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THE BRITISH FILM INSTITUTE

Black and Asian Film Resear ch

1 INTRODUCTION AND BACKGROUND

This document contains the findings of a research project undertaken in
1999/2000 by Surrey Social & Market Research Ltd (SSMR) on behalf of the
British Film Institute (bfi). The aims of this study were, firstly, to explore the
use of and attitudes to film, televison and moving image amongst the
African-Caribbean and South Asian populations of the UK and, secondly, to
study the relevant professionals’ views about the current and future levels of

participation by ethnic minoritiesin the UK film culture.

The overal aim of the project was to contribute to the bfi’'s work on how it and
other public sector bodies might help to improve film-related products and
services, in order better to meet the self-defined needs of people of African-
Caribbean and South Asian descent living in the UK. The research was
structured to focus on three main areas of activity at the bfi: film exhibition,
education and collections. However, production concerns also formed an

inevitable part of discussions with film professionals.

The specific background to this study was the development of the bfi’s

Cultural Diversity Strategy which focuses on a range of ethnic and other
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minority communities who may experience discrimination and socidl
exclusion. The research findings will be used to inform the bfi departmental
planning of this strategy.

The bfi’s approach to the concept of cultural diversity is an inclusive one, for
example recognising the broad diversity of ethnicities within the UK.
However, in order to maximise the cost effectiveness of this research, it
concentrated its efforts on the major ethnic minority groups living in Britain -
African-Caribbeans and South Asians (those originally from India, Pakistan
and Bangladesh). To give an idea of the size of ethnic minority communities
within the UK, the table below - taken from material provided by the
Commission for Racial Equality - shows the numbers and percentages of
people who, at the 1991 Census, classified themselves as falling within each
of the mgjor groups. The majority of these groups are heavily clustered within
particular urban areas of the country rather than being spread throughout the
population, and this was of course taken into account in deciding where the
research should be undertaken.

% of total
Number (‘ 000s) population

White 51,873 94.5
Ethic minorities 3,015 55
Black Caribbean 500 0.9

Black African 212 0.4

Black other 178 0.3

Indian 840 15
Pakistani 477 0.9
Bangladeshi 163 0.3
Chinese 157 0.3

Other Asian 198 0.4

Other 290 0.5

Total 54,889 100.0

Like all survey research, this investigation obtained a ‘snapshot’ of the

situation at the time the interviewing was carried out, early in 2000. In many
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ways it was a ground-breaking study since — to the best of bfi’s knowledge —
nothing covering both the ethnic general public (the film-goers) and the ethnic
professionals (the film-makers and exhibitors) had been undertaken before.

This report contains a summary of the findings overal, followed by separate,

more detailed, evaluations of the different elements of the research

e aquantitative interview study undertaken amongst 400 respondents from
the groups of interest to identify the extent and nature of current cinema
and video usg;

e fivegroup discussions — qualitative research — undertaken amongst arange
of respondents from African-Caribbean backgrounds, to help in bfi's
understanding of the group’s attitudes to, beliefs about, and needs from,

cinema and video;

e apardlel exercise of five group discussions undertaken amongst a range

of respondents from South Asian backgrounds;
e atelephoneinterview study of 37 film professionals

e thetechnica details of the research.
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This section of the report brings together the main findings from two surveys,
one quantitative and one qualitative, undertaken amongst the African-
Caribbean and South Asian public. The quantitative research — face-to-face
interviews — involved a representative sample of the two groups of interest,
covering people of al ages. The qualitative research — groups discussions —
was concentrated on younger people, i.e. on current and future audiences. In
this summary, the current study is put in the context of other, relevant work in
thefield.

More detailed summaries of the findings of the two separate surveys, followed
by the full analyses, are included on pages 16 and 40 of this report. A
summary of the findings from the research amongst film professionals, again
followed by the detailed analysis, can be found on page 99.

2.1 Therelationship between film and video, and the viewer

To put this project into perspective, it is important to remember that for the
majority of people in the UK — indeed, probably for virtualy all of them —
filminitsvarious formsis primarily and simply entertainment. It is a form of
escapism, amusement and excitement which, in addition, can provide a focal
point for family or other social activity. When the question of film and video
as art, or as a cultural or social record, was raised with the respondents who
helped in this research, there was some acknowledgement and understanding
of its place and its potential. But without such stimuli — without the thought
being put to the informants — their attitudes to film remained centred on its

role as entertainment.
This should come as no surprise. Here, as in much of this work, the views of

the African-Caribbeans and South Asians appear to parallel the views of the

population as a whole. As James Paul Roberts has put it, there is no ‘popular
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culture amongst audiences that ensures a high level of interest in and debate
about the (film) medium’ (Ref 1). Earlier research, carried out by Docherty et
a in the late 1980s amongst the UK population as a whole (Ref 2) suggested
that cinema-going is ‘no different from going to the zoo, the pub, a football
match, (or) a concert... It is a form of leisure and despite an understandable
desire to...discuss aesthetic preferences (and) visua pleasure...(we must
accept that) cinema attendance (is) a leisure activity’. A similar conclusion
can be drawn from the current study, and little seems to have changed in the
15 years since the earlier work was undertaken or, indeed, since 1971 when
Jim Pines suggested that there *isn't a significant film culture in Britain’. (Ref
3)

It should also be emphasised that although the quantitative research identified
some differences between the African-Caribbean and South Asian sectors in
their approach to cinema and film, the qualitative research (which, as noted
above, was carried out amongst younger informants) revealed fewer
variations. This should not be exaggerated — there are of course differences
between the two groups — but given the emphasis on film as entertainment and
escapism, there appears to be far more that is shared by young cinema-goers

and video-watchers (irrespective of their backgrounds) than divides them.
2.2 Cinema attendance

Data from the quantitative research suggested that about a quarter of African-
Caribbeans and South Asians went to the cinema two or three times a month
or more often. Cinema-going (as amongst the population as a whole), was
somewhat more frequent amongst people from the higher social grades: in
other words there is, broadly speaking, some correlation between cinema-
going and affluence. Indeed, a fifth of those in the lower social grade group
(the sample was split into two by socia grade for the purposes of this work)
went to the cinema no more than once a year. Another group from the same
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sector — just over 20% — never went to the cinema at all, the equivalent figure

for the higher social grade group being less than 10%.

It isinteresting to put these findings into a broader context. Looking firstly at
the question of attendance, government figures suggest that attendance levels
overall have been growing in recent years. In 1986 for example, just over half
the population aged seven and over went to the cinema at least once a year,
and by 1996 this figure had grown to 59% (Ref 4). Research carried out more
recently however (Cinema and Video Industry Audience Research 1999: Ref
5) suggested somewhat lower overal levels of cinema-going amongst the
general population than the current research suggests for the two ethnic
groups of interest. Though some care has to be taken in comparing these sets
of data — collected by different means, with different samples and sample
sizes, and at different times — it is clear from the table below that the recent
study suggests higher levels of cinema attendance amongst the ethnic groups.

Freguency of visiting cinema

General population  African-Caribbeans/South

(16+) — 1999 Asians (16+) — 2000

% %
Once aweek or more 2 8
2/3 times amonth 8 19
Once amonth 13 15
Once every 2/3 months 14 12
2/3 timesayear 14 14
Once ayear 10 9
Less often 12 7
Never 25 15

Part of the explanation for this difference may lie in the age profiles of the
ethnic minority populations, which are very different from the profile of the

population as a whole. The following table, taken from 1991 Census data,
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illustrates the differences, with far higher proportions of the total Asian and
Black populations being under 30 than in the population as a whole and,
conversely, far smaller proportions of them being over 50. Since cinema-
going is more frequent amongst the young (see below), thisis likely to result
in proportionately more of the ethnic minorities, as opposed to the ‘white’

population or the population as awhole, visiting the cinema.

Popul ation breakdown, by age

White All Asians All Black
% % %
Age 16-29 26 38 42
30-39 17 26 23
40-49 17 16 11
50+ 40 20 23

Looking now at social grade in more detail, recent data from the Cinema
Advertising Association/National Readership Survey (Ref 6) suggests that
cinema-going amongst the general population in 1998 was, as in the current
ethnic data, somewhat skewed to the higher socia grades. The table overleaf,
for example, compares the overall UK socia grade profile with the profile of
the average cinema audience. (Note that ABs are from higher and intermediate
managerial, administrative and professional jobs, Cls are in more junior
managerial and similar roles, C2s are skilled manual workers, and DEs are
semi or unskilled manual workers, casual workers, state pensioners etc.) As
the table shows, though 48% of the population fall into the ABC1 category,
the average cinema audience in 1998 contained a much higher level — 66% —

of ABC1s. The reverse was of course true for the C2DEs.

UK population Average audience
% %
Class AB 21 29
Class C1 27 37
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Class C2 22 17
Class DE 30 17

Cinema-going also tends to be a young persons’ activity. More than athird of
all those interviewed in this study who were over 45 claimed not to go to the
cinema, the equivalent for the 16-29 year olds being only 9%. More than 40%
of 16-29s went to the cinematwo or three times a month or more. Here again,
recent data for the population as a whole (rather than the two ethnic groups)
suggested parallels, with average cinema audiences being disproportionately

young.

UK population Average audience
% %
Age 15-24 15 39
Age 25-34 19 29
Age 35+ 66 32

Looking at the same data by ethnic groups suggested that South Asians were
more frequent visitors to the cinema than African-Caribbeans. Thus, for
example, about half of the South Asian sample claimed to go to the cinema
once a month or more, the equivalent figure for African-Caribbeans being
35%.

2.3 Wherefilms are seen, and why

Far more films were seen on television by these informants than were seen in
the cinema. Respondents in the quantitative survey were asked to identify
where they most often saw films. More than a quarter nominated the five
terrestrial TV channels, an additional fifth nominated cable/satellite TV, with
amost the same number selecting video/DVD viewed at home. Just over a
fifth of the sample as a whole — 22% — selected (non-Asian) mutiplex

cinemas. Some of these cinemas now show Asian films as well as mainstream
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movies, which may account for the dlightly higher proportion of South Asians
(26% against 20% for African-Caribbeans) who selected such venues as the
place where they most often watched films.

