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Background

] The Independent 8lack Film makers struggle must be seen
black people's struggle generaliy for equai aspects of scciety. Independent
hlack film makers, like other black professionals, have suffered the same
racism, prajudice ana discrimination. Therafcre, an anaiysis of their
situation must be within the contaext of the specitic aspects of the professi
- media unions, closed shop agreements, training, professicnal standards/
ethnic, traditions plus the institutional, individual and cultural racism ¢
the society.

in the context of

Any film policy for black indegendent film makers must take into account
political, social and cultural context in which black Fiim makers have ar
emerging in this country. While ali film makers share the problems of r
finance for their films, black rilm makers have to face doubie constrair

2 Unlike Black American rfiim makers who have a long trzdition of fi
making going back to the =2arliy 1220's thera is no 2stabiished traditic
black indepnendent film makars ‘n 3ritain. Her2 tne invoivemsnt of b
people in films has mainly heen -onfined = Zz2levision where dlack ge
contributed as actors, and mere recesntly as writers and on rare occa
directors. The r2presantaticn of biack geopiz in tne media nas onl
become an issue to be debatad resuifing in the production of gapers
rticles, check lists atc on tne guestion of racism and the medis

-

3 The representaticon of 5lack peopia in the mecia has moved frcm HDiaw.
objects of racists kes namely comedy programmes, tO wnere black situ
comedies involving a wide variety of black osackgrounds have gradually
incorporated into mainstream television drama and documentary programm
all this it has been the white producer and tne wnite director who hav
defined the images that shculd be portrayed of black peopie.
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4 Images are important as they affect our lives and how we perceive
ourselves. In both America and Britain, wnere the mass media is controlled by
white people, the images cr black people nave been racist. In Britain, the
projections of Black people have been limited to the racist starotypes
portrayed in programmes such &s ‘Love Thy Neighbour':; 'Till Death Us Do
Apart'; 'It Aint Half Hot Mum'; 'Empire Road': '@Walcott'. Added to this will
be found the imported Hollywood images ¢f black Amer.icans as mammies, Qucks,
macho 'dudes', drug pushers, racketeers, ccons and menials who.have shuffled
and danced their way across tne screens. These images have nelped to cefine
white societies' assessments of black pecplea, while seriously hindering their
development of 3 sense of oride ang nistorical understanding ¢f themselves.

g The need to present more pailanced, relavant and uvitimately more positive
images of black and 3rd wor!d life on %the screen is5 readily apparant to even
the casual movie goers anad T.V. viewers. In America, 21ack Incepengent Film

makers have attempted to zZna!l 1anqe these sterotype images. albeit in a small
way, by making films on shce-string oudgets ine importance of their work 15
that it establishes an Afro-American aestnetic which is a neéw and imgortant
contribution to film culture. 3y working outside the mainstream 2astadiished
commerical industry the indepencent dlack progucers nave mainrained conIrol
necessary to create works tnat develcp images, 2«plore subjects anad :peak IO
issues that offer alternatives to commerical formuia presentations. They are
creating and establishing authentic images of 3lack American sxperiencs ind
the films attempt to go bevond the sterotypes gsresanted ov Hollywocod and the
like.
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) As a counter voice black independents nave prccduced a rich diversit ty of
work in ali genres. They present a different America - illustrating black
peoples experience of struggle,revolt and emancioation. They‘are contributing
to the demise of the 40ll:HbOd creations wner2 olacks could only grin in the
cottonfields and as the nannies of wnita chiidran Further they help to
create authentic images of the black experience, images which black nteople are
able to identify with, draw inspiration from and oe prrud of their cultural
and social heritage. The films attempt to go beyond the sterotypes presanted
by Hollywcod films where 2iack pecpie arz nothing more than backdrops. Slack
film makers are exploring new ways of cinematic language and communiction in

an attempt to honestly explore their reality and 2veryday lives of oppressed
people. The totai struggle in America today is to balance the false
conception of white America about 3lack cecple tnat has dominated for so long.

