. She explains that her experience is not unique
to her but that all her female colleagues at New York University film school have

had the same experience.

An interesting question arises from de la Harpe's experience: If women were more
involved in developing film as an industry, would the language and working
environment be significantly different and if so, how? The pressure on aspiring
women film industry workers to negotiate meaning using male-structured [alien to
women] understanding is enormous. It is this pressure which has led [and leads]
women to conform to the 'alien' demands and meaning-relationships. The industry

thus remains 'male-voiced' and will not change until women negotiate space for

themselves and break their silence.

Lynda Obst (1996:188) is a successful feature film producer in Hollywood. She
argues, 'The goal is to be able to think in the way that men have learned to think
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without becoming one. This is not masculine behaviour we are learning; it is
professional behaviour'. Obst has been in the feature film industry for many years
and she states that the only way for women to become successful in Hollywood is
to operate, strategise and think as a man would as Hollywood is still very much a
male domain. Her feelings are in contradiction to those of Nicola Martin (Appendix
2.7:141) who believes that women should not compromise their womanhood in the

workplace even in positions of authority [in the film industry].

Martin says that she has met many women in her career who have complained
about not having many career opportunities because they are women. She states
that many of these women try to function like men and in the process experience
very little job satisfaction. Martin states that the women who have made these
comments are women who are trying to be tougher than men in men's terms. She
states that these women should actually engage in and concentrate on being
women and they will realise the advantages they have as women. Martin declares
that a woman does not have to prove that she is tougher than a man to be
successful and believes this is a mistake many South African women make in their

attempts to be seen as successful professionals.

According to Masepeke Sekhukhuni (Appendix 1.9:80) women in the film industry
sometimes become so obsessed with maintaining any authority they do have in
their male dominated environments, that they become discriminatory against other
women. Such women in positions of authority deny their female colleagues
opportunities in the work environment. Gender discrimination by women against
women is not just a South African phenomenon. Obst (1996:174) asserts that
Hollywood's women networks have to realise that they have to become more
compassionate towards their female colleagues and says that while this is
happening, it is happening very slowly. She points out that the patriarchal

environment in which most women have been raised to compete with one another
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rather than against men. Some women who have attained positions of authority in
the workplace, thus, effectively treat their female colleagues as subservient to their

male colleagues.

The traditional male dominance of the South African film industry is defined largely
by the roles that were traditionally (and are now) unconsciously assigned to men
and women. The vast majority of women in the South African film industry work on
a level equivalent to a production assistant. Those who have managed to get
directly involved in the actual filming and directing processes all have employment
histories in production work and organisational, administrative work. According to
Marteen de la Harpe (Appendix 1.1:8), it has always been easier for young women
to get into production work as it is very much like housekeeping. She states that
historically men have always dominated production and direction. Women on the
other hand have always been seen as the doers and the followers in the process;
indeed, women, have become very good in this role as task-doers. Seipati Bulane-
 Hopa (Appendix 2.1:91) states that her experience of gender discrimination is that
she is often assumed to be a secretary, since traditionally this was the domain of
women in the film industry. Harriet Gavshon (Appendix 1.3:25) is slightly
uncomfortable with the fact that she is sometimes expected to be decorative in her
physical appearance. She feels that men often patronise her on the basis of her
gender and she is embarrassed that she indulges them if it is going to make them

feel comfortable about her.

Marteen de la Harpe (Appendix 1.1:6) notes that, lately, women recently, in the
advertising industry have been promoted to the position of producer. De la Harpe

finds them all very good at their jobs and far more organised and more controlled

than their male counterparts.
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According to Wendy Nixon (Appendix 2.10:157) the actual physical work involved
in filmmaking is almost exclusively carried out by men. She is a video technology
student at Technikon Natal and says her ambition is to become a news
cameraperson but that she actually has very little chance of fulfilling her ambition,
as women camerapersons are not even considered an employment option by most
newsgathering organisations. Air Time is the news broadcast unit for the SABC.
Nixon points out that no women are employed as camerapersons for Air Time.
Women sometimes work at the control desks but that is about as close as they can
get to actually being part of the creative process. Nixon claims also that women are
discriminated against on both the grounds of age as well as parenthood. She says
that it is for this reason that she has learnt not to tell people that she has children.
She believes her only hope of doing camerawork for the news is likely to be if she

works as one of a team on documentary-style news-gathering.

Corola Koblitz (Appendix 1.6:48) claims that for women to gain entry into the
industry, they have to be more technically 'clued-up' than their male counterparts.
She says that a woman who can walk onto a set and show she knows exactly how
to operate a camera will immediately gain respect and be taken seriously. Men are
assumed to be technically informed but women have to prove themselves
practically, first.

Nisha Naidoo (Appendix 1.7:55) like the majority of the interviewees and
respondents, also perceives the South African film industry as traditionally and
historically White male-dominated. She asserts that there is not a single woman of
colour who has or is producing or directing a feature film. She notes that the film
industry has not previously been something of a common experience to people of

colour in South Africa. Historically it has been a prestigious and wealthy White
enclave.
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Zulfah Otto-Sallies (Appendix 2.5:127) has been involved in production of
documentaries focusing on community issues for national and international
television. She has also written and produced short films. She says there is a great
divide in the film industry between the people who work in documentaries and
those who work in film. According to her, the South African feature film industry
consists in effect only of a few Afrikaans films and only these films have met with
some degree of success. Otto-Sallies believes that South African film and
television productions reflect a very stereotyped model of filmmaking in regard to

gender, race and class discrimination.

4.3.2.2 Transcending gender and race stereotypes in the workplace

Zulfah Otto-Sallies (Appendix 2.5:127) believes that the language of film in South
Africa is still very limited and that it follows very stereotyped models. She argues
that all of the feature films that have been made and exhibited in South Africa
recreate the different South African population groups within very narrow
stereotypical boundaries. She states that films like Uys's The Gods Must Be Crazy,
actually makes a mockery of all the population groups - except the Whites - in the
country. The bias and stereotyping that is subconsciously represented through
directing, producing and scriptwriting is a direct expression of a very conservative
White, male vision of the country. She maintains that little has changed since the
1960's and that such hidden attitudes still underpin much of the industry.

Otto-Sallies is of the view that South African fimmakers need to develop new ways
of telling stories that are more authentic representations of the actual living
conditions of various South Africans. Otto-Sallies states that students need to be
trained in accordance with international standards so that they are allowed to break

out of the very narrow and conservative mould of South African filmmaking as it

has traditionally been done.
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Harriet Gavshon (Appendix 1.3:24) also believes that there is too little happening
in South African feature film production and she states that there are only a few
people like Leon Schuster and Katinka Heyns who are making commercially viable
feature films. Gavshon suggests that South Africans need to make a variety of film
that breaks away from the old stereotypical ways of filmmaking and reflects the

various ways of life of South Africans.

Sophie Gulwa together with two other Black women run the independent
production company, Imitha Ye Langa Film and Video Productions. She studied at
the Community Video Educational Trust (COVET). Besides going to COVET for her
training, Gulwa also went to training workshops in Johannesburg that were
sponsored by the African National Congress (ANC) and the SABC. Before all this
happened, she was a domestic worker. Gulwa has made various documentaries
specifically about women's issues particularly those of women from disadvantaged
backgrounds. M-Net and the SABC have both bought some of her documentaries.
She is passionate about her work, especially where it involves helping women and

children out of abusive situations.

Gulwa wrote, produced and directed her first feature film Bleeding Heart, in 1998.
It is the story of a woman in an abusive marriage. The story evolved out of an
actual marriage that Gulwa observed for years in her own neighbourhood. The film

was sponsored by the Department of Arts and Culture, Science and Technology.

Gulwa (Appendix 2.4:112) explains that since jobs are very scarce, many Black
women are not employed. It is such women whom she has targeted to educate and
train in film and its related arts. She has encouraged them to produce scripts of
their own and to write stories. These kinds of stories are 'real’ (‘authentic' in de Ia
Harpe's terms), and are potentially an escape route for the film industry from its

traditional perspective and narrow, stereotypical representations into a recognition
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and representation of the country’s multiple authenticities.

Jacolene Nel (Appendix 2.9:155) says that South Africa does not produce sufficient
feature films even though the country has great talent. She sees evidence of this
talent in the high quality advertising film that is produced in South Africa. She
believes there is no reason why, with the right type of backing and some support

structures in place, South Africa could not make wonderful feature films.

43.2.3 Privileged women/downtrodden women

Prior to 1990, the South African film industry did not have one prominent woman
of colour. There were, however, White women like Katinka Heyns who were
successful and recognised. Their existence, as opposed to the absence of any
women of colour, can be attributed to the fact that as Whites, they lived privileged,
well-educated lives which offered many opportunities for self-development. One
such woman Harriet Gavshon. (Appendix 1.3:25), acknowledges that she was

privileged and that her privileged status allowed her access to the industry.

Kubeshni Govender (Appendix 1.4:28), an independent film and television
producer in Gauteng, notes that around the world, women of colour are given the
rawest deal. She expiains that while White women might have difficulties accessing
the film industry in South Africa, these difficulties are quite different from those
which women of colour face. She states that during the previous dispensation,
White women managed to prosper because they were not legally denied access
to the various avenues of flmmaking as were women of colour. A typical example
of Govender's assertions would be the hiring process of the SABC where people
of colour were denied access. White women like Roberta Durrant and Harriet

Gavshon, benefited and prospered by the freedom granted them as Whites.
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Nisha Naidoo (Appendix 1.7:63) notes that there are actually many White women
working in the South African film industry. She affirms that they gained their
positions during the previous dispensation when they were hired by the SABC.
Roberta Durrant was taken in by the SABC as a trainee and then appointed as a
personal assistant. Durrant (Appendix 3.1:166) explains that she would rather have
entered theatre performance and in fact found the SABC environment stifling. She
says that she had a very strict and autocratic father who gave her no choice other
than to go to the SABC, if she insisted on choosing a career in entertainment. Very
much against her will he sent Durrant to the University of Natal in Pietermaritzburg,
but then moved her to the University in Stellenbosch because he thought she
would be 'safer' there. Durrant’s anecdote reveals much about the patriarchal
society in which she grew up and which prevailed throughout her training and her

early working life.

Gavshon (Appendix 1.3:25) believes her success has been due to her having been
extremely well educated. Historically, women of colour have suffered under a very
inferior and discriminatory education system and in many cases from a total lack
of education. Gavshon states that to her knowledge, there is no woman of colour
in any position of power whatsoever in the film industry in this country. She believes
that one of the main reasons for this fact is that self-confidence which is virtually
a prerequisite for success in the industry, is especially difficult for Black women.
Derrick Serra (personal communication) also believes lack of confidence holds
Black women back.

The reasons for Black women's lack of confidence as stated by many of the
interviewees like Masepeke Sekhukhuni (Appendix 1.9:76), stems from the cultures
which they come. None of the Black, Asian and Coloured traditions (of whatever
religious persuasions) empowers women to be self-confident and assertive. All

demand dependency, not independence. | would argue that in most traditions this
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statement holds true for economic reasons. Men have traditionally been seen as
the breadwinners and male children as future breadwinners. Females on the other
hand are seen as those protected and 'kept' by the breadwinners. Thus, particularly
where families were impoverished, male children only were educated in the hope
that their education would allow them to become adequate breadwinners. Female
children had little chance of either an education or of personal development outside

of the family and thus little chance of building up self-confidence.

Levern Engels (Appendix 2.3:103), a Coloured woman producer, says she never
imagined that she would one day end up in the film and television industry as she
comes from a family of teachers, nurses and church ministers. As a child, the film
industry was never really an option for her because during her childhood years,
people of colour were not actively given opportunities to enter the industry in
professional capacities. When she started working as an independent producer,
her late father kept asking her when she was going to find a 'real' job. This
anecdote too reveals much about attitudes to and perceptions about the film

industry; particularly among the older generation of people of colour.

According to Engels, women in film production, have to be strong enough to
disregard their frequent rejection. Women of colour historically come from
environments in which they are protected and seldom have to face outside
rejection on a personal level. Kubeshni Govender (Appendix 1.4:29), an Indian
woman producer, says that in discussion amongst themselves, women of colour
in the industry have come to recognise that their fearful reactions to jobs outside
the 'acceptable' few like teaching and nursing are the result of their upbringing
within closed cultures. This is in contrast to particularly White English-speaking

women who have been socialised to strive confidently after any career in which

they are interested.
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Masepeke Sekhukhuni (Appendix 1.9:76) says that the Newtown Film School still
finds it difficult to attract more Black women into its courses. She explains that the
tradition and culture from which these women come does not equip them to want
or handle this type of work which demands a great deal of confidence when
interacting with others whether during production or fund-raising. She believes that
in contrast to most women of colour, White women grow up in an environment in
which they are exposed to and are aware of the possibilities of working in the film
industry. Furthermore, they are praised for their self-confidence. Kubeshni
Govender (Appendix 1.4:29) adds that the immediate reaction of women to new
things and new challenges is that of fear; in contrast, White women tend, without
hesitation to take on new and different experiences because their upbringing allows

them to be assertive and confident.

Almost all the women that | interviewed presented themselves as very strong-willed
and independent. These characteristics seem to be essential for survival in this
markedly male-dominated industry. For many of the women interviewed, gender
is not something that they are always consciously aware of in their work
environment. According to Nicola Martin (Appendix 2.7:143),most of the women
focus on getting work done in an assertive and determined manner. She states that
the main reason that so few women of colour are active in the independent film and
television is because they lack self-confidence. Martin too, believes this overt lack
of self confidence stems directly from their respective racial histories. Derrick Serra
(personal communication) shared Martin's view and added that women of colour
are victims of their strict gendered upbringing because it has resulted in an inferior

self-image and accordingly a lack of confidence and assertiveness.

Jamika Ajalon (Gould, 1992:2), an American-African filmmaker, also speaks of the
great lack of self-confidence generally among women filmmakers of colour and

points out that Black women filmmakers suffer gender discrimination even by Black
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male filmmakers. It is necessary for filmmakers to be very assertive and ‘tough' in
order to survive in the film industry as a result of the high levels of competition for

work and money to finance films. Ajalon (Gould, 1992:2) declares:

| get tired of talking of the issues of being a Black women
filmmaker. There isn't a lot of support even from the Black
filmmaking community. It's predominantly male and there
have been times when I've been patronised. However that
shouldn’t stop you from doing what you're doing. As Black
women artists,

we should demand the respect we deserve as artists. The
psychology starts within the self.

Although none of the interviewees explicitly alluded to it, the other major cause of
how self-esteem amongst women (and people) of whom must stem directly from
being classed as second class citizens. The South African society in which these
women grew up reiterated at every opportunity the inferiority intellectually and

socially of people of colour.

The ‘glamour and glitz’ with which the film and television industry is associated
would also have made it a less desirable career choice for women of colour.
Glamour and glitz are usually associated (by those on the margin) with promiscuity
and drug and alcohol abuse. None of these practices would normally be deemed
appropriate for women in Black communities. Should women of colour be more
assertive in their home environments, they would be seen to be undermining ‘their’
men or denying them their traditional positions of authority. This would also hold
true for the relationship between women and men in the Indian community in South
Africa. Ajalon (1992:2) believing firmly as she does in equal rights nevertheless,
advises that the still patriarchal attitudes prevailing in some communities should not

stop women from working at and where they choose.
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4.3.2.4 Anti-mainstream filmmakers

As noted previously, the South African film industry has in practice, if not by design,
traditionally been exclusionary to people of colour, particularly women. The fact that
the industry was a White male preserve for so long, mitigates against its
transformation into an equal opportunity industry in any real sense and, as the
interviewees have repeatedly claimed and the survey data will show, it is still
dominated by White men. Since the 1990's, more and more people of colour, and
women in general, have been trying to access the industry but with little apparent
success. As discussed earlier, some of the access problems stem from an ill-
defined infrastructure and no clear indication of the routes and paths that have to
be taken to gain access. For this reason there are many women working outside
the mainstream industry. These women are involved in work mainly for community

video and television projects.

Martina Della Togna went to the University of Cape Town but then left to work at
the Community Media Centre of the Western Cape. There she was involved with
teaching community media trainers. She then became the Director of COVET.
Della Togna (Appendix 1.2:18) explains that the kinds of films made by the school
are those that facilitate and give voice to issues and people who have not
previously played a role in the film industry in the Western Cape. She claims that
the mainstream film industry is still very difficult to work in as independent
filmmakers still have to deal with institutions such as the SABC where (as noted
previously) commissioning editors are rigid bureaucrats who are most often the

same conservative, bigoted, Afrikaner White males who had been with the SABC
during the apartheid years.

Caren Thorne is an independent producer who has worked for various

organisations involved in the education and training of aspirant workers in the
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media and the film industry. She has worked for the Film and Allied Workers
Organisation (FAWO) as well as the Open Window Network (OWN) which is an
initiative for the development of community television in South Africa. She is
currently working for an international organisation which trains people working in
areas of development to use audio-visual aids as a means of participatory
communication. In other words people in semi-rural areas are taught to use video

cameras and film aspects of the lives of the communities around them.

Thorne (Appendix 1.10:88) believes that community television can help people,
and especially women, deal with the issues they face daily. Like Gulwa, she
believes that communities need to empower themselves through telling their own
stories in their own voices to others. She believes that this approach will help build
a more democratic communication system in this country. The vast majority of the
country's people do not have access to the mainstream film and television industry
and thus continue to be marginalised. The most marginalised of these people

according to Thorne are women.

These women are denied [by the White-male dominated system of broadcasting]
any opportunity to learn about women'’s rights as women and how they might seek

redress for rights denied.