Looking further into this data by ethnic group, in-home video/DVD viewing
was selected by nearly a quarter of all African-Caribbeans as the place where
they most often saw films, double the proportion of South Asians who
selected it. Conversely, Hindi/Bollywood cinemas were selected by some 10%
of all South Asians, but by very few African-Caribbeans.

The qualitative research suggested that it is not unusual for some people,
irrespective of ethnic group, to watch a film at home every day, ether on
video or, mainly, on television. Older informants tended to be more frequent
in-home viewers of film, with the younger groups being more frequent

cinema-goers.

To put this data in context, the qualitative research explored the perceived
pros and cons of the cinema and of in-home viewing. The advantages of
cinema-going were twofold. Firstly there was the technical ‘power’ of the
cinema — wide screens, high-quality sound systems, and the all-embracing
quality of the experience. Secondly there was the social element, with cinema
being a shared experience amongst friends or family, and often being ‘an
occasion’, a reason for dressing up, or part of an evening that might also

include ameal or aclub visit.

In-home viewing also had its advantages. It was seen as more relaxing,
convenient and comfortable and — of course — drinks and snacks can be taken
whenever they are wanted. If films are on television they can be recorded, and
if they are on video they can be seen more than once, favourite sections can be

watched again, and so on.
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Docherty’s survey of the general public’'s attitudes to cinema and video (Ref
2) was carried out in the early days of video use but it is interesting to note
that even then, in the mid-1980s, people saw the large screen and the better
sound, and the atmosphere, as the cinemas main advantages, whilst those
who preferred video noted that there was no need to go out, videos could be

watched whenever it was convenient, and could be rewound.
24 Dislikes and problemswith the cinema

Though there were of course concerns about the logistics and practicalities of
cinema-going (price, queues, people talking during the film, etc) there was
also concern about film content. There were worries, particularly amongst
women - from both communities - about the levels of violence and sex.
Amongst African-Caribbean informants in the qualitative research there was
also considerable concern about the films — ranging from old Tarzan movies
to Independence Day — which were seen as demeaning or offensive to Black
minorities. Amongst South Asians (and there were echoes of this in the
research amongst professionals) there was some discontent with the film East
is East, which had recently been released and which was felt to give a
distorted or caricatured view of South Asian life.

There was, not surprisingly, agreement amongst qualitative research
informants that there was a need for more films that portray Black culturein a
positive way, that acknowledge what was described as its ‘significant
contributions to the community’. In the earlier quantitative research,
informants were shown a list of different types of film and were asked to
select the type they would like to see more of. Though ‘new
Hollywood/British films (i.e,, mainstream movies) was the type most
frequently selected (by 24%), ‘British Black/Asian films were chosen by
virtually the same proportion, at 22%. These two sets of data suggest that
despite the undoubted pleasures of the cinema as it currently exists, the ethnic
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minorities felt themselves to be underrepresented, and there was an unmet
need — a desire — for films which were more closely related to the day-to-day
lives of African-Caribbeans and South Asians in the UK and that, as one

informant put it, ‘ portray the Black culture’.

Earlier in the quantitative interview, respondents were asked about the things
that ‘stop (them) seeing the films (they) want to see at the cinema. The
factors most often selected, by all groups, were that there is ‘not enough
time/have other things to do’ (25%), and ticket prices, which were selected by

almost the same proportion (23%).
2.5 Information about cinema

Given that cinema was seen predominantly as entertainment rather than
anything else, and that cinema-going tended to be a local activity, it was no
surprise to find that there was little indication from either the quantitative or
qualitative research that people felt any shortage of information about film.
The most important source of information about new videos or films at the
cinema was TV and radio reviews, selected by 28% overal (25% of Asians
and 31% of African-Caribbeans), double the number that selected publicity at
the cinemalvideo shop (15%), word of mouth (13%), and ads/reviews in the
mainstream press (11%). Recent research carried out amongst the general
public (Ref 5) also identified the importance of televison, both
advertisements and reviews, in keeping people informed about films, with

national newspapers also being a significant source of information.

The findings of the qualitative research produced similar results, with no
perceived lack of information on films or their availability. Indeed, the only
concern — primarily for parents — was a lack of information about the

suitability for children, or otherwise, of some films.
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2.6 I nfluences on the choice of film

‘A good story line'” was selected by half the quantitative sample (and exactly
the same proportion from each of the two groups) as the main influence on
their choice of film. The star(s) in the film were selected by 37%, friends or
family interest by 18%, and reviews by 12%. The soundtrack — music and
songs — was selected by just under 10% of those interviewed and by rather

more South Asians than African-Caribbeans.

Data from earlier quantitative surveys amongst the general public as a whole
(taken from Docherty et a: Ref 2) suggests that — again — little has changed
over the years. In a survey carried out in 1947 for the News Chronicle, ‘the
story’ was the most important factor in the choice of film, being mentioned by
37%, with ‘who isin it’ being mentioned by 34%. Reviewers opinions were
mentioned by 19%. In Docherty’s own work (1987), the plot/storyline was
mentioned by 49%, the type of film by 24% and the acting/stars by 17%.

The qualitative research undertaken for this study suggested that decisions
about which film to see are taken by friends and family by debate and a
process of elimination. Groups of friends, having common interests, tend to

have similar views and needs, and dispute was rare.
2.7 Theuse of video

As noted above, video use was common. Video player ownership, which
doubled in the 10 years to 1996 (when more than 18 million machines were
owned or rented in the UK: Ref 4) was common to virtualy al our
respondents. Indeed, amongst these African-Caribbeans and South Asians —
other research suggests that this is equally true for the general public as a
whole — households tend to contain a number of televisions and, increasingly,
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more than one video player. As a result, different programmes are watched

simultaneously by different household members.

Videos were obtained primarily — by some 40 of the sample — from large
video stores like Blockbuster. Local community video shops were also
important, being the main source of videos for 20% overall, but for
approaching one in three (29%) of the Asian informants. The other main
source was friends and family (13%). The CAVIAR data from the mid-1990s
(Ref 5) suggested similar purchase patterns for the public as a whole, with
specialist video shops and chains such as Blockbuster and Ritz accounting for
most video hirings.

Ref 1. James Paul Roberts, quoted in New Questions of British Cinema, Ed
Duncan Petrie, bfi 1992.

Ref 2. The Last Picture Show: David Docherty, David Morrison, Michael
Tracey. bfi 1987.

Ref 3: Jm Pines, Black Films in White Britain, quoted in Rogue Reels —
Oppositional Filmsin Britain 1945-90, bfi.

Ref 4. Government Statistical Service data, 2000.
Ref 5: Cinemaand Video Industry Audience Research (CAVIAR) 1995/1999.

Ref 6. CAA/NRS data, January-December 1998. Quoted in The Marketing
Pocket Book (NTC) 2000.
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31 Summary of main findings

Interviews were undertaken with just over 400 people, with representative
samples of 182 South Asians and 219 African-Caribbeans being obtained.
Interviews were undertaken in locations selected by using distribution figures
for the two populations within local authority areas, based on Census data.
Further information on the sample, and the contacting procedures, is included
in Appendix 1 of this section of the report (page 90). A guestionnaire was
agreed between bfi and SSMR and, again, a copy isincluded in this document.
The remainder of this section of the report summarises the key findings from
thisinterview study.

e A quarter of those interviewed went to the cinema two or three times a
month or more frequently. At the other extreme, almost a quarter of
informants went only between once and three times a year, with almost the
same number going less often or not at all. South Asians informants
tended to be more frequent cinema-goers than African-Caribbeans. Within
the Asian group the Pakistani and Bangladeshi informants appeared to be
split between those who were relatively frequent cinema visitors, and

those (a quarter of them) who did not go at all.

e The pattern of cinemagoing was strongly age-related, with younger
people far more likely to go frequently than their elders, and was also
more common amongst those in the higher social grade groups (i.e. was
more common, by and large, amongst the more affluent). In this context it
is worth noting that, elsewhere in the interview study, cost was identified
as one of the main barriers to cinema-going, whilst in the qualitative
research — see Section 4 of this document — there were criticisms of the

cost both of entry to, and the food and drink sold at, the cinema.
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The majority of people watched most of their films not in the cinema but
on televison. (Indeed, in the qudlitative research some informants
acknowledged that they watched a film on television every day.) Almost
half those interviewed in the face-to-face study said that they saw films
most often on either the five terrestrial channels (just over a quarter of the
sample) or on cable/satellite (an additional fifth of respondents). Home
viewing on television was of course particularly common amongst older
respondents. Cable and satellite were particularly popular with Indian
(rather than other Asian) informants. In total, just over a fifth of those
interviewed said that they most often saw films in (non-Hindi) multiplex
cinemas. Speciaist Hindi/Bollywood cinemas were, as expected,
particularly popular with South Asians, some one in ten of them
identifying such cinemas as the place where they most often watched

films.

Radio and television were particularly important sources of information
about films and videos. Publicity, either at the cinema or the video store,
word of mouth recommendations, and ads or reviews in the mainstream
press were also, though less, important. Additional information might
sometimes be needed and would be obtained from teletext, friends or
family, film magazines and general magazines. There were no major
differences here between the African-Caribbean and South Asian

respondents.

The main barriers to cinema-going for both sets of informants — the things
that stop people from seeing films in the cinema — were lack of
time/having other things to do, and (as noted above) ticket prices.
Respondents selected ‘a good story line€' and the ‘starsin the film’ as the
main influences on their choice of film. Film stars were of particular

importance to African-Caribbean informants.
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From alist of four different types of films, amost two-thirds of informants
selected Hollywood/British films (as opposed to African/American,
Hindi/Bollywood, or art-house) as the type they watched most often. Not
surprisingly there were marked difference within this data by ethnic group,
with African/American movies being predominantly of interest to the
African-Caribbean group and the Hindi/Bollywood sector being of interest

exclusively to the South Asian informants.