7 Simiiar strugglss are aiso beginning o take pi
and more bl agk people wantin to controi and direct
reprasentation of hiack psca in the megi

in Britain as in the word :F tack F3
make films, we came hers 2 driv
not have the image as 7i!m maker
Indian with the funny zccent ang the wes
be challenged zoth frem withia tne media
or counter images Jf hlack cecple, praocucza
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3 In Britain tcday there is a grow 3 3 a
makers with a variety of skil!s. What is iacking is the oorp ¥ TO use
these skills in a positive and creative mannsr. <Channei 4 w n 2y many as
presanting such an ”"purtJn'*/ but with the exception cf cne or two, the
majority of the black film makers have ancountered cdisaopointments. Those
black film makers wnho have been recruited tc work on wnite controlled
production companies as resedrchers, reoorters, assistant directors and
producers have littia cr no editoriai and financial bcntrol over the
programmes being made. <Zxperiences such as tnese are pushing the existing
black film makers to move towards thne estapiishment of independent companies.
The main desires of existing film makers and those wishing to get into the
industry ‘are to make fiims and have access to film facilicies which are
controlled and managed by dlack people.

9 The GLC's role in film neegs to be defined and expiained with the
strategies for race equaiity. Thus the GLC mus:t not only BZe ‘invalueg in
creating aiternatives but alsc attacking/dismantiing the present structuras.
The policy, therefore, must have two pronga¢ approach:

(i) to initiate and develop programmes ind schemes 7O enabla2
existing and aspiring Siack Fiim maker

(ii) to oromota2 access tc the mainstrn;ﬂ an id To encourage change
within the prasent pgractices and grgrassion.
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The GLC film policy must be such that it wiil help existing black Film
makers, enable new ones -0 2merge and lay the foundation for the development
of black film cuiture. This can be dcne through tne funging of cne off
oroductions; a2stablishment of dlack ccntrolled film 2nd video workshcps
training programme and an 2ffective distribution agency.

41 Eh

One-of f production and researcn grants

10 The main cencern of biack film makers today is that they want tc make
films. They want to ccntrol the camera and not just be its subjects. They
want to begin to lay the foundations for a black fiim culture. They cannot
wait for the establishment of workshops be they franchised or not; they do not
need the training programmes because they already have the skills. wWhat they
do need are resources o research, write and create the kind of films which
deal with their experiences as perceived by them and not the anthrcpoigical
views of white middle class media workers.

11i he Ethnic Arts Sub-Ccmmitzee have reczived saverai oroposals from biack
film makers for grants to research and make Fiims a2out the black experiance
coth cn historical and comtempcrary issues. Tnese film makers need assistancs
with one off funding to un cer:a<e that vital reseach, writs tne shooting.
script and to shoot the Tilm. Thus ir London i5 %o sstaoll"h a black film
culture then these fiim makers will have ¢ ce assisted through grant aig so
thar they can make these fiims For the majority the iaying ¢f the foundation
through workshcps is secondary sinc2 the desire tc make the film is upper-most
in their minds. The GLC, through its £thnic Arts policias, must therefore,
fund film pojects which will radically challenge the racist sterotype images
of Holiywood and kestern turope

Workshoos

12 The Ethnic Arts Sud-Ccmmittee nas recz2ived a number of appiications from
groups and organisations appiying for smali sums of money to ouy Tilm and
video equipment. In most cases these organisations have not regarded film and
video as their central activity. Applications have ranged from capital grants
for the purchase of equipment, to a grant for making video of a play, concert
or festival. This reflects the desire of black communities to tegin
documenting the varicus events taking place in their communizZies.

13 While such smail scale applications ceserve support, there is a need to
devejop a mcre systematic approach to funding film and video. Such in
approach should have the objective or laying the foundation fcr the emergenca
and growth of black film culture. One such way of doing this< i< through the
funding of film and vigeo worgsncps wnich are controlied and managed 2y the
black communities. Such «ora;hoos once astablisheg will provide a long
lasting base from whicn training and production can take place. The gdjsctive
of the committee should 2e to move tcoward strategic funding as ©pposed 0
funding small items of equipment belong1ng to individual groups. HOrkshopns
are a means of making film and video 2quipment more ac: ountable to the
community and enabling a fiim culture to smerge rfrom grass roots.

14 There are severz] reasons why the 2staclisnment of Black F1im wOrvsneps
should be supported with grant 1id, These include:
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(a) [n order to begin developing a biack film culture, 2lack film

i
d equipment. Such access &g

C
makers require accass to faciiities an
eral film and video workshops to

date has been minimal!. OJf tne s2v
be found in tne Greater Lcndon Arza, very few of them are managed
or controlled by dbiack ceopla. Very few zmploy hlack people a3
workers and even fewer nave nlack pecple represented on their
management boards. The astablisnment of biack film workshops will
provide the necessary conditiors under which olack film makers
could begin to expiore the technicai, aesthetic and theatrical
problems and issues. -
(b) The technfcal resources, ie. film equipment etc. unavailable to the
black community can be made mcre accessible through the
establishment of film and video resources at local level.