4.3.2.5 Support Organisations

Nisha Naidoo (Appendix 1.7:64) explains that in most developed countries
professions like filmmaking are highly organised in that there are many supporting
bodies that professionals can join. She cites Canada as an example of a country
in which women's issues are explicitly acknowledged by the industry and society
and are accommodated within the system. In Toronto, for every male-dominated
organisation that exists, there is a corresponding supporting woman's organisation,
the role of which is the empowerment of women, including ensuring their
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participation in various spheres of the industry. Funding, internships and training
are all organised for women by the women who belong to these groups; all of which

are very proactive.

Naidoo notes also that in South Africa, it is just as hard for men of colour as it is for
women of colour to break into the film industry. She believes that the race barrier
takes precedence over the gender barrier and that this is why we are more likely

to find a 'Black filmmakers forum' rather than a 'Woman filmmakers forum'.

Barry Greyvenstein is the national secretary for the National Television and Video
Association (NTVA). In the absence of formal structures and a severe lack of
transparency in the film industry, Greyvenstein (Appendix 1.5:37) believes it very
important that independent filmmakers belong to an organisation that keeps them
updated on industry issues. Greyvenstein sees the hosting the Avanti Awards, a
ceremony that celebrates those who have excelled in the film industry in South
Africa as one of the major activities of the NTVA. It is interesting to note that about
2500 companies and individuals are members of the NTVA and that, 97% of
members are white, but only 40% is female. It can, therefore, be assumed that the
vast majority of those honoured at the Avanti Awards are White and male.
Greyvenstein also talks about the bargaining council that has been set up by the
government to settle disputes and to standardise working contracts and conditions.
Every person who has any dealings with the film and television industry in South
Africa has to belong to this council. The NTVA represents its members at this level

and thus represents the interests of its almost exclusive White male membership.

In contrast to the NTVA, the Performing Arts Worker's Equity (PAWE) has about
3500 members of whom 65% are Black and 50% are women. PAWE represents
people who are involved in all sectors of the production industry from pre-

production to post-production (Cultural Industries Growth Strategy, 1998:54-56).
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It can be assumed that most of the large percentage of people of colour belonging
to this organisation are involved in the more menial tasks of filmmaking since as
we have seen there are very few people of colour, whether male or female, who are

successful and active in the industry in South Africa.

Martina Della Togna (Appendix 1.2:19) comments with concern on the prevalence
of racial tension in the industry. She perceives it to be very evident in organisations
like Women in Film and Television and in the Independent Producers Organisation.
Togna claims that the organisations are very commercial and that the 'grand
majority' of members are White. She further claims that the organisations neither
allow the emergent people of colour in the industry a voice, nor take cognisance
of, nor cater to, their needs. She is of the opinion that these organisations try to
maintain the sfatus quo [White-male] of the current industry, thus providing very
little opportunity for new talented and aspiring filmmakers. Other organisations
have sprung up in response to such perceived racial exclusivity and prejudice. The
Black Filmmakers Association may be seen as a counter organisation to the
Independent Producers Organisation, and the recently formed South African
chapter of Women of the Sun, as that of Women in Film and Television. Della
Togna notes the efforts of both the Black Filmmakers Association and Women of
the Sun to facilitate and create opportunities for emerging flmmakers. (These are
discussed in § 4.4.3 Women of the Sun.) Della Togna sees Women of the Sun as
a positive initiative that is making active efforts to draw-in women of colour, in
particular, but also trying to meet all women's film industry issues head-on. Other

film organisations exist in South Africa; among them, the South African

Scriptwriters Association (SASWA) and the Cape Film and Video Foundation. The
majority of the membership of these organisations is White-male. It can be

concluded that flmmakers organisations in South Africa, as is dicussed above, are

very divided along racial lines.
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The Independent Producers Organisation (IPO) has been the most politically active
organisation in lobbying parliament on behalf of the industry. The /PO has played
a major role in helping to establish the 'Film Foundation Bill' (Worsdale, 1998:37).
The IPO also acts as an active facilitator for foreign co-productions between
independent South African producers and directors and foreign investors. It has,
for example, facilitated projects involving the Swedish film and television industry
in co-productions with South Africans (Women of the Sun,1999:2). Several of the
interviewees, Masepeke Sekhukhuni among them, (Appendix 1.9:78) said that they
were looking forward to the establishment of the 'Film Foundation' in 1999.
Sekhukhuni mentions that this body is being set up to look at the industry in
general and to address specific issues like training, co-productions and marketing.
She believes that the body will give the industry a sense of formal structure and be
able to outline access routes and opportunities for students and aspirant

filmmakers.

43.2.6 Networking women

The two main women's film organisations in South Africa are Women in Film and
Television and Women of the Sun. These two organisations are South African
chapters of larger international organisations. Many of the interviewees have very
mixed feelings about the value and values of the two organisations - especially
those of Women in Film and Television. The female interviewees generally agree,
however, that networking groups are a very important and necessary platform from
which to discuss both industry and women's issues. Networking groups also create
resource pools from which advanced information can be gained. In the absence of

any formal structures in the industry, networking groups fill the gap especially
where women are concerned.
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Caren Thorne (Appendix 1.10:84) sees little value in Women in Film and
Television. She believes that the group is made up entirely of the few rich White
women who work in the mainstream film industry and who get together to socialise
by throwing expensive dinner and cocktail parties. Thorne claims that the only
reason Women in Film and Television is such a high profile organisation is that its
members have a lot of money to waste on fancy events which attract publicity. She
accuses the organisation's members of remaining totally unconscious of basic
gender issues and of being outwardly chauvinistic and sexist in their approach to
women in the film and television industry. To justify her stance, THorne cites a party
to which she was invited, hosted by Women in Film and Television, at which the
women placed, between their cleavages, a glass of tequila from which men were

invited to drink.

Such examples, even if isolated, would indeed suggest that the organisation does
not represent the interests of most women, particularly women of colour, in a
developing South African context, in general, and in an emergent South African film

industry context, in particular.

The following section, § 4.4, examines, in detail, women's networking in South

Africa and also discusses issues raised in women's networking gatherings.

4.4 Women's networks

441 Introduction

The section focuses on the two largest and most active women's film organisations
in South Africa. They are, Women in Film and Television, and, Women of the Sun.
There is actually very little documentation available on the these organisations and
so most of my analysis of these two groups is based on pamphlets, website
information, and lastly, but most importantly, my attendance at meetings hosted by
these two groups. In November 1998, | went to a Women in Film and Television
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breakfast-meeting at the Southem African International film and television market
in Cape Town. This was a very important meeting, as not only were the influential
members and contributors of this organisation present, but also the chairperson of

the London chapter of Women in Film and Television organisation, Sara Gaeter.

Women of the Sun was launched at the Southern African Film and Television
Market in November 1998. | attended the first meeting at which the group outlined
its aims and objectives. These are discussed in §4.4.3.1. Women of the Sun has

been very active in South Africa since its inception, as the following discussion will

show.
4.4.2 Women in Film and Television
4.4.2.1 About Women in Film and Television

Women in Film and Television is the South African chapter of an network consisting
of fourteen chapters internationally. At the end of 1998, the organisation had
thirteen thousand members internationally and this figure is growing. The South
Africa chapter was founded in 1996 by Merilee Kick, an American woman. Since
then, Caren Vundla, Roberta Durrant and Dezi Rorich have each in turn been the
chairpersons.

The organisation focuses on events that will ensure contact between its members
both locally and internationally. Mandy Crooks (personal communication) listed
‘networking’ as a primary function of Women in Film and Television. At each event,
guests are asked to mingle and network once the plenary sessions are over. The
highlight of the Women in Film and Television calendar is the international Crystal
Awards ceremony to honour those women who have been very successful in the
industry. Such an awards ceremony is held annually in every country that has a

~ chapter of Women in Film and Television. Representatives from the various
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Women in Film and Television chapters attend conferences hosted by Women in

Film and Television internationally, held in alternate venues all over the world.

The role of Women in Film and Television internationally was tabled at the
‘breakfast’. The membership of the London chapter of Women in Film and
Television stands at eight hundred members. According Sara Gaeter (Appendix
4.1:175), membership is racially very diverse but men are not allowed to be
members. (In South Africa, men are allowed to be members of Women in Film and
Television.) In the United Kingdom women from all sectors, except cable
broadcasting and radio, are represented in Women in Film and Television. Gaeter
mentioned that the women in cable broadcasting and radio are excluded from

Women in Film and Television because they have their own organisations.

Only the London chapter of Women in Film and Television is politically active. The
other chapters around the world have for tax purposes a registered-charity status
and can, therefore not be politically active. The advantage the London chapter has
over the other chapters is that they have regular consultations with the Minister of
Culture about the film review policy - the policy which regulates the film and
television industry in England. The women in the chapter elect a committee which
reviews government policy on film and which has direct access to the appropriate
government officials. Gaeter explained that this is a major function of Women in
Film and Television in London as there are actually very few women who occupy
executive positions in the film and television industry even in the United Kingdom
and so it is very important that they are represented at government level. She
mentioned two women's issues which were raised at government level. They are:
recognition of the different life perspectives of women (as opposed to those of

men); and the needs of the many mothers in the industry (for reliable child-care

and flexible working hours).
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The international organisation ensures that when members of Women in Film and
Television travel to work in other countries, they already have access, through the
indigenous Women in Film and Television organisation of the country in question,

to a broad structure of support networks including equipment and fund-raising.

Women in Film and Television (South Africa) strives to maintain and incorporate
an international element to their identity by inviting guests from the film industries
abroad to all functions. For example, at the breakfast in Cape Town, there were
speakers from England, Canada and the United States who shared their

experiences and offered advice to those present.

Women in Film and Television (South Africa) has hosted many prominent women,
among them, Akosua Busia, the screenplay-writer of Oprah Winfrey's film Beloved
and a famous Hollywood actor in films like, The Colour Purple. The chairperson of
the various Women in Film and Television chapters around the world are in
constant contact and often attend events hosted by the different chapters around

the world.

Fundraising events are very important to the organisation as it is here that the
organisation can win the support of key industry players. Large industry players
have in the past supported Women in Film and Television financially by helping
with the costs of monthly operations and by sponsoring events. In 1998, Women in
Film and Television (South Africa) persuaded Ster Kinekor Pictures to waive the
first R50 000 of its distribution fee on the first film produced by any member of the
organisation and released by Ster Kinekor Pictures. This amount would in each
case be donated to Women in Film and Television. In an effort to generate funds,
Women in Film and Television has persuaded Nu Metro to grant the group

exclusive rights of production for upcoming film previews.
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A major networking event was the breakfast held in Cape Town, 1998. The guest-
speakers at the Women in Film and Television were: Sara Gaeter, the chairperson
of Women in Film and Television in London and Head of Productions at Miramax
Hal Pictures, Seipati Bulane-Hopa, a South African film producer; Marie Hoy, who
owns a successful sales and distribution company in London; Indra De Lanerolle,
a successful local and international producer; David Wicht, CEO of Film Africa; and
Pierre Rissient, a successful French filmmaker. The two main areas of discussion

were those of fund-raising and finding co-producers for productions.

Other issues raised at the breakfast, were: ways of accessing the film industry and
the development of strategies to ensure success in the industry. At the end of the
meeting, Pierre Rissient (Appendix 4.1:193) mentioned that it was noteworthy that
no one had spoken specifically or only about women, but had dealt with the
important issues affecting in the film industry as a whole. According to Rissient, this
was of greater worth to the women present than talking only about women's issues

in the industry would have been.

4422 Industry issues raised by Women in Film and Television

(a) Co-productions

It is becoming increasing difficult for filmmakers to find funds to finance their
productions. That Department of Arts and Culture, Science and Technology is well
aware of this fact is clear from the White paper on Broadcasting policy. The
Department is making an effort to help the independent film industry forge links
with overseas investors and co-producers especially those from Europe, Canada
and Sweden (West, 1999:1). Indra De Lanerolle (Appendix 4.1:178) explained that
even in Europe, setting up a co-production has become the mechanism by which

filmmakers now finance films.
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Nisha Naidoo (Appendix 1.7:57) claimed that one of the problems for women
filmmakers who are trying to raise funds this way is that there is a stigma attached
to women filmmakers, - it is assumed that the film [given that we are living in a
patriarchy] must be about women's issues. This then places limitations on
fundraising. Women become marginalised as co-producers because investors
would rather finance films like Independence Day that they believe belong to a
mainstream genre like 'Action/Adventure'. According to Nisha Naidoo, men are
‘allowed’ to make films like Steel Magnolias and Terms of Endearment, and do not
face the same prejudices that women do when trying to raise funds and find co-

producers.

David Wicht (Appendix 4.1:179) suggested that the only way South Africa
filmmakers can actually compete against the likes of American and European
filmmakers for internal co-production funding is for the South African industry to
create and then sell a very clear South African identity that is simultaneously both

universally appealing and accessible.

Sara Gaeter (Appendix 4.1:180) said that South» African filmmakers needed to be
scrupulous about not over-running their production budgets. She also believes that
it is fruitless for South African filmmakers to try to match American special effects.
She explained that given the vast budgets traditionally available to the American
industry, it has built up a vast pool of both experience and expertise; South African
filmmakers, given their limited financial resources, just have neither the expertise
nor the money to finance the experimentation necessary to develop the expertise
required for special effects. Gaeter also warned against the short-sighted,
misguided practice (prevalent in South Africa) of employing one's
(amateur/unprofessional) friends as members of one’s film crew. She argued that
productions are almost inevitably fraught with difficulties which friendships cannot

withstand. In her opinion, it is better rather to hire professional, experienced people
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- especially when hiring a director. She also notes that clear communication
between producer and co-producers is crucial throughout the production if it is to

be a success.

(b) International examples

The panel discussed the success of the Australian film industry. In particular David
Wicht (Appendix 1.4:185) pointed out that the Australian government has made a
concerted effort to promote and develop the emerging Australian film industry by
subsidising the industry for public money. As noted earlier (§ 4.3.1.2), South
Africa's developing status, precludes its government from following the Australian
example. Wicht also applauded the support Australians have given their countries

film.

Marie Hoy (Appendix 1.4:191) spoke of the Irish film industry. She referred
specifically to the way in which the Irish industry has prospered as a result of the
tax incentive given to companies which support the Irish film industry. The
implementation of a similar plan, in South Africa would be problematic as South
Africa is a developing country and it would mean taking tax monies which the
government needs to implement social redress away from them. Redirecting taxes

to the film industry is a luxury, South Africa cannot afford.

Hoy (Appendix 4.1:191) referred also to Canadian government initiatives. The
Canadian government has awarded money to encourage and develop their native
film industry as it believes that the industry generates jobs and money in the
specific regions in which a production takes place. When a production crew goes
into an area, they use taxis, hotels, restaurants and so on and this provides people

with jobs and more expendable income which in turn further stimulates the local

economy.
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Wicht believes that, the National Film and Video Foundation, which was to be set
up in the course of 1999, will have dramatic impact on the South African film
industry if it is run in the right way. He further believes that the National Film and
Video Foundation has a major role to play in ensuring a greater number of films are
produced in South Africa and in ensuring the films get overseas exposure. He
pointed out that it is very difficult for struggling South African filmmakers to imagine
how international productions and co-productions are organised as South Africans

have very little experience of the international film industry.

Dezi Rorich (personal communication), the current president of Women in Film and
Television, agrees with Wicht and believes that aspiring flmmakers must acquire
a working knowledge of the international filmmaking industry. She believes that it
is vital for those wanting to succeed to be constantly awake to self improvement
opportunities.

Ajalon (1992:2) explains that as a Black woman filmmaker, she has stopped asking
only Black people for professional help. She also believes that women filmmakers
must transcend their gender and race status where professional work and financial
help is concerned. She says that many of her funders are, and have been, White
and that the people she deals with come from a wide range of different opinions
and backgrounds. She believes that women filmmakers should not close
themselves off in their immediate environments; that they need to integrate into
national and international networks. Such integration, Ajalon believes, becomes
crucial for example where co-productions are concerned. Women need to integrate
nationally and internationally. She warns, however, that women should not lose

sight of their own positions nor their understanding of their own identities.



110

(c) The successful film

Women in Film and Television strives to help its fellow filmmakers to make the best

films possible.

Sara Gaeter (Appendix 1.4:183) explained that preferably a particular idea should
not be carried over from one film to another and that it is always better to try to
make a film that is different from everybody else's in content and style. Indra De
Lanerolle (Appendix 1.4:187) believes that few people, whether financiers or
audience, are interested in sub-titled film. Casting was another issue raised in
relation to the successful film. The international guests at the Women in Film and
Television breakfast all felt that 'star' names are crucial to a film's success. The
panel also noted, that there are exceptions to the ‘star’ rule. For example Strictly
Ballroom, an Australian film that has been very successful even though no star
performers were originally cast. The film has led to its leads becoming stars. Marie
Hoy (Appendix 1.4:184) warned, however, that a film industry cannot be built on
‘surprise success’. According to her, what is important, to a films box office

success, is the appropriate use of sales and marketing techniques.

(d) Marketing

Indra De Lanerolle (Appendix 1.4:186) notes that few successful film companies
started with a 'hit' film. Most started by making films with a particular market in
mind. Their success thus came gradually. De Lanerolle says market-targeting is
crucial especially for aspiring filmmakers who are inclined to become over-involved
in the artistic-creation side and in the financing and forget exactly who the film is
for. De Lanerolle believes that many filmmakers go into production still unsure of
the kind of film they want to make. He suggests that they should put this issue
aside and focus on market terms in the knowledge that there is a market for almost

any kind of film. The point, he says, is to decide on a target market and then to

stand by that decision.
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De Lanerolle claims that if the targeting process is properly and successfully done,
a film will recoup the money that went into its production. Wicht (Appendix 1.4: 186)
supports De Lanerolle by providing the example of a Johannesburg-based film
production company that has acquired international success by making action stunt
movies for a specific target market in the United States and in the East. The
company also works much more cheaply than any of their competitors and this has
benefited it in the long-term. This is a company which starts its film production with

a market need not with a 'great script' for an unknown market.