Asked which type of film they would like to see more of, just under a
quarter of informants selected New Hollywood/British. Interestingly,
amost the same proportion (22%) selected British Black/Asian films (an
emphasis on Black and Asian cinema which was echoed in the qualitative

research), with African/American films being chosen by 20%.

Videos and DV Ds were usually obtained from large video chain stores by
some 40% of those interviewed, with some 20%, and South Asians in

particular, normally using local, community video shops.

Thisdatais explored in more detail below, in sections 3.2-3.10 of this report.

3.2

Frequency of cinema-going
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Respondents were asked about how often, on average, they went to the
cinema. As Table 1a below shows, more than a quarter of those interviewed
(27%) went two or three times a month or more frequently, with 8% going
once a week or more. At the other extreme, almost a quarter of informants
went to the cinema only between once and three times a year, with ailmost the

same number (23%) going less often or never going to the cinemaat all.

Looking at the breakdown by social grade — again see Table la — it is
noticeable that the ABCls (the managerial, administrative and professional
classes) were the more frequent visitors to the cinema. Forty-seven percent of
them claimed to go once a month or more, the equivalent figure for the
C2DEs (skilled and unskilled manual workers plus those at the lower
subsistence levels), being ten percent lower at 37%. Indeed more than a fifth
of the C2DEs (22%) said that they ‘never’ went to the cinema. There were no
significant differences by sex, though amost one in five of the men

interviewed did not go to the cinema.

Table 1a. Freguency of cinemavisiting, by socia grade and sex

Social grade Sex
TOTAL | ABCl1 | C2DE Male Female
(401) (193) (208) (208) (193)

% % % % %
Once aweek/more 8 9 7 7 9
2/3 times amonth 19 20 17 20 17
Once amonth 15 18 13 16 15
Onceevery 2/3 12 16 8 11 12
months
2/3 times a year 14 15 13 10 18
Once a year 9 7 11 9 9
Less often 7 5 9 9 5
Never 15 9 22 17 13

Table 1b below looks at the same data by the ethnicity and age of the

respondents. The South Asian informants were more frequent cinema visitors
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than the African-Caribbeans. About half of them (51%) claimed to go to the
cinema once a month or more, the equivalent figure for the African-
Caribbeans being 35%. Given this finding, it is not surprising that the
proportion of infrequent visitors to the cinema — those going two or three
times a year or less — was almost twice as high for the African-Caribbeans (at

37%) asfor the remainder of those interviewed (20%).

Table 1b. Frequency of cinemavisiting, by ethnicity and age

Ethnicity Age
TOTAL | All Asan | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
Oncea 8 12 5 14 5 -
week/more
2/3timesa 19 21 16 30 10 7
month
Once amonth 15 18 14 18 16 9
Onceevery 2/3 12 12 12 6 21 10
months
2/3timesa 14 9 17 9 19 15
year
Once a year 9 8 10 6 11 12
Less often 7 3 10 6 5 11
Never 15 17 14 9 12 36

Though there were no significant differences in attendance patterns between
the African and Caribbean informants, within the South Asian group there
were some interesting variations. The majority of Pakistanis and Bangladeshis
either go to the cinema relatively frequently, or do not go at all. Thus, though
just over a quarter of Indians (27%), went to the cinema two or three times a
month or more, the equivalent figure for the Pakistani and Bangladeshi group
was noticeably higher, at 40%. On the other hand, a quarter of the
Pakistani/Bangladeshi group said that they never went to the cinema, the
equivalent figure for the Indians being only 10%. The full data for these two
sub-groups was as follows:

Indians Other Asian
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(93) (89)

% %
Once aweek or more 11 13
2/3 times amonth 16 27
Once amonth 19 16
Once every 2/3 months 17 6
2/3 times ayear 14 4
Once a year 11 4
Less often 2 4
Never 10 25

Table 1b also suggests that cinema-going was predominantly a young person’s
activity amongst these groups. None of those aged 45 or more went to the
cinema once a week or more, and more than third of them (37%) never went
at all. More than 60% of the 16-29s went to the cinema at least once a month.

3.3 Wherefilmsare seen

Turning from cinema-going to film viewing as a whole, respondents were
shown a list of locations and venues and were asked where, of those on the
list, they most often watched films. Table 2a (overleaf) presents the data from
this question, again cross-analysed by social grade and sex.

Just over a quarter of informants said that they most frequently watched films
on the five terrestria channels (which were listed on the card shown to
informants). Three other places were mentioned by broadly similar numbers
of informants — (non-Hindi) multiplex cinemas with more than five screens
(22%), cable/satellite TV (20%) and video/DV Ds watched at home (18%).

The socia grade breakdown suggests that cinema-going is to some extent
class-related. Some 40% of ABCl1s see their films most frequently at cinemas
of various sorts, the equivalent figure for C2DEs being significantly lower at

27%. Conversely, film watching on television was higher for the C2DEs.
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Again there were few differences between the sexes, though men were

particularly likely to watch their films mainly on the five terrestria TV

channels.

Table 2a. Where films most often seen, by socia grade and sex

Social grade Sex
TOTAL | ABC1 | C2DE Male Female
(401) (193) | (208) (208) (193)

% % % % %
Non-Hindi multiplex 22 29 16 23 22
Non-Hindi, smaller 5 7 3 3 7
Hindi/Bollywood 5 3 8 6 5
cinema
At home — 18 16 20 17 19
video/DVD
At film club/society 1 1 * * 1
Cable/satellite TV 20 19 21 19 21
Fiveterrestria 27 24 30 29 24
channels
Other * - * * -
Don't watch * - * * 1

* = |essthan 0.5%

Table 2b overleaf looks at the same data by ethnicity, and sex. It isno surprise

to note that the use of Hindi/Bollywood cinemas was predominantly limited to

South Asian informants. As the further breakdown below shows, within this

group, their use was mainly amongst Indian, rather than other Asian,

respondents.

This data suggests that cable/satellite is particularly popular amongst Indians,

with videos and the five terrestrial TV channels more often being the first

source of films amongst Pakistanis/Bangladeshis.

Indians Other Asian
(93) (89)
% %
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Non-Hindi multiplex

Non-Hindi, smaller
Hindi/Bollywood

At home — video/DVD

Film club/society
Cable/satellite
Terrestrial channels

24
6
16
8
28
18

28
6
6

17

15

27

Table 2b. Where films most often seen, by ethnicity and age
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Ethnicity Age
TOTAL | All Asan | Al A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
Non-Hindi 22 26 20 29 22 7
multiplex
Non-Hindi, 5 6 4 7 3 4
smaller
Hindi/Bollyw’'d 5 11 1 5 5 7
cinema
At home — 18 12 23 21 18 11
video/DVD
At film 1 - 1 2 - -
club/society
Cable/satdlite 20 21 19 15 18 35
TV
Fiveterrestria 27 23 31 20 32 35
channels
Other 1 - 1 - -
Don't watch 1 1 1 1 1 1

The data above parallels the earlier data about cinema-going, and suggests that

the older informants — indeed, some 70% of them — most often watch films on

television, whereas within the younger age group cinemas are the most

common location: more than a third of the youngest age group (36%) see

films most often in either large or small (non-Hindi) cinemas. Home use of

video however, also seems to be particularly associated with younger rather

than older people.
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Respondents were also asked where they second most often, and third most
often, watched films. When all this data was aggregated — to give an
indication of the three most important places where films are watched — the
data, not surprisingly, paraleled the ‘first choice’ data. Two thirds of
informants watched on the five terrestrial TV channels, a dightly smaller
number (62%) watched at home on video/DVD, and half watched on cable or
satellite TV. Non-Hindi multiplex cinemas were mentioned by 44% but no

other locations were mention by more afifth of informants.

34 Finding out about filmsand videos

Reviews on radio and television were particularly important, being selected by
more than a quarter of informants as the main way in which they ‘usually find
out about new videos, or about films shown at the cinema. As Table 3a
overleaf shows, only three other sources of information — word of mouth,
publicity at the cinema or video shop, and ads or reviews in the mainstream
press — were selected by more than 10% of informants. The ethnic press was

the prime source of information for only 4% of respondents.

There were no significant differences within the responses by social grade or
by sex, though word of mouth appears to be dlightly more important for

women than men.

(After being asked about their most important source of information,
respondents were also asked about their second and third most important
sources, and, as we point out below, word of mouth emerged as particularly
important as second or third choice source of information.)

Table 3a. Main way of finding out about films/videos, by social grade and sex

Social grade Sex
TOTAL | ABC1 | C2DE Male Female
(401) (193) | (208) (208) (193)
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% % % % %
Publicity at 15 15 15 15 15
cinemalvideo shop
Advert/review in 4 4 4 4 4
ethnic press
Advert/review in 11 11 11 13 9
mainstream press
TV/radio reviews 28 25 31 29 27
Word of mouth 13 13 12 10 16
Flyers etc * 1 * - 1
Film poster 7 8 7 8 7
Listings magazine 2 3 1 2 2
Film magazine 6 7 5 6 6
Filmtrailers 6 8 5 5 8
Don’'t know 5 3 6 6 3

Looking again at the first choice data by ethnicity, and by age — see Table 3b
overleaf — we again find few major differences. TV and radio reviews were
somewhat more important for African-Caribbeans than for South Asians and,
not surprisingly, film trailers were a relatively more important source of
information for the cinema-going younger informants. There were no
significant differences within the African-Caribbean groups, but there was
some evidence that word of mouth, and adverts in the mainstream press, were
Paki stani/Bangl adeshi

somewhat more important for Indian than for

respondents.