(¢) Access to equipment would faciiitate the film making process so
desired by many rilm makers.

15 In evolving policies on funding workshcps it shculad be btorre
the nature of workshops have :hangad and the !ast two years nhave
unionisation of independent Fiim makers into the Association of Ci
Television and Alliad Technicians. In 1382 the ACTT deveicped an
agreement for appiication within tne Independent Sector, the Herksnci
Declaration (WD). The benerits of the Ceclaration for the sacctor and its
workers are: Permanant empioyment; democratic administraticon; total control
of their product; freedom o undertake rasearch; distribution:; exhibitiion
and production; wunprecedented flexibility in intergrade working: access and
network TV. This contrasts starkiy with the earlier position of savage
underfunding, infrequent single production and a total absence cf the
continuity which radical film work demands.

16 The ACTT is very keen that the WO shouid be adopted and that as far as
possible all workshops should be franchised. Currently there are four

franchised workshop groups in the London Region. (Four Corrners. Newsreel,

Cinema Action and Front Room Films). A franchised workshop basically means

that a group of film makers with a track record (minimum of four) have been

able to raise funding to pay themselves a minimum annual wage (at prasent

about :8,000) and are engaged in strict!y non-profit distribution activities.

The group may apply to the Union for a franchise which will aiso enable them,
with the backing of the Union, to raise production funds from other bodies and "
sell their producticon to telavision channels.

17 The ACTT is concerned to see the establishment of black controlled and
managed workshops in the London Region working under ‘the WD. [n addition to
the advantages outlined above, the ACTT feeis this is another way of getting
mere black people into the Unions.

18 The Workshop Declaration was discussed by black fiim makers at a recant
seminar held in London. During the ccurse of the meeting a consensus on the
disadvantages of W0 for black film makers emerged. The following were the
main disadvantages Sited and were aiso published by the 8lack Media Workars
Associaticn in their newslet*er.
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Oisadvantages

]| make certiin

(a) The Declaration will m
funds.

unlikely to get puvnlic

t9) It will limit the number
there is only a iimited fund for «cCr
can only be a limited proportion of tlack

ksnops ail

tc) It confines all black film or video practitioners
experimental, non-profit making, ncn-commercial
(4} Since the ACTT is touting the

that anvon

of olack workshops ah\*h c3r start, i.e.,
over ti
WOrK3ncps

4ho decesn't sign-it is5 very

it
ocuntry, then there
wi:hin the general poci.

to the Qubixc §ectsr
area.

i*s answer to discrimination

Horkshops as i
and inequality in the industry, it is likely to sidetrack for a
any moves to fight discrimination in film anc TVY.

very leng time

2 [t takes blacks out of th2 mainstream comgetition

(£ The training will fit people to work in t{he werksncp s2ctor, &nd not for
mainstream ccmpanies or big commercial features. and tnere remains the
problem, even if people jet a wCr<shop card, of turning it into Full
membership in the unign.

! The Declaration also, in fact, is 2eing used to raise mor2 money for
white companies on the basis tnat it will benerit tiacks In fact, the total
sum of money availaple to tlacks will be lass

19 The E*hnic Arts Sub Ccmmittee has £o oe saiactive abcut funding woOrksrcps
alone. Tnis is for a number of rezasons:-

(a) limited amount of r2scurces availabls to the commiltee;

(b) sub-committee should not accept the 3abdication of reposibilities of
other funding bodies such as the 3ritisn Fiim Iastitute: Greater
London Arts Association: Gulbenkian Foundaticn Commissien Fer
Racial Equality towarcs funding the estaplishment of dlack Film and
video workshoos:

(¢) the greater need of black fiim makers at present .is 10 nave funds
to make fiims now:

(d) existing workshops should also tike on board the question of
aquality of opportunity and reflect the race dir mensicn in their
management and employment structures. glack pecpla must have
greater access to axisting fiim ang video rasource
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Distribution and Exhibition