(e) The need for more films

Most of the interviewees agreed that more films need to be made in order for the

South African film industry to progress (see § 4.3.2.2).

Harriet Gavshon (Appendix 1.3) reminded that for every successful film made there
are many more unsuccessful films. She adds that in order to increase the number
of successful films, as much training and experience as possible is needed and
that this can only happen if financial allowance is made for the production of
unsuccessful films. Jacolene Nel (Appendix 2.9:154) stated that there are many
good filmmakers, especially in the field of advertising where she is based, but very
few South African films. Zulfah Otto-Sallies (Appendix 2.5:127) explained that a

wide variety of films needs to be made to reflect the various conditions of South

African lives.

David Wicht (Appendix 1.4:189) suggested that aspiring filmmakers need to take
the initiative and actually start developing their film even if this is done using
smaller cameras and even if the films are only of short duration. He recommended
the use of digital cameras as a ‘start-up’ option, as they are cheap and highly

effective. Kubeshni Govender (Appendix 1.4:32) acknowledged that production
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work is very expensive and that it is for this reason that many people (and those
of colour especially) are immediately excluded from the industry. She reinforced
Wicht's point about new technology and stated that equipment like digital cameras,
are making it a lot easier for aspiring filmmakers of colour to enter the industry.
She, challenged filmmakers of colour to take advantage of the new technology and

to get on with the work.

According to Wicht, once a film has been made on a smaller format camera, and
screened, funding through investors becomes a possibility. The film can then be
transferred to larger format cameras and screened to a wider more commercial
audience. One such filmmaker, who had a very small working budget, but who did
not let that deter him and made his film, is Nico Steyn. He made the feature film
Lenny (1998), in under two weeks on a budget of R20 000. He even managed to
persuade well-known South African actors like Sean Taylor to act in the film
(Worsdale, 1998:37). Such filmmakers can serve positive role-models for young

aspiring filmmakers.

Seipati Bulane-Hopa (Appendix 2.1:189) supported Wicht by explaining that if more
films were made, potentially there would be proportionately more successful films
and potentially more new star actors and actresses could be born. It was generally
agreed by the panel of speakers that more films also means more filmmakers that
become established with proven track records. International business, not in
business for altruistic reasons and interested primarily in turning a profit, shows

interest only in filmmakers or productions which have good track records in their

own country.

Unlike Women in Film and Television, the core committee of Women of the Sun are

more concerned about women’s issues, than about broad industry issues.
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4.3.3 Women of the Sun
4.3.31 About Women of the Sun

Each year, the South African film industry hosts an International Film and
Television Market in Cape Town. This event was chosen as the platform from which
to launch Women of the Sun. The 'Market' was also chosen because it is the most
likely time of the year at which most of the aspiring South African and international

women filmmakers are likely to gather at the same venue.

Like Women in Film and Television, Women of the Sun is also an international
organisation. A chapter of which was founded in Cape Town in November 1998
and | attended the inaugural meeting and have been in correspondence with the

group ever since.

The inaugural meeting was addressed by the six women who were primarily
involved in the birth of Women of the Sun. They are Cindy Gordon, Seipati Bulane-
Hopa, Michelle Materre, Georgia Popplewell, Anne Mungai and Gaylene Gould.
With the exception of Seipati Bulane-Hopa, all these women are Black women from
countries abroad and are actively involved in the film industry in their respective
countries. These women together form the core committee of Women of the Sun.
As a first organising step, those participants interested in the organisation were
asked to supply their personal details so that a database of South African members

could be compiled.

The most important function of the organisation as outlined by Seipati Bulane-Hopa
is that of raising the levels of participation for women in the film industry both locally
and abroad. Women of the Sun plans to host important meetings at the ‘Market'
every year. The group has plans for a conference with women filmmaker delegates
from all over the world. An awards ceremony to honour and give recognition to

successful women filmmakers is planned for the 'Market' in 2000. It is quite
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important that events are planned to coincide with the ‘Market' as the organisation
is then not seen as exclusionary to men. In fact, it is an organisation that focuses
on the promotion of women of colour in the mainstream film industries whether

home or abroad.

Women of the Sun has offices in countries in Africa, the Caribbean, the United
Kingdom and the United States. Each of these sub-chapters of the organisation
deal with the specific needs of that particular country. In South Africa, the head
office, of the organisation is in Johannesburg. The office has a large e-mail
database of the addresses of women who have joined the organisation in Southern
Africa. Information is distributed to all members through e-mail. Those members

who do not have e-mail are sent information by post.

Since its inception in November 1998 Women of the Sun has been very actively
involved in hosting workshops and providing information about events in the film

industry in South Africa and about opportunities for women filmmakers.

Women of the Sun was born out of the dissatisfaction and frustration that women
of colour experience in the international film and television industry. In developed
countries such as the United States and Britain, the contribution of women of
colour in this industry has been extensive, but the actual representation of these

women in the mainstream industry have been minimal. They are barely visible, lack

support and their work is not publicly acknowledged.

Women of the Sun is very aware that women of colour not only have to develop as
independent filmmakers in their local film industries, but that they also have to have
a working knowledge and understanding of the international film industry. Gaylene
Gould (1991:1) explained that independent cinema has changed drastically all over

the world as a result of the forces of globalisation. Co-production has become a
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very important way for independent fimmakers to survive financially. Production,
distribution and exhibition are also taking place on a much more global scale now
than before. Newsletters sent out by Women of the Sun provide details of
international film festivals that women filmmakers may enter. The newsletter
includes information on possible funding, co-productions and competitions. The
Moondance International Film Festival is an example of an international stage for
film. The festival is held to encourage and promote the work of independent
women filmmakers from all over the world. Women of the Sun distributed
information about the festival as well as application/entry forms to all its members

during the ‘Market'.

Women of the Sun has been very actively involved in affiliating itself with major
events and festivals in the film industry around the world. During the course of this
year, the organisation has screened many films made by women of colour,
especially by those from the African diaspora. The organisation has also entered
into a joint venture with the Commission for Gender Equality and the Film Resource
Unit to host the screenings of Neria and What Happened to Mbuyisa, a feature film
and a documentary, respectively, both films made by South African women
filmmakers. Women of the Sun is currently arranging for the South African premier
screening, Calling the Ghosts, a feature film made by South African woman

filmmaker, Mandy Jacobson.

Women of the Sun has planned travelling film festivals to highlight the work of
women filmmakers from all around the world. Another important objective that
Women of the Sun hopes to achieve is the facilitation of international educational
exchange programmes through which women filmmakers can travel to other
countries to gain work experience. International travelling workshops have also
been planned to keep members informed about industry trends. Cindy Gordon
(Appendix 4.2:198) explained that these travelling workshops would address both

the general issues facing women of colour in film production as well as any
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particular national and local issues which might arise in the individual contexts

visited.

Seipati Bulane-Hopa (Appendix 4.2:203) suggested that governments should take
some responsibility for developing the film industry in their countries. The South
African government has already established the 'Arts and Culture Film Fund'. As
noted in § 4.3.1.2, the implementation of the fund has received a mixed response
from independent producers in the industy. Some like Masepeke Sekhukhuni
believe that it is a positive step which will help the industry to grow, while others like
Caren Thorne feel that the money given out has come to no proper use as not a

single feature film has been completed.

Zulfah Otto-Sallies agreed with Bulane-Hopa about the need for the introduction
of film studies into the school curriculum. Bulane-Hopa (Appendix 4.2:203)
suggested that various aspects of film be introduced into school curriculums so that
children of colour, who were previously denied entry into the industry because they
lacked information, can recognise the various jobs associated with the film and

television industry as possible career paths.

The following discussion highlights some of the significant issues that arose at the

inaugural meeting of Women of the Sun.

4.4.3.2 Industry issues and 'women of colour'
According to Michelle Materre (Appendix 4.2:195), the initial purpose of Women of
the Sun was to provide a forum in which women of colour from the African diaspora

and women from Africa would be able to exchange information and ideas and to

network.
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Anne Mungai (Appendix 4.2:197) stated that the whole idea of Women of the Sun
is not to focus on how women have been marginalised but rather to be proactive
by creating space which would allow women of colour the best possible
opportunities to become successful filmmakers. Mungai’s sentiments are echoed
by Gaylene Gould (Appendix 4.2:197), who stated that the organisation is not there
to talk about side issues but rather to get on with the business that everybody else

is involved in the mainstream film industry.

Seipati Bulane-Hopa (Appendix 4.2:202) mentioned that the one thing that aspiring
women filmmakers, particularly women of colour, lack is self-confidence. All the
interviewees who spoke about the participation of women of colour in the industry
agreed that the general lack of self-confidence amongst women of colour was a
major problem and agreed that this arises from the socio-economic conditions of
their upbringing (see § 4.3.2.3). Women of the Sun is very aware of the problem.
It plans to deal with the problem by creating opportunities for aspiring women of
colour filmmakers to increase their involvement. Women of the Sun thus include
not only the support and recognition of the work of Black women filmmakers but
also finding ways of effecting more active participation in the industry by women of

colour.

Bulane-Hopa (Appendix 4.2:199) stated that when she goes onto film sets in South
Africa she sees women working predominantly in the wardrobe and make-up
departments. Very rarely does she see women who are directors or members of
the technical staff. She believes (along with feminists in general) that society has
created these gendered stereotypes in the workplace - stereotypes that designates
men and women in terms of specific roles. She believes this must change. She

agrees with Ajalon’s belief (see § 4.3.2.3) that Black in African communities are
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automatically labelled as drugtakers and women of low morals if they make any

aspect of the film industry their career.

According to Bulane-Hopa (Appendix 4.2:196), Black women filmmakers have a
range of issues to deal with while they are trying their get on with their work. She
explains that Black women filmmakers need to become successful so that rigid
stereotypes can be neutralised and injustices can be redressed. She believes that
Black women filmmakers around the world need to help each other wherever
possible. All the members of the core committee agree that Women of the Sun
needs to sensitise and conscientise the film industry to the condition of women of
colour and to encourage among women a willingness to collaborate with other
women. This would mark a contrast to the hostile environment that most women
find themselves in when operating in the film industry. Bulane-Hopa warns Black
women filmmakers that they need to realise that the industry demands
perseverance and hard work and that as aspiring women filmmakers, they must be
prepared for this. Many of the interviewees (see § 4.2.1.1) spoke about the lack of
initiative among South African student filmmakers and aspiring filmmakers. Many

believe that this is why the industry has not shown much growth.

Gaylene Gould (Appendix 4.2:197) mentioned that there is a tendency
internationally not to take women of colour seriously. She considers it important,
therefore, that women not only develop strong staying power to overcome
frustrating obstacles, but that they reveal themselves to be serious-minded about
their work. They have to learn to believe in themselves and to manifest this belief
in their behaviour. Bulane-Hopa (Appendix 4.2:203) believes that women should
show themselves competent and able to get the work done quickly and efficiently.

She says Black women filmmakers should stop feeling self-conscious in the

workplace but rather get on with the job at hand.
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As noted above the primary aims of Women of the Sun are directed at creating
more active participation by women of colour in the film industry and at making
these women more visibie and in greater numbers. Practical guidance and support
from Women of the Sun and others like it should help to solve the problems of lack

of self-confidence amongst Black women filmmakers.

The study of the issues relating to women in production in the independent South
African film and television industry undertaken in this chapter, is largely uncharted
territory as far as the documentation of the South African film history goes. Many
of the issues the women raised (like commissioning procedures and the presence
of foreign production companies in South Africa) are issues common to the industry
as a whole. Other issues are more gender specific — for example those issues that
women of colour in particular face as a result of their socio-historic situatedness.
Current issues which arose include: the recent government involvement in the film
and television industry; the recent establishment of conglomerate media
enterprises like Primedia; and the launching of the ‘Broadcast’ school. Current
major issues also include skills training and development both by government and
the indUstry.

Since the focus of the dissertation is strictly on the situation of women in the
industry, many of the issues that are discussed are those from a female
perspective. Those issues most commonly raised by either the interviewees and/or
the various colloquium participants where collated and reproduced in the form of
a questionnaire. The questionnaire was used to test the validity of the opinions
raised by the interviewees and colloquium participants against those of a hundred
women in the broader film production industry. The results of the survey are
analysed and discussed in Chapter 5.
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Chapter Five Survey

5.1 Introduction and methodology

The issues raised by the interviewees and discussed in Chapter Four formed
the basis of a questionnaire which was used as a survey instrument. The
primary aim of the survey was to test by comparison the perceptions of the
women interviewees with those of women from a broader spectrum within the
industry. A secondary aim of the survey was to build up a profile of the women

who constitute the South African film industry.

The compilation of a respondent address list was very revealing— the number of
women active in the independent sector of film and television production in
South Africa is very small. | compiled a list of women from various directories
that | had collected at the Second and Third Southem African International Film
and Television Market in Cape Town. The list of women only reached one
hundred. At the end of 1998, there were fewer than one hundred and fifty
women working on an independent basis in the film and television industry in
this country. One hundred of these women were sourced and listed as potential
respondents. In contrast, the directories show that the number of men working

in an independent capacity in the South Africa film industry runs into the

hundreds.

A covering letter from my promoter, as well as one from myself (Appendix 5),
was attached to the questionnaires to explain the reason for the questionnaire
to the prospective respondents. A self-addressed and stamped envelope was
also attached, providing an easy return facility for the potential respondent. Of
the one hundred questionnaires that were sent out, twenty responses were

received. The reason for this low percentage of replies is twofold:
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o Firstly, the independent sector of film and television production is a highly
volatile one. Many women survive in it for only a short while. Money is
difficult to raise for productions and competition is fierce, especially from the
few established production companies that dominate production that actually
gets broadcast. Some women do manage to gain employment in broadcast

institutions.

e Secondly, many women work on a freelance basis and move frequently
from one company to another, staying at each for only a few months. Often
then, their addresses are out-of-date. (About five companies made the effort
to send back the questionnaire stating that the wbmen to whom the

questionnaires were addressed, no fonger work at that particular company.)

The questionnaire (Appendix 6) was divided into five sections. The first section
asked for general information about the respondent but did not include
questions about respondent's name and vocational places. This was done
purposely so that the prospective respondents would feel free to answer the
questions honestly without the fear of later repercussions. The second section
dealt with the current experience of the respondents and their work aspirations.
The third section focused on general industry questions and on industry issues
that arose out of the interviews. The respondents were asked to rate their
experience in relation to the various issues. The fourth section was a personal
response section which included questions which were different from those
asked in the third section in that they dealt specifically with gender issues in the
workplace. The last section sought to test directly the broad perceptions of the

interviewees with those in the survey group.
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5.2 Majority and consensus responses.

The following discussion summarises the overall impressions gained from the
responses. A detailed tabulated account and analytical comparison follows in
§5.3, below. Off the twenty responses received, eighteen were from White
women. The result confirms the opinion of the interviewees of colour that the
independent film and television industry is dominated by White people. The
majority of women (45%) are between 30-40 years of age. The most number of
women in a single salary scale (30%) indicated that they earn more than the
top salary bracket given, R180 000 (gross per annum), while all of the

respondents claim to work in positions of authority.

Most of the women (70%) have accessed the independent film and television
industry through television production and are currently employed in this sector
of work. Most of the women (60%), however, aspire to work in film. As far as
post-matric training is concerned, the majority of respondents (45%) have been
to University but have learnt job-skills 'on the job'. The majority of respondents
(55%) indicated that their post-matric training was actually not related to their
current jobs. Of the women that responded, most stated that they have worked
in various sectors of the film industry and that the best training that they have
received has been 'on the job'. Generally respondents thought they are fairly
treated and that gender is not an issue in their work environments. The general
consensus was that it is very possible for them to reach management level. The
results for the third section, however, contradicted the general consensus
opinion of fairness expressed earlier. Respondents were ambivalent about
sexist attitudes in the workplace. They indicated that while there is no blatant
sexism, they sense covert sexism in the workplace. They sense that there is a

'glass ceiling' as far as job advancement and more senior positions are

concerned.



123

Generally, the respondents believe the Department of Arts and Culture,
Science and Technology initiatives to be encouraging to people who are trying
to establish themselves as filmmakers. Most of the respondents (70%) stated
that they had interacted professionally with management at broadcast
institutions such as the SABC and that they had found management to be
composed of unhelpful White men. Most of the respondents believe (like the
interviewees) that a few large production houses get all the commissioned work

and that smaller companies are squeezed out of the competition.

Most of the respondents were in favour of professional internships for students.
Many of the families of the majority of the respondents encouraged them in
their desire to make a career in the industry. Respondents training costs were
spread fairly even across parents, loans, their companies and their own
earnings. Drug and alcohol abuse was acknowledged to be a big problem in the
industry. The general consensus was the abuse is a result of the pressures of
the working conditions and the long working hours. The severe lack of

marketing skills and expertise in the industry was a frequently raised issue.

The points listed above represent the issues upon which there was consensus
among the respondents. A more detailed comparative account of these findings
follows in § 5.3.

5.3 Data analysis
This section is divided into the five parts in which the questionnaire (Appendix
6) was divided. The results for each question is analysed. While §5.2 merely

summarised some of the general findings, §5.3 provides an analytical response
to the findings.

The following discussion focuses directly on the responses of the respondents.