Table 3b. Main way of finding out about film/videos, by ethnicity and age

Ethnicity Age
TOTAL | All Asan | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
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% % % % % %
Publicity at 15 17 13 16 13 16
cinemalvideo
shop
Advert/review in 4 3 5 5 3 4
ethnic press
Advert/review in 11 10 11 6 16 14
mainstream press
TV/radio 28 25 31 26 30 29
reviews
Word of mouth 13 13 13 10 16 14
Flyers etc * - 1 1 1 -
Film poster 8 6 9 11 4 4
Listings 2 4 - 3 1 -
magazine
Film magazine 6 5 6 9 4 2
Film trailers 6 8 5 10 4 2
Don’'t know 5 4 5 3 4 11

As noted above, when informants were asked about the second and third most
important ways in which they found out about videos or films, word of mouth
became relatively more important. Indeed, it was the most important ‘ second’
and ‘third’ sources, though in neither case was it selected by more than a fifth
of the sample.

When the first, second and third choice data was added together, TV and radio
reviews remained the most important source (at 52%) but word of mouth
followed closaly behind, at 47%.

35 Barriersto film-going

Respondents were asked about the things ‘that stop (them) seeing the films
(they) want to see at the cinema. Again they were presented with a list of

possible reasons. Table 4a below contains the data to emerge when
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respondents were ask to select what, for them, was the most important item on
the list. The items have been put in descending order by overall importance.
Two items dominated the responses. A quarter of informants had ‘ not enough
time (or) other things to do’ whilst almost the same proportion said that ticket
prices were the most important factor. There were few differences by either
socia grade or sex, though the ABC1s were somewhat more likely to have too
little time/other things to do.

Table 4a. Main things that stop respondents seeing films in the cinema, by
social grade and sex

Social grade Sex
TOTAL | ABC1 | C2DE Mae Female
(401) (193) | (208) (208) (193)

% % % % %
Not enough 25 28 22 24 26
time/other things to
do
Ticket price 23 23 23 22 24
Poor parking 5 4 6 6 4
Cinemalocation not 5 4 6 5 5
convenient
Films at wrong 4 7 2 2 7
times/days
Few filmsfor my 4 2 5 5 3
culture/experience
No cinema nearby 3 4 3 4 3
Poor public transport 2 3 2 2 3
Agerestrictions/ 2 2 2 1 3
certificates
Unfriendly staff 1 2 1 * 2
Lack of subtitles 1 1 2 2 1
Lack of trandated 1 1 1 2 -
publicity

Analysis of this data by ethnicity and age reveals no significant differences,
indeed few differences at al, between the various sub-groups. Those in the

30-44 age group were more likely to have too little time available for cinema-
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going: athird of them claimed to have not enough time or other things to do,

by comparison with some 20% for those in the other two age groups.

Table 4b. Main things that stop respondents seeing films in the cinema, by

ethnicity and age
Ethnicity Age
TOTAL | All Asian | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
Not enough 25 27 24 22 33 20
time/other things
to do
Ticket price 23 22 24 24 22 22
Poor parking 5 6 4 5 5 5
Cinemalocation 5 5 5 4 5 6
not convenient
Films at wrong 4 5 4 7 3 1
times/days
Few filmsfor my 4 5 3 3 3 6
culture/experience
No cinema nearby 3 1 6 5 3 1
Poor public 2 2 3 3 3 -
transport
Age restrictions/ 2 1 3 3 1 -
certificates
Unfriendly staff 1 2 1 3 - -
Lack of subtitles 1 1 1 2 1 1
Lack of trandated 1 1 1 1 1 1
publicity

As at earlier questions, respondents were also asked to select the second and

third most important things that stop them from seeing films at the cinema.

The main items selected overall were the same, and in the same order of

priority, as in the first choice lists above. However, the relative positions

varied somewhat, with 44% selecting ‘not enough time/other things to do’,
against 32% selecting ‘ticket price’. Just over half the ABC1 group (52%) said

that not having enough time or having other things to do was one of the three

main barriers to them going to the cinema. Perhaps surprisingly, 36% of
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ABCl1s, as opposed to 28% of C2DEs, selected ticket prices as one of their
three main barriers to cinema-going.

3.6 I nfluences on the choice of film

Respondents were shown a list of factors and were asked to select those that
influence their choice of film at the cinema. Table 5a below lists, again in
descending order, those that were selected by 5% or more of those

interviewed.

Table 5a. Influences on the choice of film at the cinema, by socia grade and
sex

Social grade Sex
TOTAL | ABCl1 | C2DE Mae | Female
(401) (193) (208) (208) (193)

% % % % %
A good storyline 49 53 46 47 52
Star(s) inthe film 37 44 30 35 39
Friends/family 18 20 17 16 21
interest
Reviews 12 13 11 12 12
Music/songs/ 9 7 12 10 9
soundtrack
Filmin my (family) 7 3 10 8 6
language
The director 6 8 4 7 5
Whether filmin 6 5 7 4 7
English
Suitable for family? 6 7 6 4 8
Cinemafacilities 5 6 5 4 7
Whether it's a hit 5 6 3 5 4

Half the sample selected ‘a good storyline’, with only one other factor — the
star(s) in the film — being selected by more than a fifth of respondents. The
four most important items selected all seemed more important to the ABC1s
than to the C2DEs, whilst the reverse was true for the less frequently selected
items ‘the music/songs/soundtrack’ and ‘whether the film is in my own
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language or the language of my family’s country of origin’. Looking at Table
5b below, we find that these latter two items were aso somewhat more
important for South Asian than for African-Caribbean respondents.

Film stars appear to be more important for African-Caribbeans than for South
Asians, whereas the reverse is true for the influence of friends and family —
this was particularly important for the South Asian informants and, within that

group, more important for the Indians (27%) than for the other Asians (18%).

Storylines and stars were less important for the older informants, with the
influence of friends (and perhaps family) being important for the younger

group.

An additional factor on the list that was shown to informants — ‘whether (a
film) upholds and instils traditional values and beliefs' — was selected by only
4%, and though the numbers are too small for any conclusions to be drawn,
this factor appeared to be marginally more important to South Asians than to
African-Caribbeans. Other items that were of limited relevance in influencing
the choice of the film were the specific type of movie (action films were
selected by 3%, with comedy and romantic films being selected by only 1%
each), the certification (selected by 3%), and disabled access to cinemas, and
cinemas providing atalk or notes with the film, neither of which was selected
by more than half a percent of the sample.

Table 5b. Influences on the choice of film at the cinema, by ethnicity and age

| | Ethnicity | Age
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TOTAL | All Asian | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
A good storyline 49 49 49 54 52 36
Star(s) in the film 37 30 42 46 35 19
Friends/family 18 23 15 23 16 12
interest
Reviews 12 13 11 14 11 10
Music/songs/ 9 12 8 11 8 7
soundtrack
Filmin my 7 10 4 4 6 13
(family) language
The director 6 7 5 8 4 4
Whether filmisin 6 4 7 6 7 2
English
Suitable for 6 7 6 3 8 10
family?
Cinemafacilities 5 4 6 4 7 5
Whether it's a hit 5 5 4 6 6 -

3.7

Favoured types of film

Respondents were shown alist of four different types of film and asked to say

which one they most liked to watch. Hollywood/British movies were by far

the most popular choice — see Table 6a— being selected by more than 60% of

those interviewed. African-American movies were selected by a fifth of

informants.

Table 6a Type of film most often watched, by socia grade and sex

Social grade Sex
TOTAL | ABCl1 | C2DE Mae | Femae
(401) (193) (208) (208) (193)
% % % % %
Hollywood/British 62 64 60 62 62
African-American 20 19 22 21 20
Hindi/Bollywood 13 11 14 12 14
Art-house 2 3 1 2 1

The breakdown by ethnicity shows — again not surprisingly — that the

preference for Hindi/Bollywood films is exclusively within the South Asian
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group. Further breakdown of this data suggests that it is concentrated within
the Indian community — 35% of the Indians interviewed selected these movies
as the type of film they liked to watch most often, the equivalent figure for

Pakistani/Bangladeshi informants being only 20%.

Table 6b. Type of film most often watched, by ethnicity and age

Ethnicity Age

TOTAL | All Asian | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)

% % % % % %

Hollywood/British 62 65 59 64 64 52
African-American 20 3 35 23 19 19
Hindi/Bollywood 13 28 - 10 10 25

Art-house 2 1 2 1 3 2

This data also suggests that Hindi/Bollywood films are particularly popular
amongst the older informants: indeed, they were selected as first choice by
twice as many of the 45+ respondents as by those in either of the younger

groups.

When the data on informants’ first, second and third preferred film types was
aggregated, Hollywood/British films were selected by nearly all informants
(92%), African/American by about half (49%) Hindi/Bollywood by a third of

informants (31%), and art-house by only 5%.
3.8 Which filmswould they like to see more of ?

Respondents were shown a list of various types of movie and were asked
which of them, if any, they would like to see more of. Table 7a below shows
that athough new Hollywood and British films were popular — nearly a
quarter of informants said that they would like to see more of them — British
Black or Asian films were selected by amost the same proportion of
informants, and seemed to be of particular interest to the ABCls. ‘Old

favourite’ movies seemed slightly more popular with men than with women.
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Table 7a. Types of films that respondents would like to see more, by social
grade and sex

Social grade Sex
TOTAL | ABC1 | C2DE Male | Femde
(401) (193) (208) (208) (193)

% % % % %
New 24 24 24 22 26
Hollywood/British
British Black/Asian 22 25 20 21 23
films
African/American 20 20 20 21 19
films
Hindi/Bollywood 9 7 10 8 9
Old favourite 7 9 6 10 5
American/British
Films from African 5 3 7 5 6
countries
Pakistani films 3 1 5 4 2
Indian art-house/ 2 3 1 2 2
serious films
Bangladeshi films 1 1 2 1 2
None/DK 4 5 3 4 4

Table 7b — following the earlier format — looks at the same data by ethnicity
and age. Here, of course, there are marked and significant differences by
ethnic group. The South Asians were more likely to select new
Hollywood/British movies, with the African-Caribbeans being slightly more
likely to select British Black/Asian films and considerably more likely to
select African/American films.