20 Distribution is the

single most important thing in fi'm meking. The real
task of the film makers cnly realiy begins after the fiim nas zeen complated.
Film makers unlike other artists degend to greater extent 2n actciencs
response. Thus a film for it to have any mea2ning must be seen oy the public.
[t is the lack of dlstrubt1on and promotion that have prevented the few biack
films that have been made in 8ritain from being seen ty a wider audience. The

existing major distribution networks and exhibition cutlets, btoth ccmmerical
and artistic, ars almost E(CIUSIVEIj reserved for the wscrk of wnite film
makers. Lack of cutlets have also prevented new films from being mace by
black people. Where black and 3rd world film recaive exposure, be it through
festivals or seasons, these are restrictad by nature and thus seen by iimited
audiences.

2 The present distribution agencies aiso ar2 not prepared as yet to take
the risk of buying films for which they do nct envisage an audience teing
availabie. Where they do take the risk and buy the cccassicnal films by black
and 3rd wor!d fFiim makers, the rilms are rareiy we!i prcmetad.

22 In a country where distributicn outiets, cromoticon ard funding for 7iims
have almost exclusiveiy neen for wnite film ma<ers, it is importznt o0
establish structures which wil! promete Films taing made and iikelys 1o ce mace
by black and 3rd world 7ilm makers. This can only oe done tarough “ne
establishment of an indecendent districution agency ccncerned witn the
distributuicn of 8lack and 3rd worldg Films. The ccisctives of such 3
distribution agency shouid be to make the riims avaiiabie to the wides:
audience possible and to plcough as much rescurces back toc the film makers tc
enable them tc racover the costs of their films and to finance future
productions. Such an agency, in order for it to ce effective and of bererit
to the black ccmmunlt.es, must be controlled and managed oy the black

communities.
Exihibition

23 Films cnce bougnt oy the distribution agency must tce activeiy sromoted so
that they can be seen by the widest possible audience. The success of the
Briggin's First Black Film Festival in 1982 proved that there is an audiance,
starved of positive and relative images, wanting to see these fiims. In

addition to opening up the television channels and cinema houses, he ‘
distribution agency will also need to utilize non traciticnal venues in the
community such as churches, hospitals, priscns, youth ciubs, discotheques and
community centres for screenings. An active promotion of black and 3rd worid
films can be done in a number of ways:-

-
-
|

(a) Fiim Festivals

[t is important for the GLC to ce
of film festivais such as Third E
for the promction of black and 3r
context. Such exnibitions are vi

world cinema.

ntinue to support the ¢rganisation
ye which would provide 2 piatform
d worid films in a rasti
ita! to the growth or ol
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(b) Community Film Prcgrammes

Attempts by community based groups to prcmota films snould De
supported and encouraged.

() Film Circuit

As part of the Anti-racist activites the Ethnic Arts Sub-Committee
should look at the creation of a fiim circuit in the Greater London
Area. The circuit would include Tilms on the theme of Anti Racism
and Imperialism and could incluce schools, universities, youth
clubs, churches, community centres, cinemas as the venues.

Training

24 The most frequent arguments used by the mainstraam media bodies to
justify the under-representation of black pecpie is that either fthey just do

not apply or that they do nct have the necessary qualification or the
axperience. One way of rectifying this imoalance ic to simply provide black
pecple with the training cpportunities tO acquira *he necessary sxperience and
qualifications. Channel & has respondad Dy setting up famiiiarisation
training coursas at the National Fiim angd Teievisicn Schesl fer ethnic
minorities and women. It has al!s30 encauraged 2rsguction tcmpanies such as
Diverse Productica to take on black trainees. Tne ACTT are presently
discussing with Indpendent Producars Associaticon abocut a two year training

B

course designed to give “"on tne job" training with a Union ticket on
completion of the ccurse. The scheme is diracted at athnic minorities and
women and is stiil very much in the initial stages of discussion. In addisizn
to these efforts, some workshops also run pasic training courses. However,
none of the present schemes have any biack involvement, management or

control. None of these schemes, moreover, are adequate for the training needs
of black people.

25 The question is not simply of providing training but what kind of
training and for whom. Accass to the full range of training opportunities in
existence has been denied to black pecple. There is need to jet more plack
pecple accepted into Film Institutions such as the Maticnal Fiim and
Television School:; more black people recruited to work on productions as
understudies, and assistants; creation of community based £ilm rescurces which
are controlled and managed by the black communities.