In some cases, respondents did not answer a question. This accounts for there
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sometimes not being a full complement of twenty responses to a question. In
other instances, there are more than twenty responses because some
respondents ticked more than one option. Such multiple responses are
themselves revealing as they probably indicate ambivalence on the part of the
respondent towards the question. (All results have been rounded off to the first

decimal place).

5.31 Section 1- Respondent profiles
Section one sought to build up a profile of the respondents. Personal details

such as age, language proficiency, and work experience were elicited.

Question 1.1 Age range.
The respondents' age range reflects a spread across the age spectrum
(Table1).

20-30 30-40 40-50 50+ Total
6 (30%) 9 (45%) 1 (5%) 4 (20%) 20 (100%)
TABLE 1: Age distribution

From the table, it is evident that the majority [9 (45%)] of the respondents are
between thirty and forty. This is a significant result and would seem to suggest
that it is from this age group that most of the experienced workers in the industry
are drawn. When these results are taken in conjunction with the two ‘older’
groupings [40-50 (5%) and 50+ (20%)], there appears to be a tendency for older
women to dominate at senior levels in the industry; that is 14 (70%) of the
respondents are 30 plus. This tendency could mean that many of these women
have been able to make their way in the industry and have thus stayed in it and
are building or have been able to build successful careers..A comparison of
Table 1 with Tables 2 and 3 shows that there is a correspondence between the

ages of the respondents, their seniority/responsibility and their salary range. In
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contrast, there are relatively few (30%), young women (20-30 age group) in the
industry - which could mean that there are few 'young' women entering the
industry now than in the past. According to the interviewees, reasons for this
could be that there is not enough transparency and no clearly defined access
routes for young women who aspire to be in the industry. It would also appear
that the White respondents who have entered the industry in the past and who
have remained, may have done so through the privileges White people had
before the industry was opened up to all South Africans. An analysis of the
results vis & vis seniority and salary for the 20-30 age groups is revealing. Few
[30% of the 20-30 age-group] have reached the same seniority level as 'older

women; and hardly any earn the same salary.

Question 1.2 Respondents' salary range (gross per annum)

The respondents' salary range (Table 2) reveals several significant results.

-R50 000 R50 000-R60 000 | R60 000-R70 000 R70 000-R80 000 R80 000-R900

1(5.6%) 1(5,6%) 1(5,6%) 0 1(5.6%)

R90 000- R100000 | R100 00-R110 000 | R110 000-R120 000 | R120 000-R130 000 [ R130 000-R14
000

1(5,6%) 0 3 (16,7%) 0 2(11,1%)
R140 000-R150 00{ R150 000-R160 00¢ R160 000-R170 000 [ R170 000-R180 000 | R180 000+
1(5,6%) 0 1(5,6%) 0 6 (33,3%)

TOTAL = 18 (100%)

Table 2: Salary Range

Three significant results were obtained. The most significant result obtained
was that the majority of the respondents [6 (33%)] fall into the highest salary
bracket. The results show that the majority of the respondents (65%) earn
between R110 000 and R180 000+. These figures are commensurate with high
positions in the workplace. The 1996 South African Census (1996:2.36), shows
that the majority of people (62%) earn less than R1501 a month (+/- R18 000
per annum), and only 11% earn more than R4500 per month (R54 000 per

annum). The maximum scale (R180 000+) used in the questionnaire represents
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a salary four times more than the R45 000 of the 11%. It is obvious then that
salaries in the industry are high and that the industry is an extremely lucrative
one for those few South Africans who have managed to become successful in
it.

It had already been established from the interviewees, that compared to the
many men, there are few women working in the independent film and television
industry in South Africa. That most of these women are White, can be seen
from the results of Questions 1.3.1 and 1.3.2 combined. It can, therefore, be
concluded that the few White woman who have managed to enter the industry,
have salaries far above average. Since all the interviewees agreed that the
South African film and television industry is dominated by White-males at the
most senior levels, it becomes evident that the vast majority of those who

benefit through the higher than average salaries are White-males.

Question 1.3 Respondents' occupational position and title.
Respondents were asked to indicate their rank. Table 3 below indicates the

number of respondents that occupy positions in each area of work in a typical

workplace.
Management Administration  Production/creativq Total
11 (45,8%) 2 (8,3%) 11 (45,8%) 24 (100%)
Table 3 Occupational Position

Respondents were asked to fill in their current rank and job title. Twelve of the

respondents stated their job titles (Table 4).



127

Rank/Job Title Number
Managing Director 2 (16,6%)
Administration Manager 2 (16,6%)
Production Manager 3 (25%)
Head of Broadcasting (Ad. Agency) | 1(8,3%)
Senior Producer 1(8.3%)
Production Executive 1(8,3%)
Producer 1(8,3%)
Senior Copywriter 1(8,3%)
TOTAL 12 (100%)
Table 4 Job Titles

Eleven responses (45%) were received in both the Management and
Production/Creative categories. Two women (8%) indicated that they were
involved in administration as Administrative Managers. Four women (17%) also
indicated that their jobs involved two of the categories simultaneously. The
women who filled out their rank/job title are those who all have very high-ranking
jobs. It can be assumed that they have established themselves in their
respective workplaces. It should be borne in mind, however, that 80% of the
women who were sent questionnaires did not respond for the reasons explained
in § 5.1. The impression one gets that there are only a few women who manage
to maintain their jobs and progress in their workplaces compared to the large
number of men who do is affirmed by the National Management Profile Statistics
(Independent Online, 1999:9):

Statistical analysis shows that the percentage of Africans
in management has only increased by 2% over the past
three years, while the percentage of women in
management has increased by 4%.

National Management Profile

1998 — White 87%
African 6%
Male 84%
Female 16%
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The National Management Profile Statistics also states that sectors reporting in
excess of 20% Black management include Communication, Financial services
field staff, Fast moving consumer goods, Oil and Retail. Sectors reporting as
having in excess of 90% White management include, Advertising, Banking and
Professional/research. These statistics are in turn confirmed by a survey of the
private sector in South Africa, conducted by the Commission on Gender Equality
in 1999. The survey found that 59% of women are located in apprentice and
trainee level jobs compared to 41% men. The survey also shows that the male to
female ratios (respectively) for managerial level positiohs is 77%:23%
(Commission for Gender Equality, 1992:2). The gender disparity in managerial
rank can be extrapolated to the film industry. All the interviewees claimed that
men occupy the majority of managerial positions in the industry. My own
observations at production houses and advertising agencies confirm that, men
are in the majority in authoritative positions while women do the majority of the

organisational and administrative work.

Lynda Obst (1996: 173) believes conceptions about the strengths of women and
accordingly to their working roles which arose in the film industry in the late
seventies and eighties have led to the stigmatization of women as technically
inept. Because women did not command the respect of film crews unless they

proved their expertise, it was assumed a woman's talents were suited to clerical

and secretarial work.

Obst (1996:173) acknowledges that things have changed, but maintains that the
‘glass ceiling’ remains for women at the top levels of directorship and ownership.
She explains, in Hollywood, male and female employee members have almost
reached parity, but male and female salaries have not. Women's salaries in
Hollywood are still far below those of their male counterparts; most successful
women make less than two thirds of what their male counterparts make. These

salary discrepancies are based on, still frequently held, archaic suppositions that
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women should start with lower salaries because they are not breadwinners. Yet,
family structures have changed significantly especially in Western countries and
there are more and more single mothers. The same arguments have continued

to justify lack of parity in male and female salaries in South Africa.

According to Marteen de la Harpe (Appendix 1.1:5), South Africa has only four
women directors in the advertising industry. She says most of the other women
work in low-level positions. Many interviewees indicated that they believe that the
women who work in documentary-making are in most cases not involved in the
actual processes of flmmaking because of gender stereotyping. Wendy Nixon,
who aspires to be a cameraperson in news-gathering recognises that she has
little chance of fulfilling her ambition. It is evident then that women in South Africa
are still typecast to fill stereotypical positions in the industry. Only a few women

actually break through gender stereotypes and engage in actual filmmaking or
reach senior management levels.

Question 1.3.1 Percentage of women employed in the workplace.
Respondents were asked to tick the approximate percentage of women they

thought were employed in their workplace (Table 5).

-10% 10-20 20-30% 30-50% 50-60% | 60%+ Total
1(5.6%)| 0 0 3(16.6%) | 4(22.2%) | 10 (55.6%) | 18 (100%)
Table 5 Percentage of women in the workplace

The majority of women (78%) who responded to this question indicated that
women constitute more than 50% of the employees in their workplaces. This
perception confirms the perceptions of the interviewees and appears true at

least for the advertising industry as in her interview Jacolene Nel states that
women occupy more than 60% of the workforce.
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Question 1.3.2 Percentage of women of colour employed in the workplace.

Respondents were asked to tick the approximate percentage of women of

colour employed in their workplace (Table 6).

-10% 10-20% 20-30% 50-60% 60% + Total
6(33.3%) | 7(38.9%) | 0 2 (11.1%) 1(5.6%) 18 (100%)
Table 6 Percentage of women of colour in the workplace

In comparison with the previous question’s results in which the majority of
respondents (78%) stated that women make up more than 50% of the
workforce, the statistics for the responses to Question 1.3 show that few of
these women, are women of colour (Table 6). This result confirms the
impression that Women of the Sun has that women of colour are not visible in
the independent film and television industry. As is discussed in § 4.3.2.3, the
reason for the lack of women of colour is that they were not brought up to
consider the film industry as a potential career choice. Although the
Independent Online statistics showed an upward tendency for women generally
in management, the upward tendency for people of colour is half that for
women. Given the male:female employment ratios this would suggest that of
the 2% increase for Blacks, the increase for women would be less than 8% of
the general population. If the Independent Online statistics are extrapolated to

the film production industry, the near invisibility of women of colour is

confirmed.

Question 1.4 Race group.
Many of the interviewees and the interviewees of colour, especially, said that

the independent film and television industry in South Africa is still very much a
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White dominated industry. The respondents were asked to indicate to which
racial group they belong to see if the above sentiments were true in terms of

women (Table 7).

White Black Coloured Asian Total
18 (90%) 2 (10%) 0 0 20 (100%)
Table 7 Racial group

Of the twenty women who responded, eighteen are White (90%) and only two
are Black (10%). There were no responses from Coloured or Asian women, the
two minority race groups in South Africa. This result in relation to Question 1.3.2
indicates that White women in the industry vastly outnumber women of colour.
White women are second only to White men in terms of numbers in the industry.
These statistics confirm both my own and the interviewees’ perceptions.
Because almost all of the women who responded to the survey are White and
are those few that earn good salaries (R110 000+ gross per annum) and have
high-ranking positions, it would suggest that there are few women in the industry
and few either hold high ranks or earn high salaries. The figures for Coloured

and Asian women are non-existent and serve to underline their invisibility.

Question 1.5 Languages spoken, written and read.

A question on language was included in the questionnaire to evaluate the extent

of language integration in the industry in terms of degrees of proficiency in the
national languages (Table 8).
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SPEAK READ WRITE
AFRIKAANS WELL 7 (35%) 10 (50%) 6 (30%)
ADEQUATELY |6 (30%) 5 (20%) 7 (35%)
POORLY 5 (20%) 4 (25%) 6 (20%)
ENGLISH WELL 20 (100%) 20 (100%) 20 (100%)
ADEQUATELY |0 0 0
POORLY 0 0 0
ISINDEBELE WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 3 (15%) 3 (15%) 3 (15%)
IsiXHOSA WELL 1(5%) 1 (5%) 1(5%)
ADEQUATELY |0 0 0
POORLY 4 (20%) 4 (20%) 4 (20%)
IsiZULU WELL 0 0 0
ADEQUATELY |1 (5%) 1 (5%) 0
POORLY 4 (20%) 2 (10%) 3 (15%)
SEPEDI WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 3 (15%) 2 (10%) 2 (10%)
SESOTHO WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 3 (15%) 2 (10%) 2 (10%)
SETSWANA WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 3 (15%) 2 (10%) 2 (10%)
SiISWATI WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 3 (15%) 2 (10%) 2 (10%)
TSHIVENDA WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 2 (10%) 2 (10%) 2 (10%)
XITSONGA WELL 0 0 0
ADEQUATELY |0 0 0
POORLY 2 (10%) 1 (5%) 1 (5%)
WHICH OTHER? |WELL - - -
ADEQUATELY |- - -
POORLY - - -

Table 8

Languages spoken, written and read

Respondents were asked to indicate which languages they speak, read and
write. They were also asked to rate their competency in each of these languages.
All twenty respondents stated that they speak, read and write English well. This
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confirms English is the domi'nant language of work and business in the industry.
Afrikaans was the second most highly rated language, followed by isiXhosa and
isiZulu, respectively. isiXhosa would appear to be dominant over isiZulu, but this
could be a skewed result stemming from the geographic areas from which the
most survey returns were received. In Cape Town, for instance, the dominant
Black language is isiXhosa. Responses for the other official languages returned
insignificant results as only a few respondents could speak, read and/or write

these languages and then only poorly.

The result for English (100%) suggests that most of the respondents consider
English to be their first language. The overall statistics also suggest that it is
these (English mother tongue) women who constitute the majority of the small
group of women in the independent South African film and television industry.
The results indicate that there is little linguistic integration in the workplace and

that the industry remains an English stronghold.

Interestingly enough, some respondents indicated they had a working knowledge
of various European Union (EU) foreign languages, among them French,
German, Swedish, Italian and Dutch (see appendix 7, languages are not listed in
the table 8). The information reflects both the Eurocentric nature of the industry
and the importance placed by many of the interviewees on foreign contacts. The
advertising industry in fact has a high proportion of employees from the EU and
many of its clients are based in the EU.

532 Section 2 - Training and experience
From the interviews, it was evident that the women who came into the industry
had acquired their skills in a variety of ways. The intention in the first part of

Section 2 was to gather information firstly about the ways in which the



134

respondents accessed the industry, and secondly how they acquired their job-

skills.

As part of their working experiences, the interviewees spoke about their
interactions with broadcast commissioners. In turn, the ‘on-the job’ experiences
of the respondents were sought by questioning them about their interactions with
commissioning procedures and editors at the SABC. The second part of Section
2 makes a broad analysis of the gender and racial composition of the majority of
the people at management level of commissioning work at the SABC. The issue
of commissioning came up in the interviews as an area of contention,
independent producers competing with large companies, and so it was important
to test the validity of the interviewees’ assertions through the questionnaire

survey.

Question 2.1 Workplace experience.
Respondents were asked to indicate the areas in which they had acquired work

experience (Table 9).

Film Television Production Advertising Total
13 (65%) 18 (90%) ' 10 (50%) 20 (100%)
Table 9 Workplace experience

It is evident that many women move among these fields during the course of
their careers. It becomes evident that none of these fields offer stable jobs (in
the traditional sense) in which people can progress through their years of
service. The independent film and television industry is, therefore, not like other
industries in which employees develop a long-term commitment to their jobs and
are rewarded with promotion and service acknowledgments. In all areas of the
independent industry, filmmakers are only rewarded when they are working on

productions and when those productions are sold. Filmmakers if they wish to
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make a living have the continuous task of finding or creating work for
themselves. According to Levern Engels (Appendix 2.3:102) there are in fact
some periods during the year in which there is little or no work, where there is

very little work or no work for independent filmmakers.

Question 2.1.1 Sector through which the film production industry was
accessed.

Most of the interviewees indicated that they entered the industry through
television production. To test whether this was a general trend respondents were
asked to indicate the sector through which they accessed the industry (Table
10).

Film Television Production Advertising Total
7 (35%) 14 (70%) 4 (20%) 25 (100%)
Table 10 Access to the film production industry

The respondents confirmed the interviewees assertions that the easiest and
most common access route into the production industry is through television
production. Television production is less costly than film and more accessible

than advertising, as all the women of colour agreed in § 4.2.1.

Some of the women indicated (by ticking more than one block) that they had
accessed the industry through more than one area.

This apparent anomaly could be accounted for by women who were contract or
project employees and are sometimes employed only until the completion of
their specific projects. Levern Engels (Appendix 2.3:103) says that she employs
people in this way as it is very difficult financially to have permanent employees
when there is no work in progress. This practice is another reason so many

filmmakers do not have permanent jobs. They are generally ‘freelancers’ and
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work on contract, sometimes in more than one area of the industry,

simultaneously.

Question 2.1.2 Workplace area of current employment.

Some of the interviewees like Corola Koblitz said that they had to work in more
than one area of the production industry to make a living. Respondents were
asked to indicate which area of the industry they are currently employed in to

test if the above were true (Table 11).

Film Television Productio Advertising Total
8 (40%) 13 (65%) 7 (35%) 28 (100%)
Table 11 Workplace area of current employment

The majority (65%) of women are currently employed in television production.
Many of the women who do access this particular area of the industry, stay in
television production. This sector of the industry also seemingly offers more jobs

than film or advertising.

When one combines the results of Questions 2.1.1 and 2.1.2, it becomes
evident that jobs in the film and television industry are not discrete. This is why
many women'’s jobs spill over into other sectors of the industry. It is also the
reason it is so difficult for people in the industry to establish themselves in

permanent jobs.

Because there are no clear lines of demarcation between the jobs, there can be
no clear job descriptions and the workings of the industry are difficult to
systematise. There is thus very little information available on how the industry
operates and how film production workers can access it. This is a major

stumbling block to the development of the industry as most interviewees noted

(see Chapter 4).
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Question 2.1.3 Workplace area of ultimate goal.
The respondents were asked to indicate the area of the industry in which they

most aspired to work (Table 12).