Hindi/Bollywood films were selected exclusively by the South Asian
informants and, within that group, predominantly by the Indians (26%) rather
than the Pakistani/Bangladeshis (12%). Films from African countries were,

not surprisingly, selected mainly by the African informants.
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The ‘old favourite’ and Hindi movies were more frequently selected by the

older informants.

Table 7b. Types of films that respondents would like to see more, by ethnicity and

age
Ethnicity Age
TOTAL | All Asian | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
New 24 31 18 28 24 16
Hollywood/British
British 22 19 25 23 23 19
Black/Asian films
African/American 20 3 34 24 21 10
films
Hindi/Bollywood 9 19 - 8 5 16
Old favourite 7 7 8 4 10 12
American/British
Filmsfrom 5 1 9 4 5 7
African countries
Pakistani films 3 6 * 2 3 5
Indian art-house/ 2 4 * 2 2 1
serious films
Bangladeshi films 1 3 - 2 1 2
None/DK 4 5 4 3 5 7

Following the format of earlier questions, respondents were also asked about

their second and third choices of films which they would like to see more of.

The major items were the same, and in the same order, in both the ‘first

choice’ and ‘three main choices lists. New Hollywood/British films were

mentioned overal by 52%, British Black or Asian films were close behind

with 46%, and African/American films were selected by 41%. Interestingly,

Hindi/Bollywood films were mentioned as first, second or third choice by

nearly a quarter of the sample — predominantly South Asians — at 24%.

39 Sour ces of video/DVDs
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Respondents were asked where they usually got videos or DVDs of films for
their own use. Two sources were of particular importance. Nearly four in ten
informants usually got their videos from large video shops or chainstores,
whilst half that number — about one in five informants — normally used local
community video stores. Friends and family were the primary source for more
than 10% of the sample.

Table 8a. Source of videos/DVDs, by social grade and sex

Social grade Sex
TOTAL | ABC1 | C2DE Male | Female
(401) (193) (208) (208) (193)

% % % % %
Large chan 39 41 36 43 34
stores/video shops
Local community 20 18 22 19 21
video shops
Friends/family 13 15 12 12 16
Superstores 5 5 5 4 6
Culturally specific 3 3 2 1 4
video shops
Public library 2 2 2 1 3
Market stalls 2 2 2 1 3
Internet 1 2 1 1 1
Abroad/overseas * 1 * 1 -
Don’'t get videos/ 11 9 13 13 8
none of these
Other/DK 3 5 3 1 6

Looking at the same data broken down by ethnic group and age (see Table
8b), the South Asian groups — and there is no difference here between the
Indian and the Pakistani/Bangladeshi groups — appear to be the more frequent
users of local community stores. The younger age groups were particularly
significant users of large video shops/stores.

Table 8b. Source of videos/DV Ds, by ethnicity and age
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Ethnicity Age
TOTAL | All Asian | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
Largechain 39 37 40 40 44 27
stores/video shops
Local community 20 29 12 21 19 21
video shops
Friends/family 13 10 16 17 10 10
Superstores 5 1 8 6 4 4
Culturally specific 2 4 1 4 2 -
video shops
Public library 2 3 1 1 2 4
Market stalls 2 2 3 2 2 4
Internet 1 2 1 3 - -
Abroad/overseas * - 1 1 - -
Don't get videos/ 11 10 11 3 12 23
none of these
Other/DK 3 2 6 2 4 8

Respondents were asked about their second and third choice of places to get
videos and DV Ds. When the data from all three selections was added together
(combining first, second and third choices) the large chain stores/video shops
again emerged as most important, being mentioned by 52% of those
interviewed. Interestingly, friends and family was the second main source
overall — at 45% — and was a particularly important source for the younger,
and for female, informants. Local community video shops were third on this
list, at 34%.

3.10 Sour ces of background information

Finaly, informants were asked whether they had ever looked for background
information on afilm that they had seen and, if so, where they had looked. As
the table below shows, approaching a third of informants had never sought

such information. The figure was dlightly lower (at just over a fifth) for

ABCl1s, and of course higher, at 36%, for the remaining, C2DE informants.
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The primary sources for those who had sought it (a range of items could be
selected at this question, if appropriate) were teletext and the television,
friends/family, and magazines, either specialist or generalist.

There were few major differences by social grade or sex, though television
and friends/family were of particular importance for the ABC1s, and genera
(i.e. non-specialist) magazines were a particular source of information for
women, being selected by a quarter of them, and again for ABCls. Film
magazines were more frequently mentioned by C2DEs than by ABCl1s.

Table 9a. Sources of background information, by social grade and sex

Social grade Sex
TOTAL | ABC1 | C2DE Male | Femade
(401) (193) (208) (208) (193)

% % % % %
Teletext/television 24 27 22 26 23
Friends/family 22 25 20 21 24
Film magazines 22 19 25 24 20
Genera magazines 20 24 16 15 25
Websites 10 13 7 11 9
Books 9 10 8 9 10
Radio 7 7 7 7 6
Colleagues 5 6 3 6 4
Film courses 1 1 1 2 1
Never looked/none 29 21 36 29 29

The South Asian informants (see Table 9b), and Indians in particular, found
teletext/television of particular use, and were aso slightly more likely to rely
on friends and family than other respondents. Y ounger people were more
likely than their elders to get information from film magazines and from
websites.

Table 9b. Sources of background information, by ethnicity and age
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Ethnicity Age
TOTAL | All Asian | All A-C | 16-29 30-44 45+
(401) (182) (219) (185) (135) (81)
% % % % % %
Teletext/television 24 35 16 25 24 23
Friends/family 22 26 19 20 24 25
Film magazines 22 22 22 26 20 16
Genera magazines 20 20 20 19 21 20
Websites 10 12 9 16 6 2
Books 9 8 11 12 7 7
Radio 7 8 6 9 4 7
Colleagues 5 6 4 6 4 4
Film courses 1 2 1 2 1 -
Never looked/done 29 23 24 29 29 30
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It was agreed that in addition to the quantitative research, a number of group
discussions should be undertaken to explore in more depth not only what was
being done by the people of interest, but also the background to, and reasons
for, their behaviour and attitudes. Data of this sort can only be obtained from
qualitative research, which is ameans of seeking explanation, though it cannot
be used for measurement. In other words, though qualitative research cannot
provide information on the number of people who do one thing rather than

another, it can help in understanding why people act as they do.

Ten discussion groups were undertaken, five within each of the two ethnic
groups of interest. Full details of this element of the study are included in
Appendix 2 to this section of the report but, in summary, the structure was as

follows.

Amongst African-Caribbean informants two discussions were held in each of
London and Birmingham, with a fifth session being held in Cardiff. Three of
the sessions involved people aged 18-24, with the remaining two —onein each
of London and Birmingham — being with 25-45 year olds. (It was agreed that
this element of the work should concentrate on younger people, i.e. on the
current audiences and the audiences of the future.) All the sessions combined

men and women.

The situation was somewhat more complicated amongst the South Asians.
Two groups were undertaken in Leicester (with Indian informants), with one
in each of Manchester (with Pakistani/Bangladeshi informants), Glasgow
(adlso Pakistani/Bangladeshi) and Newham/East London (with Bangladeshi
informants). Four of the five groups combined male and female informants,
but the Glasgow group was limited to women. Three of the groups were
amongst 18-24 year olds, the remaining two (Glasgow and Leicester) being
with 25-45 year olds.
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All informants had been to the cinema at least once within the previous year
and had watched a pre-recorded film on video within the previous three
months. People from a range of socia groups were included within each

session.

A topic guide of the subjects to be discussed during the sessions was prepared
by bfi and SSMR, and is included as part of Appendix 2 to this section of the
report.

It should be emphasised that the group discussions were undertaken amongst
18-45 year-olds, with the mgority of respondents being between 18 and 25.
This concentration on the current and future audiences for film distinguishes
this element of the research from the quantitative work, which was undertaken
amongst asample of al relevant adults aged 16+, with no cut off at 45.

4.1 OVERALL FINDINGS

e Film was primarily a source of entertainment, amusement, excitement and
— sometimes — escape from stress. Film's position as an art form was
acknowledged when it was raised or discussed, but it did not play a
significant part in respondents’ attitudes to, or use of, the cinema or home

film viewing.

e Both sets of informants were troubled by the image of ethnic minorities
sometimes portrayed in the cinema. Amongst young South Asians (as with
some South Asians professionals) there was some anger about the film
‘East Is East’, which had recently been issued, and amongst African-
Caribbean informants there was considerable concern about films — which
ranged from old Tarzan movies to Independence Day — which were seen
as demeaning to Black minorities. The mistreatment of minorities, even
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when based on historical fact, made uncomfortable viewing for

informants.

There was some agreement that there was a need for more films that
portray Black culture in a constructive way (‘ Why are the positive features
of the Asian community never shown...?’), which perhaps paraléels the
earlier finding that respondents in the quantitative research were looking
for more British Black and Asian movies. The considerable power of

cinema was seen a potential force for good in this context.

Trips to the cinema were as much socia as cinematic occasions. Cinema
visits were made with friends or family, depending on a variety of factors
— life-stage, the nature of the film, whether the trip was a casual or
celebratory event, etc. There was agreement amongst both sets of younger
informants that seeing films with friends was preferable (‘ because you are
all on the same wavelength (and) you can have a better discussion...’) to

seeing them with other family members.

Film and cinema were an integral part of most people's lives but the
frequency of cinema-going varied greatly, again depending on a variety of
factors such as life-stage. People felt they went to the cinema more in
summer than winter, cold weather being a disincentive, particularly given
the problems of queuing. Local cinemas showed the mgority of films that
the informants wished to watch, so travel —except in the case of travelling

to atown centre —was rarely a mgor element in cinema-going.

The ‘power’ of the cinema emerged as an important factor in the
respondents’ enjoyment of cinema-going. Wide screens, high-quality
sound systems, the sheer noise involved in some films, and the all-
embracing quality of the experience, were frequently mentioned. Smaller
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cinemas could not offer the same sort of impact but some offered South

Asian movies.