26 There is also the need to set up training which is a specific answer to
black training requirements which should te defined. managed and centroiled by
black people. There has been no opportunities for black peopie to create
training agencies and the GLC shouid encourage projects wnich seek tC do

this. The training schemes zhouid not be an end in themseives dut lead to
other things such as acgquisition of union ticket; coportunity £0 WwOrs on
productions; continued access o rescurces and olaces in Film Institutes. All
training schemes should alsc hava the suppcrt and ce racognised by ACTT.
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27 The Ethnic Arts Sub-Committee should play a very useful role in
monitoring the effects of the numerous training schemes already in operation
and others still being negotiated. It couid do this in a number of ways:-

(a) The GLC, through the Arts and Recreation Committze, funds a numder
of workshops some of who have a training programme iinked to their
productions. The GLC shculd make it a condition of grant aid that
not cnly should these wcrkshops seek to 3eL biack representatiocs
onto management dcdi2s and as werker out aiso run specific training
programmes at community level directed at enccuraging greater
participation of black people.

(b If the GLC is to fund the training scheme being negotiated by ACTT
and IPA, then the Sub-Ccmmittee shouid have 2 seat on the
negotiating table.

() Make representations to the NFTS with a view to identifying ways cf
gnabling more black peopl2 to gain entry intc tne Film School.

GLC Film Policy Group ‘
28 A fiim policy group made up of representatives from AC7T; Britich Film
Institute; Independent Fiim makers Association; GLAA, Ccmmunity Arts Policy
Advisor and the Ethnic Arts Adviser has Deen meeting to giscuss the GLC film-
policy and the future. The group is concerned with %VUIVTQQ an overall film
policy for the GLC and has addressed itseif to the foilcowing sgecific issues:
Community Cinema, workshcps, training and the estaglisnment of a Film Trust.

represantation on

It is imperative tnhat the Zthnic Arts Sub-Ccmmitt2e has
re taken on board

this working group to ensure that its policy initiatives a:
and interegated.

Women's Considerations

29 Any film poiicy should take account of the gosition of women in the film
industry, both as proressionals and in terms oFf {ne negative images of women
predominantly in films.

30 Summary of Policy Statements

{a) to fund “"one of " the procuction high priority;

(%)
yas
n
o

(b) to fund workshops;

(e establish distribution agency for dlack and 3rd worla films which
is controlied and managed Hv dlack people;

(d) to fund 2xhibition of rilms;

(e) to fund training schemes created managed anag contiroiied oy oiack
people.
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(b> Community Film Programmes ,

Attempts by community based groups to promote films should be
supported and encouraged.

() Film Circuit

As part of the Anti-racist activites the Ethnic Arts Sub-Committee
should look at the creation of a film circuit in the Greater London
Area. The circuit would include films on the theme of Anti Racism
and Imperialism and could include schools, universities, youth
clubs, churches, community centres, cinemas as the venues.

Training

24 The most frequent arguments used by the mainstream media bodies to
justify the under-representation of black people is that either they just dc
not apply or that they do nct have the necessary qualification or the
experience. One way of rectifying this impalance i< tu simpiy provide black
people with the training cpportunities to acquire the necessarv experience and
qualifications. Channel 3 has responded by setting up famiiiarisation
training courses at the National Film and Television Schcol for ethnic
minorities and ~omen. It has al!sc encouraged production companies such as
Diverse Production to takz on biack traineec. The ACTT are presentiy
discussing with Indpendent Prcducers Associaticn about a two year training
course designed to give "on tne job" training with a Union ticket 2n
completion of the ccurse. The scheme is directed at ethnic minorities and
women and is still very much in the initial stages orf discussion. In addi*“inn
to these efforts, some workshops also run basic training courses. However,
none of the present schemes have any black involvement, management or

control. None of these schemes, moreover, are adequate for the training needs
of black people.

25 The question is not simply of providing training but what kind of
training and for whom. Access to the rull irange of training opportunities in
existence has been denied to black people. There is need to Jet more black
pecple accepted into Film I[nstitutions such as the National Film and
Television School; more biack people recruited to work on productions as
understudies, and assistants; creation of community based film resources wnich
are controlled and managed:by the black communities.

26 There |s also the neeo LO set up tralnlng whzch is a SDECIflC answer to
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