Film Television Production Advertising Total
12 (60%) 10 (50%) 3 (15%) 25 (100%)
Table 12 Workplace area of ultimate goal

Most of the interviewees indicated that they aspired to work in film production.
The results of the survey respondents however is almost split between film and
television production with only two (10%) more women wishing to work film
production. Ansie Minnaar (Appendix 2.8:151) along with several of the other
interviewees, is of the opinion that it is a natural progression for television
production filmmakers to eventually move into feature filmmaking. Marteen de la
Harpe (Appendix 1.1) an advertising sector interviewee, added that even
directors like her would like to move into feature filmmaking eventually. One of
the reasons that usually prevents people from moving directly into feature
filmmaking is the high cost of production. Many aspirant filmmakers choose to
work in the advertising industry, even though it is not mainstream filmmaking
because it is lucrative and thus gives them a chance to position themselves for a

later career in feature filmmaking.

Only three of the respondents (15%) indicated that their ultimate goal is to work
in advertising. There could be many personal reasons for this low result. The
respondents might like interviewees, see the advertising industry as very
chauvinistic and sexist. They might also wish to avoid the high levels of stress
with which people in this industry generally have to cope. Both Jacolene Nel
(Appendix 2.9:154) and Marteen de la Harpe (Appendix 1.1:6) did not consider
that working conditions in the advertising industry as conducive to a stable life.
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Question 2.1.4 Post-matric training

The interviewees gave very mixed responses to questions about their post-matric
training. Almost all of them had been to university but they acquired their job
skills while actually working in the industry. The respondents were asked to
indicate, selecting from a list of choices, where they received their post-matric
training (Table 13).

University | Technikon | College | 'Professional' School | 'On the Job' | Total

9(39,1%) | 1(4,3%) |2(8,7%) | 2(8,7%) 9 (39,1%) 23 (100%)
Table 13 Post-matric training

University and ‘on the job’ received nine responses each. These results correlate
with those of the interviewees’ results. It is, therefore, evident that the women
who are currently working in the production industry have been trained at
university and ‘on the job’ equally. Very few women indicated that they have
been trained at colleges and professional schools even though these institutions
are very job orientated. One of the reasons could be that there is a lack of
courses at colleges and professional schools that focus on training for the

independent film and television production industry.

What is surprising from the results is that although technikons are intensively
skills-orientated compared to Universities, more respondents (39,1%) have had
university training than the technikon training (4,3%). This is even more
surprising considering technikons offer aspects of filmmaking. At the Technikon
Natal, in the Video Technology courses, male students vastly outnumber their
female counterparts (own observation). This could be why the result gained in
the category for technikon training, (Table 13, above), is so low. Another reason
could be that all technical-type work has traditionally been seen as an area that is

in the male domain and so few female students register for such courses.
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Question 2.1.5 Post-matric training, relation to current job.
In this question, respondents were asked to indicate whether their post-matric

training was related to their present jobs (Table 14).

Yes No Total
8 (42,1%) 11 (57,9%) 19 (100%)
Table 14 Post-matric training, relation to current job

It is significant that 57.9% of the respondents indicated that their tertiary
education was not relevant to their jobs. One of the reasons for this is that they
were not exposed to the right type of training for the careers they wanted to

enter.

Although most of the interviewees had university training, they were not trained in
the actual specificity’s that their current jobs entail and that is why most of them
learnt their skills ‘on the job’ as was the case with the interviewees in general.

Question 2.1.6 SABC

Many of the women interviewees expressed dissatisfaction with the
commissioning procedures of the SABC. Sub-section 2.1.6 of the questionnaire
sought to find out the gender and racial composition of those who are involved at
management level in the commissioning work for the SABC. It has been claimed
by interviewees like Martina Della Togna (Appendix 1.2:17), that the SABC is
very conservative in their approach to selecting programmes and that she
believes this is the result of the attitudes of the predominantly White-male
commissioners (see §4.2.2). Levern Engels (Appendix 2.3:1 07) suggests that if
commissioning practices of the SABC were changed, the opening out of
competition would allow smaller production companies the chance of having their
work broadcast. The more companies which flourished, the more jobs would be

created. The advantage gained would, however, not filter down, either to women
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or people of colour unless job-training, and job-hiring attitudes changed in the

industry.

Question 2.1.6.1 Interaction with people at management level at the SABC
(Table 15).

Yes No Total
14 (70%) 6 (30%) 20 (100%)
Table 15 Interaction with people at management at the SABC

If 90% of the respondents overall are White and 70% indicated they had
interaction with the SABC at management level, then the probability is that all
those who have interacted with the SABC are White. This would confirm Levern
Engels assertion that emerging filmmakers of colour do not really feature

strongly in the competition for commissioned work.

Question 2.1.6.2 Managerial level by gender (a) and race (b) at the SABC
The results for questions on the composition of management by gender and race

at the SABC are revealing (Table 16 and 17, respectively).

Female Male No responses Total
4 (20%) 13 (65%) 3 (15%) 20 (100%)
Table 16 Gender composition of the majority of people at

management level at the SABC

White Black Coloured Asian
11 (55%) 9 (45%) 0 0
Table 17 Race composition of the majority of people at management
level of the SABC

The gender disparity on management commission level at the SABC in favour of
males is very evident. Thirteen of the respondents (65%) indicated that the

majority of commissioning personnel with whom they have dealt were male.
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Only (20%) indicated that the majority of the SABC managers with whom they

have dealt were female. Three respondents (15%) did not respond.

The apparent barely significant difference between the respondents’ perception
of the racial distribution of management at the SABC should be read in the
context of the South African racial distribution. The racial equity situation at the
SABC is in fact far worse than it appears from the results; 55% management is
still in the hands of a racial group which forms 10,9% of the population (Census,
1996: 26). The same inequity exists across gender. The data show that 65% of
management are male even though women comprise 51,9% of the population
(Census, 1996: 2.2). Historically, the results would have reflected even larger
male, White majorities than is now evident. These results correlate with the
tendencies mentioned earlier in Question 1.3 which show that in 1998 the
national management profile for South Africa showed 87% White and only 6%
Blacks and 84% male and 16% female. The results reflect the effect of
concerted affirmation action policies and that more Black people have come into
positions of authority at the SABC, but also show that the pace of change is far
too slow. Furthermore, the majority of these Black people are men. Very few
women evidently reach top management at the SABC. The results confirm the
interviewees who spoke about their experiences with commissioning
management at the SABC (see §4.2.2).

5.3.3 Section 3 - Professional response questions

This section of the questionnaire was set up to test the validity of the
interviewees’ general perceptions about the industry. The most common issues
which the interviewees raised were incorporated into the survey as questions.
Respondents were asked to select one from: entirely agree, partly agree,

neutral, partly disagree or entirely disagree. The results are recorded in Table
18 and discussed below.
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All the percentage results are in terms of the response group total of 20.
Furthermore the two categories above and below ‘neutral’ have been combined

in the discussion in those where a general impression was sought.
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COMMENT

ENTIRELY
AGREE

PARTLY
AGREE

NEUTRAL

PARTLY
DISAGREE

ENTIRELY
DISAGREE

NO
RESPONSE

1. | am well remunerated considering
responsibility, training and years and
years of experience.

8 (40%)

8(40%)

1(5%)

1(5%)

2(10%)

2. | aspire to reach management
level.

11(55%)

0

3 (15%)

2 (10%)

1 (5%)

3 (15%)

3. | believe my aspirations within this
industry can be achieved.

12 (57,1%)

5(23.8%)

0

1(4,8%)

0

3 (14,3%)

4. | believe this is possible.

11 (55%)

5(25%)

1 (5%)

1 (5%)

0

2 (10%)

5. It was difficult to obtain my current
position.

2 (10%)

4(20%)

4(20%)

4(20%)

3(15%)

3(15%)

6. | have worked in more than one
sector of the film industry.

11(55%)

2(10%)

1(%%)

1(5%)

4(20%)

1(5%)

7. | feel that my training could have
been more skills orientated.

3(15%)

6(30%)

5(25%)

2(10%)

1(5%)

3(15%)

8. | am passionate about my work.

12(60%)

6(30%)

1(5%)

0

0

1(5%)

9. My passion for my work is
recognised and wused to my
advantage.

11(55%)

3(15%)

2(10%)

0

2(10%)

2(10%)

10. | am always credited with my
ideas.

8(40%)

7(35%)

2(10%)

1(5%)

2(10%)

11. | have been mistaken for a
secretary or a menial position that is
not mine.

4(22,2%)

2(11,1%)

2(11,1%)

4(22,2%)

6(33,3%)

12. | have to work hard at being
assertive in this industry.

10(47,6%)

6(28,6%)

0

2(9,5%)

1(4,8%)

2(9,5%)

13. I work in a very highly hierarchical
environment.

3(15,8%)

3(15,8%)

3(15,8%)

2(10,5%)

7(36,8%)

1(15,3%)

14. All people are given a fair chance
to learn and progress in the
workplace.

6(30%)

5(25%)

4(20%)

2(10%)

1(5%)

2(10%)

15. The funding of films by the
department of Arts and Culture is
effective in encouraging more films to
be made by new filmmakers.

8(40%)

7(35%)

1(5%)

3(15%)

1(5%)

16. The industry should demand
more training in marketing skills from
the field-related programmes being
offered at tertiary institutions.

12(60%)

3(15%)

3(15%)

1(5%)

1(5%)

17. The best training | have received
has been 'on the job training'

16(80%)

2(10%)

0

0

2(10%)

18. | have had professional
interactions with people at
management level of broadcast
institutions like the SABC.

13(65%)

2(10%)

2(10%)

2(10%)

1(5%)

19. | have found them very
helpful.

1(5%)

2(10%)

7(35%)

5(25%)

3(15%)

2(10%)

20. | have found them very
unapproachable.

2(10%)

3(15%)

7(35%)

2(10%)

2(10%)

4(20%)

21. As far as commissioning work is
concerned, | believe that there should
be some type of government
legislation protecting smaller
production companies and ensuring
equal access to the competition.

7(35%)

5(25%)

2(10%)

2(10%)

3(15%)

1(5%)

22. Only a few large production
houses get all the commissioned
work from institutions such as the
SABC.

3(15%)

9(45%)

4(20%)

1(5%)

1(5%)

2(10%)

Table 18 Professional response question



144

(@) Job Satisfaction

The results show that the majority of the respondents (80%) are very well
satisfied with their working conditions and their remuneration. A large majority of
the respondents indicated that they are passionate (90%) about their work but
fewer (70%) believe they are given recognition for this. The majority of the
respondents (85%) believe that their desire to rise to high-ranking positions will
be fulfiled. Many (75%) also believe that {hey are always credited with their
ideas. Half of the respondents indicated that they have never been mistaken for a
secretary or as a person fulfilling some other traditionally female position. The
findings reflect a general satisfaction amongst the respondents with their work
environments. What is also evident is that the majority of respondents are very
strong-willed, passionate and positive women as far as their work is concerned.
The majority of the women thus meet the personality requirements by aspirants
to the industry that many of the interviewees mentioned (see §4.3.2). Levern
Engels and Harriet Gavshon, for example, both believe that women have to be

mentally tough and have a passion for their work to survive in the industry.

On the matter of gender discrimination the results show a difference in
perception between the interviewees. More than half of the respondents
(Question 14 — 55%) feel that they are not held back because they are women. In

contrast almost all of the interviewees felt that were (see §4.3.2).

(b) Working conditions

The majority (65%) of the women surveyed indicated that they have worked in
more than one sector of the industry. Only 25% stated they had not (Table 18:
Question 6). This statistic suggests that career-direction changes in the industry
are common and that it is not an industry in which job descriptions are clearly
formulated. These results reinforce the results of Question 2.1, above, relating to
work experience of the respondents. The results for Question 2.1 indicated that
the majority of them (65%) had worked in more than one sector of the industry.
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While 45% of the respondents believe they do not work in a highly hierarchical
work environment, 30% said that they do. Furthermore, 55% of the respondents
believe all people are given a fair chance to learn and progress in the workplace.
The results for these two questions stand in direct contrast to the perceptions of
those interviewees who work in the fields of documentary-making and
advertising. Many of interviewees claim that women in particular do not find it as
easy as men do to progress through the workplace hierarchy. The more positive
questionnaire results may be an indication that advancement for women is

becoming more common in the industry.

(c) Training

The validity of the interviewees’ opinions about and perceptions of the production
industry were tested through the questions in this section. Survey respondents
are asked about specific aspects of training. As far as training in general (Table
18: Question 7) is concerned, 45% of the respondents indicated that their training
could have been more skills-orientated while 25% were neutral and 15% did not
agree it should. What is significant is that 40% indicated ambivalence about skills
orientated training. If the figures for those who remained neutral (25% - itself a
fairly high result) are added to the result for those who didn’t respond (15%) and
to the result for those who are apparently ambivalent, it becomes apparent that
the majority of the respondents (80%) had probably not previously considered
skills-orientated training to be an issue.

The majority of the respondents (80%) indicated that their best training had been
‘on the job’ (Table 18: Question 17). Only 10% were ambivalent and 10% didn’t
respond to the question. None, however, denied the proposition outright.

The failure of tertiary institutions to answer industry needs was highlighted by the

results for question 16. The majority (75%) respondents believe that tertiary
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institutions need to make marketing a major part of their field-related industry
training programmes. Only 15% of the respondents disagreed entirely. Of the
balance 15% declared themselves either ambivalent positively or neutral. These
results confirm the expressed beliefs of many of the interviewees (§ 4.4.2.2) and
network-spokespersons (§ 4.42 and 4.4.3) that South African filmmakers are in
dire need of marketing skills. The findings of the survey, vis & vis training,
correlate well with those of the interviewees and thus serve to validify the beliefs

expressed by the interviewees and network-spokespersons.

(d) Commissioned work

The majority of the respondents (60%) confirms the validity of the opinions
expressed by many of the interviewees that SABC commissioned work is
restricted to a few large production houses. The respondents also unanimously
agree that there should be some type of government legislation protecting
smaller production companies and ensuring equal access to the competition for
SABC commissions. The findings show that the desire for some kind of

government intervention is a common one in the independent sector of the

industry.

5.34 Section 4 — Personal response questions

This section of the questionnaire tested the validity of the interviewees’ personal
perceptions of gender issues in the industry. The most common issues arising
out of the interviews were incorporated into the survey as questions. The survey
respondents were asked to select one from: entirely agree, partly agree, neutral,
partly disagree and entirely disagree. (Once again the responses above and
below ‘neutral’ have been consolidated where this aids the discussion.)
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COMMENT

ENTIRELY
AGREE

PARTLY
AGREE

NEUTRAL

PARTLY
DISAGRE

ENTIRELY
DISAGREE

NO
RESPONE|

1. | find myself considered
inferior to my male counterparts
as regards my technical working
skills.

1(5%)

6(30%)

1(5%)

1(5%)

10(50%)

1(5%)

2. My gender places my
capabilities in a negative light
where equipment and
technology is concerned.

1(5%)

6(30%)

2(10%)

10(50%)

1(5%)

3. I have been a victim of sexist,
verbal abuse in the workplace.

1(5%)

5(25%)

1(5%)

2(10%)

9(45%)

2(10%)

4. | get support and
encouragement from my male
colleagues at work.

9(45%)

8(40%)

1(5%)

1(5%)

1(5%)

5. | get support and
encouragement from my female
colleagues at work.

11(55%)

6(30%)

2(10%)

1(5%)

6. | have had to work a lot
harder than my male
counterparts to gain credibility in
my field of work.

9(45%)

2(10%)

3(15%)

5(25%)

1(5%)

7. | feel that | carry more
responsibility than male

counterparts who are engaged
in the same position as | am.

6(30%)

4(20%)

4(20%)

1(5%)

3(15%)

2(10%)

8. | have had to familiarise
myself with male group
strategies in the workplace in
order to make myself
understood.

5(25%)

4(20%)

2(10%)

3(15%)

5(25%)

1(5%)

9. The language of interaction in
the workplace would become
more neutral (less male
constructed) if women were
more pro-active.

3(15%)

7(35%)

5(25%)

1(5%)

2(10%)

2(10%)

10. | have always had to fight
my way to have my ideas heard.

2(10%)

9(45%)

3(15%)

3(15%)

1(5%)

2(10%)

11. I have aspired to be more
involved in technical operations
but were denied the opportunity
on the basis of gender.

1(5%)

1(5%)

6(30%)

2(10%)

9(45%)

1(5%)

12. | have been pressured into
making my physical appearance
more glamorous in the
workplace.

1(5%)

4(20%)

4(20%)

10(50%)

1(5%)

13. | have had people patronise
me so that they can feel more
comfortable with my gender.

2(10%)

6(30%)

2(10%)

1(5%)

8(40%)

1(5%)

14. The film and television
industry is very chauvinistic.

2(10%)

4(20%)

2 (10%)

5(25%)

6(30%)

1(5%)

15. The production aspect of the
South African film and television
industry is stereotypically rigid
as regards the domain of men's
work and women's work.

3(15%)

8(40%)

2(10%)

1(5%)

5(25%)

1(5%)

Table 19 Personal response questions
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That there is little consensus among the women about gender discrimination in
the industry is apparent from the contradictory results. Although many of the
respondents [Table 19: Question 3 (65%); Question 13 (45%)] claimed that there
is no blatant sexism (sexual harassment) in the workplace, others sensed covert
sexism in the workplace; particularly in terms of the ‘glass ceiling’ syndrome
[Table 19: Question 6 (55%); Question 7 (50%); Question 8 (45%); Question 9
(50%); Question 15 (55%) The results thus confirm from different points of view,
the respondents’ (and the interviewees’ perceptions) that women have had to

work harder than their male counterparts in equivalent positions.