For some respondents, the cinema was seen as expensive. In particular, the
cost of food and drinks at the cinema was felt to be excessive and
unacceptable. Some younger South Asians took their own food to the
cinema. At the same time, those who visited the cinema as a social event
sometimes combined it with other activities such as eating out, or

clubbing, which would have their own, additional, costs.

Respondents felt themselves to have al the information they needed about
films and cinema. Information was obtained from newspapers, magazines,
television programmes, word of mouth, trailers, teletext and — for a
minority — the Internet.

Decisions about which film to see could occasionally be a source of
argument amongst friends, but normally decisions were taken on a
conciliatory basis, by a process of elimination. It was noted that peer
groups tend to have common interests, thus reducing the likelihood of
conflict.

Most respondents defined their preferred films by type — action, comedy,
romance, etc — though some had a broader range of interests and described
their preferences by quality (‘Anything, as long as it's good’) or by its
ability to ‘get you thinking’. Amongst some younger South Asian
respondents there was a feeling that Indian films do not have a good story
line, and are therefore of limited interest. There was nothing to suggest
that the viewing habits amongst the younger respondents were

significantly different from those of their ‘white’ peers.
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There was considerable concern, amongst women from both communities,

about the levels of violence and sexuality in some films.

Home viewing of films, either on the television or on video, was very
common. Several informants, particularly those with cable or satellite,
claimed to watch a film every day. The films watched tended to be of the
type that, in other circumstances, might be watched in the cinema, and
there were the same concerns about sexuality and violence. Households
tend to contain both a number of televisions and, often, more than one
video player, so there are rarely conflicts about what will be watched.
Different programmes or films will be watched simultaneously by
different people. Home viewing is seen as having some advantages over
the cinema— comfort, relaxation, convenience, and the ability to get drinks
and snacks whenever they are needed. In South Asian households there
was a tendency for the women in a household to watch a film together,

with the men doing or watching something else.

Respondents were not aware of film societies or similar organisations and
had not attended any talks or presentations by film directors or stars.

There was agreement that a national archive of film and video, including
material which would reflect the lives of ethnic minority groups in the
UK, was desirable. However, this broader approach to film — film as
social, cultural or historical record — was not volunteered in the
discussions and was not part of the respondents norma range of
reference. As noted above, film was primarily entertainment for the
moment. There was no evidence that education about film, or the role of
film within education, had been part of their lives. However there may be
some potential for change, given the combination of a desire for more and
positive images of Black and Asian people, the acknowledged power of

the cinema, and broad support for collection and archiving.
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4.2 THE AFRICAN-CARIBBEAN GROUPS

421 Respondents’ backgrounds

As noted above informants were recruited to ensure, as far as possible, that a
range of people, with a variety of backgrounds and experience, would be
included in the sessions.

In the 18-24 year-olds groups there were students, both male and female, a
few people who were unemployed, and people with a range of employment
including a sales assistant, a fitness instructor, administrators etc. Few of these
younger respondents had children.

In the older groups there was again a variety of people, some with children,
both under and over 10, and some without. The types of employment included
(amongst the men) gym instructor, estate agent and welder, and (amongst the

women) nurse, music tutor, and computer programmer.

422 Attitudesto film and the cinema

For the majority of the African-Caribbean respondents, the cinema was
primarily entertainment. When asked, some agreed that it was — or could be —
an art form, and its history was acknowledged, but for most people, most of
the time, it served as a pastime and a source of amusement or excitement.
Nevertheless, there was some agreement that its power and impact could be
considerable and that its content was therefore important: this was particularly
relevant in the context of ‘Black’ movies, which are discussed in more detail
in section 4.2.12 below.
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‘I think it’s a bit more than (just entertainment) sometimes. (It can) create
more awareness...so it could be used as a medium to create awareness
about certain issues.’

(Male, 18-24, Cardiff)

4.2.3 Going to the cinema, and home viewing — the background

It became clear from these discussions that there were two different though
occasionally overlapping factors involved in a decision to go to the cinema.
Firstly there was the question of film viewing —when and why is going to the
cinema preferable to seeing films at home? Secondly there were the social
elements of a trip to the cinema. This might involve positive factors — being
with friends, discussing the film, etc — or ‘negative’ factors such as getting
away from home for a while, or having nothing else to do. These two factors
emerged at various points throughout this analysis. The first part of this
section of the report concentrates on the use of the cinema. The remainder —

from 4.2.13 onwards — looks primarily at home viewing.
424 Frequency of cinema visiting

Cinema-going was an integral part of the life and culture of virtualy al these
respondents, but there was no obvious pattern in either its frequency or
regularity. It was rarely aweekly event, the majority of informants saying that
they went between once a month and two or three times a year. There was a
perception that cinema-going was more frequent in the summer, partly
because bad weather was a disincentive to going out (‘...in winter I’'m too
cold...”), and partly because more new films were thought to be issued in the
summer months. Respondents said they were often too busy to go to the
cinema, and having young children could be a disincentive to frequent

cinema-going.
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‘(I go less now) because of time...you’ ve got the kids...’
(Male, 25-34. Birmingham)

‘...because I’ve got children | will go more to the cinema in the summer
than in the winter because it’s so cold. In the summer time you go to the
cinema (and) it's warm and when you come out it’s warm. You don’t stand
therefreezing.’

(Female, 18-24, London)

The cinema is of course competing with other types of activity and
entertainment. Dancing, shopping, clubbing, bowling, swimming, football and

eating out were all mentioned as alternatives to cinema-going.
425 The advantages of the cinema over television

An informant from the London session with 25-34 year olds said that she
might go to the cinema ‘.. just to get out of the house — it all depends...’
whilst a younger woman from Birmingham said that she sometimes went to
the cinema because ‘there’s not much for us to do’. However, such negative
responses were very much the exception. For the majority there were positive
pleasures and advantages to be gained from a trip to the cinema. Aside from
the considerable socia benefits (which are explored later in this section of the
report: see 4.2.8 below) there were, for example, the enjoyment derived from
the scale and technical quality of the experience.

‘..it'shigger.’
‘It has probably better quality on the big screens’

‘It'sloud and you can hear it.’
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‘It'sreally loud.’

(Men/women, 18-24, Birmingham)

Others, in severa of the sessions, echoed these points. Wide screens and high
quality sound systems were mentioned, as was the power and ‘size’ of the
experience. One young man in Birmingham drew a distinction between sitting
‘“at home watching the box, but (at the cinema) when you watch the big screen
you get the full (impact) of the film'. Other advantages of cinema-going that
were volunteered included the ‘better atmosphere’, and — at the other extreme

— popcorn.

The cinema, despite its strengths, aso has perceived problems and
disadvantages. Queues, people talking, and trailers (*...you don't want to sit
there for 20 minutes and watch a commercial...’) were al mentioned by
respondents, though the cost of cinema-going was a particular cause of

concern.

‘It's something | was paying to go and watch, and somebody (else) is
talking...(they) could go and sit in a pub and talk there but (not in the
cinema).’

(Female, 18-24, Cardiff)

 Sometimes you get people around you who are so naughty or a nuisance,
and munching their crisps or talking to each other, that you just think, Sod
it, next time I’ll stay at home.’

(Female, 25-34, London)

‘..sllygiggling, silly girls...
(Male, 18-24, Birmingham)
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‘I don't like the queues, man, especially if you can’t find a place to
park...
(Male, 25-34, London)

‘Queuses...
‘(And the) toilet queues.’

‘...and people getting up in the middle of the film to go to the toilet when
they should’ ve been before.’
(Females, 25-34, London)

The cost of going to the cinema was variously described as ‘ridiculous’ and
‘too expensive’ and was seen as a disincentive. One of the older London
respondents said that he ‘(didn’t) go too often...because it costs me so much
money’. It is worth noting that it was not only the entry cost that was seen as
excessive: the costs of food and drink were also seen as unacceptable (though
unavoidable) being described by one of the older informants in Birmingham
as ‘double the price in the shops.’

Home viewing, whether on televison or video, was seen to have some

advantages over the cinema and these are covered in section 4.2.13 below
4.2.6 Friendsor family?

For the younger respondents, going to the cinema was predominantly an
occasion for being with friends, either in groups or — at some stages — with
individual boy- or girl-friends. For the older groups it was sometimes more
family-centred (though the nature of many films often precluded them from
going to the cinema with children or with their parents), or — again —
something to do with friends.
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‘The children wanted to see Toy Story 2 and...then we said, Well, we'll go
together ... You do things together’
(Female, 18-24, Cardiff)

‘I think for younger people it’s probably (with) friends, but (for) the older
generation it’s more the family.’
(Female, 25-34, Birmingham)

‘Occasionally (we go with) friends, mostly friends...but never parents.’
(Female, 25-34, London)

427 What to see? The choice of movie

There was no perceived shortage of information about current films. It was
available from ads, from trailers, from television programmes, newspapers,

word of mouth and, for some, the Internet.

‘(We go if) someone’s recommended it or if there' s quite a big film and

you’ ve seen it advertised...

‘Yes.. .either fromfriends (mentioning it) or the trailers you see at the
cinema and you think, | like the sound of that, we'll go down and watch it.’
(Males, 18-24, Cardiff)

‘If I watch a film, it's (a) recommendation from friends.’
(Female, 25-34, London)

‘l go to the (web)sitesto see what it’s all about, if it's something that

interests me. Otherwise obviously you have all the reviews...(in)

magazines...sometimes you might want to check the site out and you go
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there and if looks good then OK you go and watch it.’
(Male, 18-24, Cardiff)

When, at a later stage in the discussions, informants were asked whether they
ever looked for additional information about films, the majority did not. Again
it seemed that the required information was already available, not least from
the films publicity campaigns. The one area where more information was
required, however, was the suitability of films for children: informants spoke
of ‘general guidance and ‘caution’ being needed. This was not mentioned in

all the sessions, but was of some concern to parents.

‘(We want information about) what the film's going to be like...if it's all
right for children...(for) kidsto see’
(Female, 25-34, Birmingham)

Some concern was expressed about trailers and whether they were a fair

reflection of the films.

‘...well, what they tend to do (in trailers) | think is choose the best bits of a
film...and then you get roped in (to seeit) by the kids.’
(Female, 25-34, London)

On the basis of what is thus seen as wide range of information, discussions
take place about which film will be selected. Teenagers seemed particularly
powerful and demanding (‘ Yes mummy, we want to go and see Titanic...”) and
though there were some arguments, in the majority of cases the final decision
was taken on a co-operative and largely conciliatory basis. as one woman in
Cardiff put it, *...we normally just talk about it and it's sort of the majority
(view).... A woman in Birmingham made a similar point: *...you discuss it,

with friends'. A process of elimination takes place (*...you narrow it (down) to
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three and you just pick from those, ...agreeing on something.”) and the process

is helped by the fact that peer groups will tend to have common interests.

‘...alot of the time the people that you see are friends (who) have got the
same kind of interests as you anyway, so you're likely to want to see (the
same sort of things)...

(Female, 18-24, Cardiff)

The desire to see a wel-publicised or popular film, or one with an
acknowledged star in it, can be a powerful force, not least because — by
implication — some people feel themselves to be outsiders until they have seen
it:

‘If it’'sgood, you'retold...and you all compare what you’ ve heard about it
and then you go and see it for yourself because everybody else has...
(Female, 18-24, Cardiff)

In the majority of cases, the decision about which film to see is taken in
advance of the trip to the cinema, though the situation can sometimes change.

“You decide before you go. If there’ s something on and you want to see it

(you go)...

“You tend to know what you' re going to see before you go... You don't just
turn up at the cinema...’
(Males, 25-34, Birmingham)

‘...sometimes you go to see (a particular) film...and there' s something else
that’s on and you think, Well, hold on, that looks a bit better...so you go
and see that instead. It'sa bit of give and take really.’

(Male, 18-24, Cardiff)
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Though some people saw films they may not have chosen to see, it did not
always matter to them.

‘It depends on your mood. If you're not really bothered and someone
really wanted to see something, OK, then I'd go and see it...but if you
really have your mind set on something...well, (you) go in there’

(Female, 25-34, London)

As noted earlier, cinema-going with family members of different ages can be
problematic, but even with partners there may be the acceptance of something
less than ideal:

‘...if I waswith my little brother, you're sort of restricted with the age and
the things you can get away with...but with close friends it would be what
we generally have in common...mainly comedy and romances (but)...if |
was with my boyfriend it would always be an action filmand | have to
tolerate it.’

(Female, 18-24, Cardiff)

For others however the cinema is ssimply — and almost literally — a means of

escape.

‘Normally | will go to see a film because I’ ve heard people talk about it,
or friends have seen it, but there are times when | get completely stressed
out, and I'll just turn up at the cinema and pick whatever (seemsright),
and go and seeit and hope that it doesn’t turn out to be crap...

(Female, 18-24, Cardiff)
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428 The cinema as social centre

It was clear that for the maority of people in these sessions, visits to the
cinema were as much social as cinematic events. Seeing the film was often
part of alarger, longer, and sometimes complex socia process or, for the less
frequent visitors, was a way of celebrating, for example, birthdays or
anniversaries. Others, from all the sessions, spoke of trips to the cinema as
‘outings’, or as times when ‘you get dressed up and it’s...an occasion’ or as

‘daysout’.

Respondents spoke of the enjoyment of anticipation in cinema-going, of the

relaxation of the event itsalf, and of the discussions which follow.

‘It can be (an event) if you all go out together...go out beforehand and
then go to the pictures and then have a meal afterwards.’
(Male, 25-34, Birmingham)

‘Leaving the house, wasting time, getting there, deciding what to watch...
you get in, you watch the film and you say, Oh no, the night’s not over yet,
where are we going next?’

(Male, 25-34, London)

‘...you get to see a lot of different other people, so everybody sitsin the
same atmosphere, so it’s good rather than sitting at home.”’
(Female, 25-34, Birmingham)

‘I mean the whole idea of going is that you go in a big group with friends
to have a laugh and you joke about the film or discussit, and go and have
afewdrinks...

(Male, 18-24, Cardiff)
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For some, this social element, with cinema as part of alarger process, went to
extremes and it is worth noting that activity of this sort is somewhat at odds
with suggestions that the cinemais expensive:

‘Most times you end up having to go for a meal first, and then (you) go for

a meal afterwards or you go clubbing, so mostly (it’s) an all-night social.

‘(You) go and watch a filmfirst. The film finishes about 12 or 1 and then
(it's) off to the club...
(Males, 25-34, London)

A minority of informants (in the session held in London with 25-34 year olds)
mentioned the particular pleasures of being in a predominantly Black
audience. As one respondent put it, ‘1 think sometimes...especially if there's a
Black filmon, | find going to the cinema is more enjoyable because | find that
the crowd interacts more'. Others agreed, and suggested that white audiences
are ‘very quiet you know', whereas ‘Black people are more likely to comment,
not just laugh, they're more likely to throw out comments to the film because
they know they’re going to get a reaction for the audience’.

429 The choice of cinema

Given the importance of the social side of cinema-going it was not surprising
to find that when asked about their choice of cinema (as opposed to choice of
film), informants in two groups — Birmingham and Cardiff — mentioned places
that are ‘somewhere that’s close to a restaurant’. The majority of cinema-
going, of course, is in the larger, mutiplex cinemas which are seen as
comfortable — as awoman in Birmingham put it, ‘you get more room’ —and to
provide a wider range of services (food and drink for example), as well as a

wider range of films.
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Smaller cinemas also have their supporters however, sometimes for specialist
films but also because, as a woman in Cardiff put it, they can be ‘really cute
and they're good (although) the seats aren’t as comfortable’. Smaller cinemas

were al so sometimes seen as less expensive.

In the course of these sessions respondents were asked where, apart from at
home and in the cinema, they had watched movies. Other locations included
on computers, in aeroplanes, at college and, in one case, in a friend’s car

which was fitted with avideo. Films clubs and societies were not mentioned.
4.2.10 Trave

Since a willingness to travel to an event might be a guide to its percelved
importance, respondents were asked how far they tend to go — or might go —to
see a film. For the magority of people, cinema-going was normaly an
essentially parochia business despite its occasiona importance in their lives.
The films they knew about and, within that total, the films they wanted to see
were amost invariably available locally, requiring a car journey of, at most,
about 20 minutes.

In some circumstances however they might travel further. As a woman in
Cardiff put it, ‘it depends on how much you want to see the film', and this
caveat was echoed by a woman in Birmingham (*...it depends on the film and
who you go with..."). A few people — very much a minority — said they might
travel further though probably not more than an hour’s drive. A complicating
factor was the occasiona trip from the suburbs into the town centre to see a
film though, as noted above, trips of this sort would tend to combine a number

of purposes, of which the cinematrip was only one.
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4211 Filmsliked and preferred

Respondents were asked about the sorts of films they liked. Interestingly, the
responses fell into two distinct categories, the mgority defining the preferred
films on conventional parameters — action, comedy, romance, sci-fi, cops and
robbers etc — but others suggesting some broader, occasionally intellectual
satisfaction level irrespective of the type of film involved.

‘I like horrors...
‘| prefer adventure and action.’
‘Aslong asit’sgood...

‘Aslong asit captures the imagination.’
(Woman/men, 18-24, Cardiff)

‘Anything, aslong asit'sgood...’
(Male, 25-34, Birmingham)

‘.. don't really like films which are very predictable...which
unfortunately is what the majority of films are because everyone loves a
happy ending... But a film along the lines of (The) Usual Suspects which
tests your mind and gets you thinking and gets you talking about it...you
think to yourself, OK that was a good film...and there was a bit of a twist,
and you appreciate that.’

(Male, 18-24, Cardiff)

Other respondents were less sure about complex or unusua films (*...what the
hell was Blair Witch Project about...?’) though it was acknowledged that a
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film that in some circumstances might be intriguing, in others might be

resented.

‘It depends... If it's something that you've got to sit and watch and
concentrate (on)...and you're not in that kind of mood...(well) they can be
very good films but sometimes you don’t go to the cinema to concentrate
that much.’

(Female, 18-24, Cardiff)

This suggestion that the cinema was seen primarily as a source of comfort and
reassurance rather than a place to look for challenge or uncertainty emerged in

one form or another from all the discussions.

‘(1 like) true stories (where) you see a person’s life develop, you know,
stories that Tom Hanks would star in, that kind of thing.’
(Female, 25-34, London)

‘If 1 had the choice of seeing two movies, one that was based on reality
and one that was based on the imagination of a person, | would much
rather watch a movie...based on reality.’

(Male, 18-24, Cardiff)

It became clear during these discussions that there was considerable, though
not unanimous, concern about the level of violence in some films and that this
concern was somewhat stronger amongst women than men. The man from the
18-24 London group who admitted that he ‘like(d) to see people getting hurt’
was an exception but there was undoubtedly some ambivalence about the

voyeuristic attractions, yet the unhealthiness, of violence in films.

‘Aslong as (the film's) got a good story line and it’s not too violent, then
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| don’t mind watching.’
(Female, 25-34, Birmingham)

‘I don't like mainly action (films)... | don’'t see the point... You have
people going round shooting each other and | think, Is that it? What’s the
point?

(Female, 18-24, Cardiff)

During the same session in Birmingham a distinction was drawn between
‘fantasy’, James Bond-style violence and what might be described as ‘real’
violence. It was suggested that real violence can be necessary — can be
justified — by the demands of the plot and to reflect certain elements in 20"
and 21% century life. As one woman put it, ‘...it's got to show what the

world' s like'.