While data on men’s salary by age and seniority were not sought, the response
results for Questions 6 (55%) and 7 (50%) suggest that women do feel they
move up through the management levels more slowly than their male

counterparts.

Few respondents [Question 1 (35%); Question 2 (35%); Question 11 (10%)] felt
that their gender was an issue where technical skills are concerned.
Interestingly, the response to Question 15 contradicts this overall impression as

55% of the respondents agreed with the proposition.

The majority belief (85%) of the respondents that they are supported by their
male colleagues (Question 4) might be constructed as a covert form of
patronisation when taken in conjunction with the results relating to upward

mobility through management and to effort required.
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5.3.5 Section 5 — General industry perceptions

This section tested the validity of the interviewees’ general perceptions about
the industry against those of other women in the industry. The questions in this
section as did those in the previous section focused on the major and most
common issues raised by the interviewees. In the discussions each of the
questions is analysed and where appropriate, correlated with other questions.
The major tendencies evident from the results are abstracted and discussed in

relation to the condition of women in the South African film industry.

Question 1. How would professional intemships help the industry and
educational institutions?

The respondents and interviewees all generally believe that professional
internships would be to the benefit of both the industry and tertiary educational
institutions. An important point raised by some of the respondents was that the
film and television industry is very skills-orientated and that most students who
come into the industry come with a complete lack of skills and little
understanding of the working-world of the industry. Respondents believe that if
students were to receive formal, job-specific training during their internship
periods, they would be much better equipped and more successful when they
entered the industry full-time. One of the respondents said that such training
would also improve the standards of the industry and that this could potentially
lead to better quality productions. Another respondent said that professional
internships would give aspiring filmmakers confidence to enter the industry and
pursue their goals. They would not only during the internships and the training
be in a position to acquire appropriate skills but would also have opportunities to
network with people in the industry. Corola Koblitz (Appendix 1.6:49) made a
similar point in her interview. She pointed out that a ‘rotation’ system of training
would help students build up contacts through networking among the various
sectors of the industry (§4.3.1.1). Another respondent articulated the industry’s



150

desperate need for graduates with both theoretical and practical experience. If
undergraduates had job-orientated training and/or an internship programme
included in their curriculum the needs of the industry would be met and the
prospective employee would be likely to feel competent and confident of

Success.

One of the respondents asserts that most educational institutions are in fact
totally out of touch with industry practices and are, therefore, not aware of what
is required of students once they enter the workplace. This particular opinion
reinforces the opinion expressed by many of the interviewees who claim that
educational institutions offer ineffective and insufficient skills-training (§4.3.1.1).
Another respondent believes that if professional training programmes were
instituted as partnerships between educational institutions and production
companies, then these institutions would gain more credibility in the eyes of the
broader South African film production industry. Institutions would in their turn
possibly be able to draw more students and turn out a greater number of
students who are properly and effectively equipped to enter the industry than
they do at present. One respondent stated that she would be very keen to get
involved in professional internships with educational institutions. Only one of the
respondents indicated that she did not believe that professional internships

would help to improve the industry. No reasons were given.

The common complaint among interviewees that trainees lack self motivation, a
sense of responsibility and initiative and that they are not prepared to do any
extra work and are lazy was reiterated by two of the respondents. Both
respondents asserted that trainees make too many mistakes and take too many

things for granted in the workplace and are, therefore, regarded as 'expensive

mistakes' by management.
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Question 2. What was your family's response when you initially wanted
to get involved in this industry?

Twelve of the twenty respondents (60%) said that their families responded
positively (using words like supportive, encouraging or happy to describe their
family responses) to their desire to enter the industry. Only three of the
respondents (15%) stated that their family’s response was negative and in one
case articulated as ‘not a career for a person who Wanted a family’. The
remaining five respondents (25%) stated that their families’ were either overtly
neutral or did not comment or respond. The lack of comment or response could
be construed as a negative response — a silent objection. The high percentage
of support (60%) is ambiguous, however. The data show 90% of the women are
White and the statistic would probably be very different if more of the
respondents had been women of colour. (Refer to the discussion in §4.3.2.3 and
4.4.3.2)

Question 3. How was your training financed?

Self-funded 7 (35%)
Parents 2 (10%)
Student loans 1(5%)

Company 2 (10%)
A combination 3 (15%)
No response 5 (25%)

Table 20 Financing of training

What is significant is that most of the women (35%) said that their training was
self-financed. The determination of the women which the self-funding result
suggests correlates with view of both the interviewees and the respondents that
women in this industry have to be, and are usually, very determined, strong-
minded and passionate about their work (§5.3.4). Only 10% of the respondents
stated that they were financed by their respective companies. This is a very low
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figure and suggests that the industry is not investing enough in the training of its

employees.

Question 4. What problems have you encountered which arise from the
very hierarchical working environment you are in?

The responses to this question were very varied. Two women (10%) claim that it
is often very difficult for beginners to break through and get opportunities to
carry out their own ideas. One of the excuses offered by employers about those
who are new is that they are too young and inexperienced and that they,
therefore, don’t warrant attention. Only after years of experience are employees
allowed more freedom to carry out their own work. One respondent asserted
that all types of compromises have to be made when one is working in a
hierarchical environment. This could mean that one would (covertly) be forced to
bow to a ‘superiors’ judgement and have to give up one’s own ideas. It is also
true, however, that most production work requires teamwork and so
compromising one’s own ideas to the team is part of the job. A balance needs to
be struck between encouraging individual creativity and ensuring the success of

any teamwork.

One of the respondents asserts that she is very frustrated because in this
industry one 'gets one’s stripes', (rather than earns them) long before one is
allowed to act on one’s own ideas, skill or knowledge. She says that people
continuously wrongly define others in terms of their roles rather than in terms of
their skills. What is clear from the sentiments expressed is that because many
women in the industry are very strong-willed and —minded, they experience a lot
of frustration because they are not given enough of a chance to prove
themselves as individuals. This point of view correlates with that of Levern
Engels (Appendix 2.3:103) who believes that she can work really hard but still
get nowhere because work in the industry is won solely through ‘contacts’.

Emerging production companies can not have the right ‘contacts’ and are thus
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denied access to work. The importance of networking and contact building, so
frequently mentioned by the interviewees and network spokesperson, becomes
evident given the closed nature of the industry is unlikely to change for the

better in the foreseeable future.

None of the respondents indicated that they believed the apparent thwarting of
their creative selves was the result of gender discrimination. Nisha Naioo
(Appendix1.7:57) claims however that women filmmakers are not fairly treated
by prospective funders if it is known that they are making a film on women’s

issues. This constitutes a blatant example of gender discrimination.

One respondent stated that people with degrees or professional training have a
higher self-esteem than those without and that, by comparison, those without
degrees and professional training come to feel less important and less
significant. Another respondent explained that one of the problems in working in
a hierarchical environment is that people in the lower ranks are always blamed
for things going wrong even though they may be blameless. One of the
respondents added that there is a lot of office politics in advertising agencies
especially. From these perceptions is can be deduced that most companies
practice a ‘top-down’ approach to work.

Question 5. Do you consider drug and alcohol abuse to be rife in the
industry? If so, how do you account for it?

Most of the respondents (95%) agreed that drug and alcohol abuse is rife in the
industry; only one person (5%) did not concur. This statistic confirms the views

that came through in the interviews.

The working environments of the film and television industry are very
pressured. This is confirmed by the interviews as well as by the majority of the

respondents in the general comments that they made. Some of the
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respondents mentioned that there is constant pressure on people to deliver
their best work in the shortest space of time. This means in effect that, they
have long working hours and constantly suffer the stress of peer-review.
According to one respondent, many people are dependent on drugs and
alcohol as they follow the 'work hard/ play hard' principle. She states that these
people are also away from their homes and families for long periods and turn to
drugs and alcohol to cope both with stress and the separation. Another reason
given for substance abuse is that the nature of the industry forces people into
socialising with those with whom they do not have much in common and that in
order to facilitate the socialising people resort to drugs and excess amounts of
alcohol. One of the respondents maintains that alcohol is taken to relax and

cocaine to induce invulnerability.

Two of the respondents indicated that those who are victims of drug and
alcohol abuse think that such behavior is very trendy and that it suits the whole
glamorous image of the industry. Another of the respondents commented that
the easy availability of drugs in the industry is a major problem, because it

makes them there for the taking.

Question 6. What particular problems have you experienced in
advertising and marketing your productions?

The biggest marketing stumbling-block according to the respondents and the
interviewees, alike is a lack of money and the consequent limited budgets for
advertising and marketing. Small production companies are especially affected
by a lack of sufficient funding. One respondent mentioned that this is the biggest
barrier to access for small production companies. The respondent claims that a
few large production companies dominate all the work that gets commissioned
and/or broadcast because they have the capacity to raise large amounts of

capital for marketing their productions.
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The industry’s lack of a proper infrastructure through which independent
producers do not have support is another major stumbling-block cited by the
interviewees and confirmed by the respondents. All say there is a serious lack of
information about the specific paths to follow and the exact people to speak to
when tendering for commissioned work and/or broadcasting. One of the
respondent’s states that the SABC has a very rigid and narrow vision regarding
the work they commission out and that their approach to the work they hand out
is extremely non-collaborative. One of the respondents mentioned that the
whole area of advertising and marketing productions in the field of television is
too 'White'. She believes it is being maintained as such. (Compare § 4.2.2 and §
5.3.2, above).

Another problem area that the interviewees and women’s networks identified as
one that needs to be tackled by the industry is that of the serious lack of
marketing skills in relation to advertising and distribution in South Africa. The
most obvious reason for this according to interviewees like Nisha Naidoo
(Appendix 1.7:57), is the fact that money is hard to come by for production work
and so by the time the production is complete, there is not really anything left
over. Levern Engels (Appendix 2.3:104), one of the interviewees, noted that few
South African filmmakers have ever had any real training or education in
marketing. One of the respondents also identified this problem. She believes
that filmmakers in South Africa need to learn from the success of international
filmmakers. The same respondent believes that the Department of Arts and
Culture, Science and Technology needs not only to help filmmakers make their
films, but also needs to help them market, sell and distribute their films. In this
way, an actual market would be created for the production of more films and
filmmakers would gain the financial confidence to make more films. Another
respondent says that she believes that what the industry needs is interactional
marketing — a form of marketing which relies on a vast network of people being

established across all sectors of the industry. According to one of the
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respondents, the self-interest and private agendas of those already in networks
and those who already have channels of communication could thwart the setting
up of a cross-sector network. Frequently, so the respondent claims, the entry to
paths of access are muddled because they have been corrupted by the personal

agendas of those in authority.

Another respondent claimed that there are too many 'power games'- and in the
business it is 'who you know' and not ‘what you know' that supports the view of
the industry as a ‘closed shop’ run by a small, but powerful, clique. Such
conditions invariably exclude the work of many aspiring and talented

independent producers and directors because they are outsiders looking in.

Question 7. Who is your role model? What branch of the industry? Why
is this person significant?

Various responses were received to this question. Among eleven women who
responded to this question, eight (72%) chose women and three (27%) chose
men as their role models. The list of women chosen includes, Christine Vachon,
Jane Campion (twice), Sheryl Raine, Angie Mills, Helena Spring, Zola Maseko
and Esther Campbell. All of these women are perceived by the respondents to
have two key things in common: they work very hard and are passionate about
their work; and are also assertive and have good self-images. The respondents
believe the women are successful because they have assumed power in their

work environments rather than putting up a fight for it.

According to Corola Koblitz (Appendix 1.6:51), Dezi Rorich is an example of a
woman in the South African film industry who actively gets on with her work.
One of the respondents cites ‘getting the job done’ as the only important thing in
a work environment, and explains that to do so requires both skills and the

ability to remain focused. Another respondent says that women are not victims
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in the industry and that they should not regard themselves as such. She
believes all peopie in the industry have to work hard and take their work
seriously in order to be recognised. She also believes, however, that the
industry is largely undisciplined and unprofessional and that it rapidly needs to

transform and reconstruct itself formally.

Question 8. Any other comments you wish to make?

A point raised earlier which was raised again by one of the respondents is that
of the lack of information about the industry and about the channels of entry.

She reiterated the urgent need for more and better training programmes.

Another respondent states that she has noted a significant change in the
industry over the last few years. She says that flmmakers once had a low self-
esteem and a low self-worth but that this has now changed and that flmmakers
in general are a lot more positive, patriotic and courageous. She notes also that
there are now many more women in the industry than in the past, and that many

of them occupy key positions.

54 Conclusion

What is evident from the interviews and the results of the survey is that the
South African independent film and television industry is still in an early stage of
development. There are plans afoot by both government and private companies
to contribute to the development and growth of the industry. The active
participation of women need to be looked at seriously in terms of the present
and future of the industry. Responses from the South African women’s film
networks and from some of the respondents indicate that women are now being
given more of a chance to be active players in the industry, but the chances are

too few and far between. Recommendations for the growth of the industry and
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the increased participation of women, (and of women of colour, particularly) are

outlined in the following chapter.
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Chapter Six Recommendations

6.1 Preamble

The focus of this study has been the condition and profile of women working in the
production sector of the South African film industry, with special attention being
payed to women of colour. The purpose of the questionnaire survey was to test the
validity of the beliefs, perceptions and opinions of the initial set of interviewees
against a broader range of women working in production. It is in the light of the
results obtained after analysing and collating both the interviews and the
guestionnaires, and comparing the interviews with the survey data that the following

recommendations are made.

The recommendations are made against the background of the gendered job
conditions in which women workers in the South African film industry still find
themselves working. The recommendations are concerned less with redress for
women than with consciousness raising amongst, not only the men controlling the
industry and thus women's lives and livelihoods, but amongst women themselves.
Recommendations are made in response to specific issues which the
interviews/respondents raised and offer practical solutions and strategies which, |
believe, will be to the advantage, not only of women in production, but also of the
South African film industry as a whole. The recommendations offered as a
contribution to the transformation of the industry at large as it is only after this has
been done that the conditions of women in the industry will improve. If a concerted

effort is made to change the broader South African film industry, then this will have
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a positive cascade affect on the condition of women workers and women of colour
in particular.
For the sake of clarity and of economy, related issues have been combined into

generic areas:

. The production sector of the South African film industry.
The role of government in the production sector of the South African
film industry

. Appropriating their working lives: the road to recognition for women

in the production of film in the South African film industry.

6.2 Recommendations
6.2.1 The production sector of the South African film industry
6.2.1.1 Perceptions of the industry

The information gained from the interviews and the responses to the
questionnaires is very revealing about women's feelings about perceived gaps in the
film industry as regards jobs, job conditions, job profiles and job training. While few
of the women experience or sense blatant sexism, all feel that the industry and in
particular production, are still male dominated (compare §4.3.2.1). The women
believe that they have had to adjust to working in a male-dominated industry and
expressed feelings of being left out and disregarded professionally by their male
counterparts. They believe that there is just not enough adequate training available
to students who wish to enter the industry and so the entry of more women into the
industry is limited even further. The women also expressed concern about the fact
that the industry is not transparent enough with result that emerging women
filmmakers, like Levern Engels, are thus denied opportunities to compete with the

few already established production companies who dominate production in South

Africa.
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Many of the women, Corola Koblitz among them, felt that they had to work a lot
harder than their male colleagues to prove their capabilities. The women
interviewees and respondents agreed that there is definitely a sense of the 'glass
ceiling' in their work environments and that women cannot progress beyond a
certain point in the hierarchy. It is, therefore, very difficult for women to break into
the industry and build a progressive career as women are not generally employed
in the senior levels of production. Only a few White women like Marteen de la Harpe
have managed to reach a position of authority in the production sector of the
industry. Women of colour are virtually invisible in the production sector of the
independent South African film and television industry because of the double-bind

they are in, given their race and gender.

Virtually all the women interviewees and respondents experience their working
relationship with broadcast institution as problematic. Filmmakers such as Levern
Engels believe that as women and independents they are unfairly treated by
broadcast institutions like the SABC. The claim is that such broadcast institutions
continue, as they have traditionally dove, to commission out productions to a select

group of White male-owned production houses.

Many of the women were of the opinion that the South African advertising industry
is inherently chauvinistic and that it sees women solely as administrators and 'Girl
Fridays' not as producers and directors. Many women pointed out that the
advertising industry as a whole is a strikingly White male stronghold and that they
believe it is deliberately being maintained as such. Several of the interviewees
expressed concern about the lack of people of colour, of women, and especially
women of colour, working in production in advertising and all emphatically denied

the usual management claim that people of colour and women in general were not
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available. The interviewees and respondents all believe that this is just an excuse

to keep what is a very lucrative industry, White and male.

The overall impression gained from the interviewees and respondents is that the
South African film industry has to undergo radical transformation. It will have, either
to restructure itself, or submit to government enforced restructuring. It will have to
monitor its role as a skills-provider (thus institute proper training); a job-provider
(thus re-evaluate its employment policy in terms of equity); and a producer of goods
(thus reassess its marketing strategies). Much of the above can be done if the
industry moves rapidly to activate its recently (April, 1999) inaugurated self-

regulating body, the National Film and Video Foundation.

If women, and women of colour in particular, are to see a change in their job profiles
and an improvement in their working conditions, the South African film industry will

have to look to the following aspects of the production sector:

. training

. promoting productions

. internal organisations
6.2.1.2 Training

A formal training curriculum based on international standards needs to be designed
and approved by a team consisting of industry professionals (with good
management skills), academics and government advisers. Before such a curriculum
can be devised, however, a professional-needs analysis needs to be done for each
aspect of production. The curriculum will have to focus on 'on the job' skills precisely

because the film and television industry is highly skills-intensive.
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Students and those already operating in the independent South African film and
television industry seriously need to gain skills in marketing their productions. Many
of the interviewees and survey respondents recognised this area of marketing as
a serious lack amongst fiilmmakers in the industry. If South African filmmakers were
better at marketing themselves and their products, they would have more success
in the local and international market. Corola Koblitz specifically mentioned that
South African filmmakers have no international marketing skills. Her
recommendation is that South African filmmakers and film schools need to learn
from the international community of filmmakers who are far ahead of us in terms of

their international marketing skills.

Film and television production schools in South Africa must include a course in the
marketing of productions. Below is a list of some of the aspects that may be

covered in such a syllabus:

. International strategies that have proved successful should be
analysed as case studies and actual strategies and plans included
in the course.

o Students must be made to read international film magazines and
journals as part of their course work.
. South African student producers must learn how to budget for their

productions so that some money is put aside for marketing like the
American filmmakers do.

. Students must be taught how to access all avenues of the media in
marketing their productions. Examples would include arranging
interviews with radio stations to promote their productions and
contacting the press to do a story about their productions.

° Other marketing tactics that can be learnt include 'give-aways,’'
competitions and poster displays.

The above is a list of suggestions and is not exhaustive. Students need to
understand that a course is only a skeleton and that they have to exercise their own

creative powers in devising marketing plans around their productions, because the
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success of a production lies largely in the creative ideas that make the production

marketable.

Students should also have to do a course on organisational skills. One of the
respondents mentioned that there is not enough professional discipline among
filmmakers. The reason for this is that most independent filmmakers are not
equipped with essential organisation skills in managing and directing the operations
involved in their productions. Aspects of business management need to be taught

in any organisational skills course.

As discussed earlier in §4.2.2, there is a particular lack of marketing and
organisational skills amongst people of colour. Special training conditions need to
be set up to accommodate previously disadvantaged groups, including women and
women of colour. In this way, the employment imbalance palpably evident in the

industry and in production, in particular, will begin to be corrected.

As far as in-service training is concerned, large educational institutions must actually
be in a position to expose their students to real learning opportunities. The film
production industry has a major role to play in the transformation of tertiary
curricula, as it is the holder of real working life knowledge. A partnership between
the industry and educational institutions would allow for setting up of internships
(perhaps in practice and regulation, similar to artisans' apprenticeship programmes).
Industry-related institutions should also conduct a formal needs-analysis and

institute training workshops in response to the discovered needs - and not merely,

as has been the case, as a publicity gambit.

A general lack of training opportunities exists for students and people already
working in the independent film and television industry. More job-appropriate

training sessions need to be organised for both students and professionals.
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The White paper on Broadcasting states that the government will support the skills
development project through the funding of the 'Broadcast School', which it hopes
to institute. The training school should preferably operate as an independent self-
funding enterprise subsidised by the government in the same way in which other
educational institutions are subsidised. The National Film and Video Foundation
would be the most logical body to handle the practicalities of the partnership
between the industry, the school and the government, and to act as the monitoring

body once the partnership has been formed.

Other registered films schools would have to apply for the accreditation of their
curricula on the National Qualifications Forum (NQF) to SAQA (South African
Qualifications Authority). Qualifications should be available on the levels of a

certificate, a diploma and a degree.

While government intervention is welcome in order to ensure transformation in the
industry, the intervention should not be such that the Broadcast School is denied
its academic autonomy. It would be to no one's advantage were the school to be
seen as an institutional instrument for government propaganda - as was the SABC

in the apartheid years.

Bursaries could be offered by the National Film and Video Foundation to enable
previously disadvantaged groups to enter this vocational field. As it stands there is

still a very poor representation of people of colour and of women of colour in
particular, in the industry.

6.2.1.3 Promoting the industry
The South African audience alone cannot support the growth of the South African

independent film and television industry. The actual size of the domestic audience
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is very small and the industry itself thus remains relatively small and, accordingly,
a relatively minor job- and skills-provider. As indicated by the interviewees, the
South African budget has more important funding priorities - health, education and
housing. It is very important that the industry establish links with foreign markets in
which to sell their products. In this way foreign currency is earned with which to
develop not only the local film industry, but the South African economy as a whole.
Only then will sufficiently large amounts of money be available for ploughing back
into training and experimental production. The more the industry expands, the more
jobs it will create, and the more skilled people it will be able to produce. Given the
new, Equity Bill, this should mean more women, more women of colour and more

people of colour working in film production.

(a) Film and Television
The number of films and television programmes being made need drastically to

increase.

The more films that get made, the greater the experience of fimmakers and the
better chance there is for an improvement in the standard of South African films
and, as has previously been stated, the better chance there is for financial growth

in the industry. The growth of the industry will in turn provide more jobs and more

people of colour and women, especially, will be in the position to enter the industry.

The vision statement of the Cultural Industries Growth Strategy states that South
Africa has the potential to increase the number of local films made annually from six
to twenty (The South African Film and TV Industry, 1999: 2). These films should be
made so that they can be successfully marketed to an international audience. Some

of the feature films should be made for the South African audience and others to

cater for both South African and international audiences.



167

South Africa is currently host to about eighteen international films made every year
by foreign producers. We have production and post-production facilities that are of
a world-class standard as well as expert production crews. The South African film
industry needs to market the facilities that we have to attract foreign filmmakers and
to earn foreign currency. The National Film and Video Foundation, perhaps, needs
to set up a website that provides information and all the appropriate contact details
on the locations available for the production of film as well on the industry-related

support services which are available to international filmmakers.

South African film and television productions are expensive to make but filmmakers
need to be creative in their approach to the problem. They need to be prepared to
make short features shot on cheaper cameras like digital cameras as recommended
by both Kubeshni Govender and David Wicht (see § 4.4.2.2). Govender and Wicht
both state that emerging filmmakers should take advantage of such technology in

order to give themselves a greater chance of entering the industry.

The nature of South African film needs to be drastically re-assessed. It needs to
break away from the stereotypical films that have historically been made in this
country. As noted earlier (§ 4.2.2), many interviewees believe that it is crucial for the
development and success of the South African industry that new relationships and
identities be negotiated among South African filmmakers. The new relationships
need then be acknowledged through representation on film. M-Net's, New
Directions is an initiative which is attempting to encourage representations of
previously marginalised grouping. New Directions aims to encourage and develop
new scriptwriters and directors. Scriptwriters especially, need to be trained in writing
scripts that focus more on the conditions of people as they actually are and in a way
that is appealing to both a local and international audience thus improving the
marketability of South African productions.
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Another area waiting to be explored and exploited is the production of 'educational
documentaries representing cultures, life styles, working lives and focusing on the

peoples places and experiences which were previously marginalised.

(b) Advertising

Filming for advertising is a sub-sector of the production industry. This business
sector in South Africa generates a huge sum of money every year. South African
advertising is rated as some of the best in the world. Every year South African
advertising companies make larger sums of money as the facilitators for foreign

commercials than they do through local advertising.

Foreign advertising companies like Film Master from Italy, who work through
Velocity films in Cape Town, are attracted to the top quality work produced by
South African advertising agencies, to the low cost of production given the strength
of their foreign currency against the weak Rand, and not least, to the 'freely

available and accessible' beautiful South African scenery.

In order for the advertising industry in South Africa to grow and prosper in terms of

foreign work, the following recommendation needs to be considered:

Measures need to be taken by the local advertising industry in conjunction
with the Department of Home Affairs to ease bureaucratic processes for
foreign filmmakers. Foreign advertising filmmakers find the red-tape involved
in gaining work permits daunting and thus might not even consider South
Africa as a location for the production of their work. It is therefore very
important that a central office is set up by an independent company to
provide assistance and information to foreign filmmakers, including
advertisers. The company which sets up the operation would work on a
commission based on the volume of information that they provide to foreign
filmmakers. It would be the function of the central office to promote centres
in South Africa such as Cape Town that have always attracted international
advertisers as potential production locations. The office would have to have
available very comprehensive information on all production support services.
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The office could also set up a website on the internet through which to
market South Africa and the advertising industry to foreign advertisers and
filmmakers.

The South African advertising industry is still dominated by White-males (compare
§6.2.1.1). If the advertising industry can show growth in production both locally and
internationally, then the industry will increase in size and more jobs will be made
available. It is at this point that people of colour and women, especially, will have
opportunities to enter the industry. When such a time comes, women and women
of colour must be ready to exploit the new opportunities which will become available
to their fullest so that in the future, women will be better represented at senior levels

in the industry.

(c) Distribution and Exhibition

Broadly speaking, exhibitors are companies like Nu Metro who facilitate the
screening of films. Distributors are companies that facilitate the distribution of film
from a production company to an exhibitor for screening. Such a company is as

Video Vision. Sometimes a company is both a distributor and exhibitor.

The lack of a variety of outlets for distribution and exhibition has always been a
weakness of the South African film and television industry. Ster Kinekor and Nu
Metro between them hold a virtual monopoly of distribution and exhibition. Smaller
groups, some of them independents, do exist but they more often occupy niche
markets like those for ‘art' films, 'African’ films and 'Asian’ films'. The Labia in Cape
Town would be an example of an independent exhibitor. Ster Kinekor and Nu Metro

in effect promote, almost exclusively, English films representing the "American way
of life".

Large media conglomerates such as Primedia should not be allowed to control the

distribution and exhibition of South African film, as Primedia does through its
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position as the holding company of Ster Kinekor; one of the largest distribution and
exhibition networks. In such a situation, South African films always be seen as
second or third after American films and other foreign films and large media
conglomerates will always be able to control every sector in the industry. New
filmmakers and women especially will continue to be left out of the industry and
South African audiences will not develop a desire to watch South African film any

more than they already do.

If independent distributors and exhibitors were supported~by government legislation
and the public, we would have a greater availability of film, especially more local
film. The industry will thus expand and more jobs and training opportunities would
be created for those aspirant flmmakers of colour who wish to enter the industry
and were not given opportunities during the previous dispensation. The expansion
of the industry will have a positive affect on the number of women of all colours in

the industry.

South African producers need to look beyond the United States and Europe for
distribution markets. Asia and South America could potentially be buyers of South
African productions, yet these markets have barely been targeted for research.
Distribution companies need to be set up to market and sell South African
productions to overseas markets. One company that has been involved in marketing
South African productions overseas is the African Barter Company which sells

South African production to overseas markets especially South American and

African countries.

More cinemas need to be built in those semi-rural areas that can support them.
Such exhibition centres need to cater for the needs of the particular niche markets
they serve. Here then would be a ready-made market of which smaller, independent

producers could take advantage. The size of the smaller niche markets lends itself
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to cheaper production because consumer demands are less sophisticated. In many
countries such as Australia, smaller production companies cater very successfully
and lucratively for the viewing needs of semi-rural areas. A needs-analysis for the
various semi-rural areas would need to be carried out to ensure that the needs of

the target market would be catered for.

(d) Co-Productions

Independent production companies need to take every opportunity to forge links
with potential co-producers both at home and abroad. Anant Singh is an example
of an independent producer and distributor who used every opportunity he has been
given to establish relationships with co-producers. He has successfully, through his
own initiative, produced many films with co-producers such as the BBC. If small
South African production companies contract to co-producers with companies from
abroad, they would in all probability have bigger budgets than they might otherwise
have had. Furthermore, film distribution opportunities would be likely to extend to
the markets of large international distribution and exhibiting networks. Industry
workers in their turn would gain advanced skills through interaction with foreign

filmmakers.

The NFVF should play a major role in facilitating local/foreign co-productions. It
could help by providing information directories of local and international producers
who are interested in co-productions. The Foundation would also create
environments in which local production workers could meet foreign production
workers by hosting social occasions, conferences, festivals, workshops and
competitions. Exchange programmes funded by the NFVF would be of advantage
to both South African workers and those from overseas. Exchange workers from
overseas would also benefit the industry, not only by bringing in extra capital, but
by experiencing firsthand the advantages the country has to offer.
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The NFVF could assist by arranging for independent producers to get full exposure
to overseas buyers. Independent film producers in their turn need to make every
effort to attend film and television markets such as the Southem African Film and
Television Market which is held in Cape Town annually, to meet international buyers
and to forge links with them for current and future business.

6.2.1.4 Internal reorganisation - transparency

The general concensus of opinion among the women was that there needs to be
more transparency across all sectors in the industry - including training, production,

post-production and marketing.

Transparency would be achieved if there were a central source where information

were freely available and easily accessible. Prospective students, for example, need |
to know about the training opportunities available to them both in educational
institutions and within the industry itself. People in the industry need to be able to
access information about current or forthcoming productions. The NFVF could play
its part in creating such a resource by setting up a publicly accessible database not
only for the local industry, but one which would incorporate current information on
international producers and the possibilities for co-production (see also §6.2.1.3 Co-
productions). The availability of this type of information will make it much easier for
women and women of colour, especially, to have defined access routes into the
industry. Such a system is also likely to lead to greater mutual support and co-

operation between the sectors of the South African film and television industry.

6.2.2 Govermnment
The NFVF in partnership with the Department of Arts and Culture, Science and

Technology needs to work seriously towards building a proper infrastructure for the
independent film and television industry. The NFVF in conjunction with the

Department needs to continue the Interim Film Fund instituted by the Department,

by financing independent productions.
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Government needs to take a hand in ensuring fair and trénsparent commissioning
procedures. It needs to set up a system whereby independent production
companies are able to compete on an equal footing against larger production
companies. The large South African production companies are often multinational
by ownership (eg. Primedia and AME) and are thus able to control more than one
sector of production. Foreign, rather than local control, is another issue to bear in
mind in terms of multinational monopolies as the effect of the monopolies is the loss
of revenue to the South African economy. The current situation has resulted in a
situation in which there is very little competition and very limited access to

opportunities for women and people of colour.

Television broadcasters need to be encouraged to accommodate programmes
produced by independent South African producers, but the onus cannot lie solely
with the broadcasters. Producers need to offer the broadcasters a worthwhile,
saleable product. Furthermore South African audiences need to be educated to
support their own film industry. Potential producers of made-for-TV productions
need to be encouraged to analyse the market and respond to its various needs. The
smaller independent production companies in order to survive need to know they
have a guaranteed market for their programmes. Direct commissioning by
broadcasters for niche market productions would go a long way to supporting
independent production companies. In Australia, small production companies in
small semi-rural areas supply the public service broadcaster with programmes that

target the needs of their own small communities that are at a distance from the
larger cities.

For several reasons, the South African film industry would do well to follow the
Australian example. Not only will jobs be created in economically slow areas, but

experience will be gained and a wider audience will be exposed to the nature and
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practice of the industry and its potential as a career choice - to the advantage of the

industry.

Ster Kinekor and Nu Metro in effect promote, almost exclusively, English films
representing the "American way of life".

6.2.3 Women

The production sector of the independent South African film and television industry
is fairly new in terms of transformation. It is for this reason, that many of the issues
raised above, and the recommendations made, focus on the industry at large and
not specifically on women. Only after changes have been are made in the broader
industry, will changes be made to the benefit of the position of women. In the
meantime women aspiring to enter the industry and those women who are already
in the industry and feel frustrated by the fact that they are working in a male-
dominated environment and who have lost hope of progressing in their careers;

need to bear the following in mind:

e We are living in times in which affirmative action applies to women,
and particularly to women of colour. Women, in general, need to be
pro-active in exploiting every opportunity offered them to make a
successful career for themselves in the industry.

o We are living in times in which actual working environments have
changed and women know that getting a job in the industry does not
necessarily mean that they have to find employment in a company.
Women need be more enterprising to create their own work. This can
be done by approaching companies as independents/freelancers
with ideas for advertising campaigns. They should take
comprehensive personal portfolios with them when pitching for work.
Women scriptwriters can get a script

. Women must also take more initiative in training and upgrading
themselves. They should keep abreast of technical developments
and of the 'goings-on' in the industry. They can keep themselves
informed by reading industry magazines and journals, belonging to
professional organisations and by attending meetings and networking
events. Women can also improve their skills by finding out about
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workshops, attending them and practising the skills that they have
learnt.

. Women of colour, in particular need to know that they can now freely
access national and local public departments like the Department of
Education and the Department of Health. Videos, publicity brochures,
educational audio tapes and so forth could be made for these public
departments as aids their work. Since equipment is now more easily
accessible and available all projects of this type can relatively easily
be undertaken.

° Women filmmakers should ensure they have a clear understanding
and knowledge of the needs and the context of the proposed target-
market at which they are directing a programme or campaign. Once
the market is understood the project gains automatic credibility and
social worth both of which translate into financial value, because the
product is saleable.

. It is very important to network with other women and support other
women in the industry. Women's networks must make network
opportunities available to their members. Women's networks also
need to become active in lobbying parliament on women's issues in
the independent film and television industry. Women's networks also
have to address the need for more training opportunities for women.
Women's networks can also look into the possibility of hosting
professional exchange programmes with women filmmakers from
abroad so that skills can be exchanged.

- Lastly, it is very important to have a passion for the type of work that
one wants to do and to always believe that ones' aspirations can be
achieved. All the women that were interviewed were very passionate
about their work and this has allowed them to survive in a very
volatile industry.

Anant Singh might be considered a role model for all flmmakers, whatever their
gender or colour. Singh made the most of every opportunity and took the initiative
wherever, necessary to ensure his survival as an independent producer and
distributor. He did this in the face of daunting odds as a person of colour in the
Apartheid era. He is now one of the most successful people in the independent

production industry and his company Video Vision is one of the largest of its kind
in the country.
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There are many difficulties that women filmmakers and aspirant women filmmakers
face at present in the independent film and television production industry. It is
invariable that the situation will change but women who are already in the field and
those wanting to gain entry into the field must make initiatives otherwise the process
of transformation where women are given more of a voice will take a very long time

and in the process a lot of good talent will be wasted especially by women of colour.
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Chapter Seven Conclusion

The aim of this research. has been to analyse and understand the exact
positioning of women, and women of colour in particular in production work in
the independent South African film industry.

Both television production and advertising as confirmed by the interviewees
and research conducted by the Department of Arts and Culture, Science and
Technology (Cultural strategies group, 1998:22), confirm that the industry on
the whole is dominated by White-males.

The actual number of women working in a production capacity and who have
had their work broadcast on South African television appears to be very low.
The Black, Coloured and Indian interviewees all agreed that women of colour
are the least represented in the industry and face the most obstacles
frequently in the form of commissioning editors or authority figures in the
industry with whom they have to interact.

The industry organisations that do exist like the /PO have shown by their
membership statistics that they are also dominated by White males. Another
problem is that the executives of many of these organisations are members of
the large conglomerate media organisations such as African media
entertainment (AME). The interests of filmmakers of colour and women of
colour especially are therefore not represented. Of the existing women’s
networks, only Women of the sun has been active in promoting the interests
of women filmmakers of colour in the industry.

There are more women than men in the field of advertising. The reason is that
advertising involves a lot of organisational work and it believes that women fill
these positions a lot better than men because they are considered similar to
housekeeping. Almost all women in the field are White and occupy positions
lower than their male counterparts. In South Africa at present, there are only
four women film directors of advertisements, all of whom are White. People of
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colour and women of colour in particular are denied entry into the field for
various reasons. One of the excuses used by those in the field is that people
of colour are just not interested in advertising. The production sector of the
advertising industry remains a White male stronghold.

The information gained by the respondents shows that in the last few years
more women have been able to access the independent film and television
industry and obtain positions of authority. The industry however does not have
any formal structure, and routes of access into the industry are not defined.
This poses a problem especially for emerging women filmmakers who do not
have the ‘right contacts’ to successfully grow in the industry as all the work
that is commissioned and broadcast is done by a few established male-
dominated production companies.

The gender and racial imbalances of the past need to be rectified. A lot of
work still needs to be done before the independent South African film and
television production industry will thrive.

It is very encouraging to note, however, that one of the interviewees,
Kubeshni Govender, who went to a film festival in Korea where one of her
documentaries was to be screened, was told by international flmmakers from
other developing countries that the struggles and accomplishments of South
African filmmakers is a beacon of hope to filmmakers in developing countries

around the world.
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Appendix 1






1.1 Interview with Marteen de la Harpe
Peter Gird Productions, Advertising
Cape Town, September, 1998

Nirvana Bechan

| would like to know from individual people themselves, what work they've done
and what they're doing at the moment and where they hope to be. What
problems have they experienced, if there were any, especially in terms of
gender? I'm also very interested in training of young filmmakers and as |
understand there are no formal channels in which young people out of high
school...

Marteen de la Harpe

There are.

Nirvana Bechan

There are? | do know that there's the AAA School and the Red and Yellow
School. Other than that | don't know of anything else.

Marteen de la Harpe

There's the South African Film School. It depends what sort of training you're
talking about. There are a few film schools now. | have only seen a little bit from
what they've done but they train people so that they can go out there and work in
the industry afterwards.

Nirvana Bechan

Where about are they?

Marteen de la Harpe

In Jo’burg.

Nirvana Bechan

I didn't know that they dealt specifically with advertising.

Marteen de la Harpe

They do, they do because at the ‘Films Schools’ they have made commercials.
They madg one for being a blood donor. They do music videos: they do all types
of filmmaking so that they get a range of experience in different things. | think



they focus more on story-telling than they do on documentaries but | think you
can study some courses in documentary as well.

Nirvana Bechan
Is it for undergraduates as well?
Marteen de la Harpe

It's for school leavers. They do have a lot of scholarships and bursaries for
students who can't afford it. The Department of Arts and Culture have just been
to see them. | think they are a worthwhile organisation.

Nirvana Bechan
Where were you before Peter Gird Productions?
Marteen de la Harpe

| was at the Gatehouse, another commercials company in Jo’burg. | am based in
Jo'burg. Before that | was in New York. | did a Masters Degree in Film at NYU.
Before that | was in television, writing...

Nirvana Bechan
In South Africa?

Marteen de la Harpe

Yes. | was at Combined Artists which is a ...company. | was there for about three
to four years. Before that | was freelancing and | went overseas as well for a few
months and before that | worked at ...Films.... | don't know if you met her. She's
now with Endemol. She is a producer. I'll give you a quick background. | basically
did a degree in Cape Town. | started of in Art School and the time | was at
University, politics was quite a big issue and so | decided to leave Art school and
go and do a Social Science degree on main campus at UCT. So | did that
because | was very involved in the political struggle and in the United Woman's
Organisation. All those sorts of things. NUSAF, UDF, nationalist organisations. In
those days I did a lot of photography, photojournalism, which | did for the student
newspaper. When | finished University | stayed in Cape Town and | worked at
the city council as a photographer. | wanted to do photography but | wasn't sure
how, what, where? That was great because | got a very good grounding in
photography and using different format cameras. The actual photography itself
was not that exciting. With different things, mirror functions or installations or
architectural problems or town planning used to use us a lot. Parks and Forests
used us a lot. The Electricity department used us a lot. We photographed the



power stations a lot. Various different things. It was a fun kind of grounding and
then one day | made a video for the mayor and | didn't want to go back after that
so | resigned and | left Cape Town and | went to Jo’burg. | started from the
bottom basically working as an assistant editor on SABC dramas. From there |
went into the production office and started doing productions. Then | got stuck in
production managing and | was very unhappy about that and | didn't want to do
that. That's when | took a break and | went overseas and when | came back |
started working at Combined Artists. One thing led to another but the thing that
took me out of the production office and into the creative process was writing.
They needed someone to write and | volunteered and | said I'd write. As soon as
| started writing | started getting involved in the creative side of documentaries at
that time and magazine stuff. Once you're writing it you start directing it. That's
how I got into directing. Then it has just been a process of going down the road
and directing.

Nirvana Bechan

You have done quite a lot as far as | can see. Anywhere along there did you
encounter any problems in terms of gender?

Marteen de la Harpe

Yes, | think when | first came up to Johannesburg by 1985,'86, | actually wanted
to go into the camera department because that's what | knew. | wanted to go and
work with camera. There was definitely one woman that | knew that was working
in the camera department. Karen Laxman, she was doing very well. There was
another girl that started working not long after that so | suppose in a way it wasn't
that there were no opportunities, it was quite a closed club. It was quite a boys
club in those days. They weren't really interested in having girls in their midst.
You had to be quite determined to just bash through. | have to say, however
many years later, thirteen years later, Pam is still not a DP, she is not a director
of photography. | think she is operating from what | heard.

Nirvana Bechan
That was with the SABC?

Marteen de la Harpe

No, she was not with the SABC. All I'm trying to illustrate is that it's quite a long
apprentice time for the women. There is for the guys too but | think that at some
point there is a natural progression for them to start shooting. It's not easy for
anyone but Pam is still not shooting. | don't know if that's her or that's the
industry? It's very hard to say. It's not an easy road. You choose it and you know
what you're choosing and you've got to go for it. Directing is also not an easy



road but | made the decision that's what | want to do so | have committed myself
to that process. I'm very happy with that decision.

Nirvana Bechan

How long have you been with Peter Gird films?

Marteen de la Harpe

| joined Peter Gird almost exactly a year ago.

Nirvana Bechan

What has been your most exciting and challenging work?
Marteen de la Harpe

| think every job is challenging. Each job is different and every time you're
working with different people. It's a different chemistry, a different scenario. You
have to use a different technique depending on the story, on the content on the
board. | do find every single one challenging in their own way. We did one for an
ice-cream at the end of last year and that was very challenging because | had to
work with fifteen-month-old babies. There is quite a big performance out of that.
That was quite difficult. We had a child psychologist on the set and actually the
results were really nice but it was quite stressful doing that. The agency weren't
quite sure all the time that we had the performance but we did. That was
interesting. Each job, we did stuff for Fair Lady and | really enjoyed that. We had
to come up with some sort of style for the campaign that worked for different
scenarios. That was another challenge. | really enjoyed that too. Always for me |
do a lot of performance work and always for me one of the nicest parts of my job
is working with people. Working with the actors, the casting process becomes
very important. You really want to get the right kind of people in the door so that
you can work with them. If you mis-cast something then there is not much you
can do. If you cast well then really, it's a matter of fine-tuning. | enjoy that a lot.
There is a process and there is...change. You start with certain things and you
move on to other things. At the moment I'm concentrating on a lot of technical
things again. I'm trying to improve my knowledge of all the editing equipment and
the facilities available and what the machines really can do. When | get an
opportunity to work with them, | know what | can do with them.

Nirvana Bechan

You have interest in technical things as well.

Marteen de la Harpe



Well | come from a technical background as well so at the same time I'm also
doing a lot of technical explorations in terms of camera, and lighting and
spending time at NCC going through it again and again. You can never go
through it often enough to get to a point where | know exactly what the D.P's are
doing when I'm on set. Which lights they're using, what the lights do? How they
put in what combination? | have a background in that but you get rusty so I'm
trying to build up my knowledge there again and put my focus there.

Nirvana Bechan
Talk about the nature of your job, you move around a lot...
Marteen de la Harpe

| think it's quite interesting because the nature of my job has changed as I've
gone up the ladder. In the beginning | was very hands on, always having to do
something even if | was a runner and fetching tea for the director. As you go
higher up in the hierarchy it becomes much more cerebral and emotional in some
funny way. Really, you become a manager. It's quite a shock to the system.
When you feel that you have been a very hands on kind of person, I've always
had to edit my own work for example. Now with commercials | just don't get to
edit my own work ever. | shot quite a lot of stuff when | was at film school. Now |
don't. That's something | might change in the future. | would like to become more
involved in the actual shooting process again in terms of the technical stuff.
Possibly get involved in camera more directly again. At the moment my job
involved travelling to Cape Town and Jo’burg, going to meetings with agencies.
Being briefed on work, coming back and doing treatment and then taking it back
to agencies and pitching on the work. A certain percentage of the work comes
your way and a certain percentage you loose for various different reasons.

Nirvana Bechan
Is that very stressful?

Marteen de la Harpe

It is stressful. | would challenge anyone who says it's not stressful. You are
always having to compete for your work. | think at the level I'm at now, there are
a lot of competitors in my bracket. | don't think I'm right at the bottom of my pile
but I'm certainly not at the top either. There are a lot of people in this kind of layer
that are at various different levels. It becomes difficult because you're up against

boys obviously, most of the time. There are only four women doing what | do, -
including me.

Nirvana Bechan



Who are the others?
Marteen de la Harpe

There's Fiona McPherson, there's Arianne, | don't know her surname and Lizelle
and myself. There's just four of us and most of the time we're quoting against
men which | think may have a psychological impact in that it either works in our
favour or against us depending on what the scenario is. | think what's very
important about the industry is the very perception that, there is a lot about
perception so it's quite fragile.

Nirvana Bechan
What do you mean?
Marteen de la Harpe

| think it's a people industry so people are always looking at other people and
when they are wanting to choose us for jobs they are looking at us from a lot of
different points of view. What they will know about us will be based on a
perception of us passed on from someone else, second, fourth, fifth hand or in
some cases it's a first hand experience. It's that kind of thing. It changes all the
time and that makes it very difficult. | think eventually when you pay your due
respect time; | have only been in commercials two years so I'm still relatively new
to the game. Once you go further down the line and you have been around five,
ten, fifteen years, you're much more of a known quantity.

Nirvana Bechan

You have got to constantly work hard for people to get whatever perceptions of
you they get.

Marteen de la Harpe

It's a difficult thing | think, you almost have to do a lot of personal work, it's
people work that you have to do a lot. It's not like how many hours you're putting
in really, it's how quickly you can see things, can solve things and respond to
things and how you deal with people. | think that's the most crucial aspect of my
job now because technically and creatively you develop confidence over time
and you know what you can do and | have quite a lot of comfort in that zone. |
don't mind, | have confidence. | believe that | can always be better and | believe
that | can always strive to be better and I'm always trying to challenge myself to
do something else to get better, to do a job in a different way. The area that is
more difficult in a way to feel relaxed in is the people side of things. | think a lot of
people when they come into the film business don't take that into account at all.
They don't think that that's what they are going to have to do, particularly as a



director. Your job is to inspire everyone to want to make the film that you are
going to make. When | went to art school all the art students would be sitting
huddled in the corner very quiet not saying a word. All the drama students would
be running around wild making a big exhibition of themselves. | think a lot of film
directors see themselves as artists rather than actors and yet your job is far more
like an actor than an artist because you have to be out there and performing for
everybody all the time. You're the inspiration; you're the voice of authority. You're
making the decisions; you're taking the rap. Whatever it is. People who have a
certain amount of... people who do that naturally make very good directors. I've
had to work hard at it because it isn't naturally in my character to be like that. I've
understood that, that is a very big part of my job so | had to work hard and | enjoy
it a lot. It's very rewarding. Particularly when you get to a point when you feel you
can make a small difference and all | try to do is to let people have a good
experience so that they can walk away and say 'Well that was quite fun", and
walk away and feel satisfied and that, that was a nice two days on the
production.

Nirvana Bechan

You've done documentaries, have you written now you are in advertising? Do
you envisage yourself going into film production one day? Feature film
production?

Marteen de la Harpe

Well, the reason | went to film school was because | wanted to do feature films.
Productions. Directing.

Nirvana Bechan

You didn't realise at that stage that you had to work your way up?

Marteen de la Harpe

No, | did. I was very aware of that, that there was a hierarchy. In fact there was a

project that | started working on ten years ago and that project still has not come
to creation yet but it is something that | am working on again.

Nirvana Bechan
That is because of you lack of time?

Marteen de la Harpe

If you were hiring a director, it's a lot of money and to make a product | think
there's always a risk involved in film. All | have been trying to do over the past ten



years really is to make myself more of a calculated risk, So if someone was going
to hire me they don't feel like they really taking a huge leap of faith. That there is
a track record, that | have been around, that | do deliver the work, that | do know
what's going on. That takes time. You don't earn that in five minutes. You have to
put in the time. You have to put in the hours. You have to do the work. So that's
really what | have been concentrating on with the view to one day having had
enough experience and enough of a track record to be able to put a project
together that people would be happy to put money into. I'm getting closer | think.
I'm getting much closer now. There is a conflict between commercials and other
aspects of the industry. | think it's a delicate relationship and certainly | would not
jeopardise my relationship with commercials because | do enjoy doing
commercials very much. There may come a time when | would like to take a few
months off here and there to be able to do a longer project. A television project.

Nirvana Bechan

You were talking about the delicate relationship between advertising and the rest
of the film industry. Now | have noticed that. It's just the general feeling of being
in a place like this and then being in another place where people are making
documentaries. It's a very different environment. Both are very divorced in a lot of
ways. There aren't channels of communications between them. Why is that?

Marteen de la Harpe

| think the major ... is very different. When you are working on a documentary
you are usually choosing a subject that interests you or that you think is
interesting to the public and then you want to have a contract with the SABC or
however it is and you go out and film life as you find it. Then as a documentary
filmmaker you have a right then to obviously naturally order the information that
you find in your own subjective way. You going out there and observing and
recording what you see. With commercials you are starting with an idea and it is
someone’s fantasy. Someone sat down and came up with an idea that could be
fantastic or it could be very ordinary or whatever it is and they are using that idea
to sell a product. The responsibilities to the client are very different especially
because in advertising it is so expensive, the processes become very expensive
and there are a lot of people involved. Everything that is filmed in a commercial is
put in front of a camera deliberately. Every single thing that you see on the
screen has been discussed and not only with the production company but with
the production company and the agency and the client. Very little is left up to
chance. Once you are in the filming process, everybody is there all the time and
everybody is saying yes, yes we agree all the time. It's a very different animal to
going out with a very small crew and observing life and recording it and giving it
your own order and structure. Because of that the types of people that either take
to one or the other seem to be different and have different focuses.

Nirvana Bechan



Yes, that is what | observed. The people are very, very different. People working
in advertising are running around and doing things. Documentary makers can sit
down and talk about what they are doing. You get the feeling that they are really
involved in this. It is very different.

Marteen de la Harpe

| think there are a lot of people in the commercial side like myself who are hands
off. It becomes a very terrible experience and people think things and then they
have to hand over their thought to a production company. The production
company then has to try and visualise those thoughts visually on the screen and
it is a very scary process for the creators who have had to agonise over coming
up with those ideas. They have had to go through a whole process to get them
approved by clients or whoever even in their own organisation. Then they have to
hand over their baby and then | sit in another place where | am handing over
aspects of that baby to all sorts of other people who | have to trust. | think people
are under a lot of stress and there is a lot of money at stake. There are big
accounts at stake for agencies and we all carry a little of that responsibility in the
chain.

Nirvana Bechan

What | found that is different in the advertising in South Africa; it is a big money
making industry as compared to the other avenues of flmmaking.

Marteen de la Harpe

| think the standards are high. | think people work hard and people do trust us
and all the way down there is more money involved but the reason for that is
efficiency is very important. Time is money in the industry. You will have to pay
people for that responsibility. If | am to make a commercial in a day | have to be
guaranteed in my own mind, | have to think | can do that. The agency has to be
guaranteed that | will deliver that product by the end of that day. If you are in a
documentary scenario and the day doesn't go as you quite wished it to go,
usually you have got another day to fix it. In commercials you don't. Once and
that's it. Unless there's a really good reason for it not happening that day and
there is an insurance that can be got, you can make that movie that day. No
other day. You can't have a bad day. Because of that there is a lot of pressure
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