‘(Violence can be) part of the story. I’ve got the Godfather trilogy on
video and it’s part of the story... If it's too violent I’m not watching it but
if itsatop film| can go and watch it straightaway. That’s got violence in
it but it’s necessary violence.’

(Male, 25-34, Birmingham)

4.2.12 Other sour ces of discomfort with film content

As noted above, the films that are watched vary, depending on who is in the
party or group. A woman in Cardiff noted that ‘when you’'re with kids, how
much can you handle? and there are similar problems with parents. In
Birmingham one of the younger women noted how limiting it can be to go to

the cinema ‘with your mum or something’.

‘On one occasion I’ ve been to the cinema with my mother ...and obviously
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the range of movies wasn’'t so much...’
(Male, 18-24, Cardiff)

There was some discomfort with sexuality in movies, particularly for women,
but on the whole it is less of a problem watching with peer groups than with
others. (This problem is particularly acute in home viewing, and we return to

it in the next section of this report.)

‘(I'm uncomfortable with) sex or a lot of violence, (particularly) if you're
with your parents...or young children or brothers and sisters...but not so
much if you're with friends.’

(Female, 18-24, Cardiff)

In severa of the groups, respondents raised the question of films which, in
one form or another, showed the mistreatment or demeaning of African-
Caribbeans. Such films were a source of discomfort — indeed, in some cases,
of distress — and of anger and resentment. The problem was not limited to

modern films.

‘I was in a picture house with a bunch of white people and | was watching

a white film, something to do with racism...(it was) uncomfortable...’

‘...you do get some of these films that are just about race...(but) when
filmsuseit...moreor less promoting racism...that’s not on.’
(Males, 18-24, Birmingham)

‘...In Independence Day, every other nation was alert, ready to fight, and
when they got to the Black people, they were all in the bush and hiding
and tearing around...and | thought, Hang on a minute... | remember
feeling quite angry.’

(Female, 25-34, London)
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‘Them dlavery (films), | can’t watch them. They get me...sick. Sorry.’
(Female, 18-24, London)

‘(A film about) how they treated Black people...| was very uncomfortable
watching it.’
(Male, 25-34, Birmingham)

‘...when | watch films like Tarzan...l have to (remind) myself how old this
oneis... | could watch it just to get myself angry.’
(Female, 25-34, London)

Respondents were also asked whether there were any sorts of films that were
not available enough. Not surprisingly, the answers given tended to reflect the
profile of popular films discussed earlier. Those who liked action wanted

more action films, and those who liked romance wanted more romantic films.

The additional factor that emerged from this part of the discussions was a
desire for more Black films — ‘.. films that portray the Black culture...” as a

man in Cardiff put it.

‘(We need) films to show that we have made significant contributions to
the community here and in America and (show) our contribution to the
world, rather than being seen asthe villains.’

(Female, 25-34, Birmingham)

Other respondents, though they made a similar suggestions, tended not to have
any clear view on precisely the types of films they meant, relying on phrases
such as ‘Black films' or ‘Black in general’ to make their point. An exception

to thiswas awoman in London who had a somewhat broader view.
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‘I would say Black films in general because most of the films you have in
the United States don’t actually get here... | don't know how many Black
people there are in this country, but there are films...apparently (they’ ve)
done three or four months or five months and...raked in so many millions
and you don’'t even hear of it. Even Blockbuster don’t put it in their free
magazine...you don't hear anything.’

(Female, 25-34, London)

Later in the same session there was a brief discussion about the need for films
that ‘depict Blacks more positively'. It was agreed that there are ‘too many
white films' and that al ethnic minorities are underrepresented, though this
was not in itself a disincentive to cinema-going. The power and impact of the

movies was emphasised by some respondents and acknowledged by others.

‘...most of the movies that we watch in the cinema portray a certain
culture, a certain way of life... It doesn't create an awareness of other
cultures... People go to cinemas, they watch movies consciously or
subconsciously (and) they're taking notes of everything they
watch...they' relearning...it'sall an experience.’

(Male, 18-24, Cardiff)

4.2.13 Television, video and home viewing

The majority of respondents owned several televisions and — often — more
than one video player. As aresult (and thisis a finding paralleled in research
elsawhere amongst the general population) disputes about what will be
watched on the television are now rare.

‘It depends what’ s on. If it's something you all want to watch, you watch it

together, but we can all watch different things at the same time.’
(Male, 18-24, Cardiff)
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‘...iIn my own house | go upstairs and watch what | want to watch and the
kids sit downstairs watching what they want to watch.’
(Male, 25-34, Birmingham)

Separate viewing is not simply a matter of programme choice. One of the
younger women in Birmingham suggested that ‘you can concentrate harder
(on your own)’ which can be important with complex or action-packed films,

and asimilar point was made by a young man in the same session.

“..if your mum and dad don’'t like (the film) and you're trying to
watch...they re shouting at the screen and (I’ m) wanting to watch it — Shut
Up man!...

(Male, 18-24, Birmingham)

Just as the frequency of cinema-going varied over time, so the frequency of
film-watching at home varied considerably. For the majority of respondents,
watching films at home was an integral part of life — indeed, one or two
claimed to watch afilm every day. For the maority, at least one film would be
watched during each week, though the precise breakdown between terrestrial
TV channels, cable and/or satellite, and video use was complex and
unpredictable.

As noted above, home viewing was seen as having some advantages over the

cinema. It was comfortable and relaxing.
‘It's easier, isn't it? You don’'t have to get changed. You can just laze
around and stop (the video) if you go to the toilet.’

(Male, 18-24, Cardiff)

“You can lie down and stretch your legs...’
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*And you can laugh as loud as you want to.’
(Females, 25-34, London)

‘(It's) morerelaxed...(and) you can have alcohol .’
(Female, 18-24, Cardiff)

An advantage of watching films on television is that they can be recorded
either for later viewing or to keep, and an advantage of video is that it can be
viewed more than once or, if the film is a disappointment, it can be stopped. In
both cases the film does not have to be seen to the end if it is unsatisfactory,
with less perceived ‘loss’ — financia or of time — than with an unsuccessful

trip to the cinema.

“You can record it so that you can watch it at another time...
(Female, 25-34, Birmingham)

‘...if you don't like it, the bits that you don’t want to see, you can just
switch over.’
(Female, 18-24, London)

Delayed viewing is an additional means of avoiding conflicts.
‘I tend to watch more violent movies on my own (but) if my girlfriend’s
going to come round then I'll tape it and watch it the next day.’
(Male, 25-34, Birmingham)

It was noted above that one of the advantages of home viewing is that thereis

less effort involved than in going to the cinema. On occasions — or for some

people — even the effort of visiting the video store can be a problem.
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‘It's more of an effort to go to the video shop and choose a video, so you
think more about what you're watching on TV...you pick a channel
and...you can just change it. You haven't got to go out and pay (for a
video)...’

(Female, 18-24, Cardiff)

4.2.14 The choice and use of video

The videos watched at home tended to be the same, or similar, to those
watched in the cinema. Films that would not be watched with parents or
children at the cinema — those containing violence or with a significant sexual
content — also tended to be avoided at home when young or older people were
around. Pornographic movies were mentioned in two of the groups and, not

surprisingly, were predominantly a male concern.

Respondents mentioned both Blockbuster and ‘local’ shops as sources of hired
videos. (DVDs had barely impinged with these respondents, though the
technology was known about, had occasionally been seen, and was thought to
be potentially significant for the future.) The use of video stores varied. The
majority of people clamed to use them as a place to browse, often without
any specific idea of what will be hired. Well-known films, and those missed
or particularly enjoyed at the cinema, might be specifically looked for, though
plans can change in the shop.

“You go there, and you pick the one you want to watch...’
(Male, 18-24, Birmingham)

‘(You) decide to hire a video, go to the video shop and see what they’ve

got.
(Male, 25-34, London)
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‘You have a plan...and go to get (the chosen video but) you might see
something else.’
(Female, 25-34, London)

‘(1) decide to hire a video and then go and see what’ s available...’

‘(But we) decide beforehand, walk into the shop and (get) the film.’
(Females, 18-24, Cardiff)

4.2.15 Additional topics

Respondents were asked whether they had ever attended a talk by a film
director or afilm star. None had, though one person had tried to, but failed to
getin.

There was, as expected, virtually unanimous agreement with the suggestion
that there needs to be a national archive of film and video and, by implication,
it was sometimes felt that it should be as comprehensive as possible, taking
account of ethnic differences, and day-to-day lives, within the country. It
should be emphasised however that film archive —film as a historical or social
record — was not volunteered as important and seemed not to be part of these

informants’ current thinking.

‘I mean in terms of historical content, yes, it is important, so you have a

record to go back (to)...’
‘But isn’t it done (already)? BBC, ITV, (don't) they keep records of the

films they show.’
(Males, 18-24, Cardiff)
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Echoing a point made by many of the professionals interviewed as part of this
study, it was noted that archives are only of use if they are known about — if

the publicity is sufficient - and are available.

‘If you record something and don’t tell (people) that you' ve recorded it,
that’s not good.’
(Male, 18-24, Birmingham)

Finaly, though the role of film in recording and archiving society and its
development was not volunteered, the function struck some informants as

particularly valuable:

‘We need to have story tellers...it is important because you know from
your parents telling you what they went through in the past...you can (tell)
your children and they can passit on to their children.’

(Female, 25-34, London)
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4.3 THE SOUTH ASIAN GROUPS

431 Respondents backgrounds

The data collected within this section of the report constitutes the outcome of
five focus groups carried out within the South Asian community, two in
Leicester, and one in each of Manchester, Newham and Glasgow. As noted
above, respondents from a range of ethnic groups, ages and genders took part

in the session.

The groups with 18-24 year olds were mostly carried out in English whereas
the two groups with older informants — 25-45 — were carried out in the mother
tongues of Urdu and Hindi. Each of these two groups was trandated into
English before the data was anal ysed.

4.3.2 Respondents backgrounds

Again a cross-section of people had been recruited for the discussion sessions.
For example, five male respondents between the age of 18-24 were at local
colleges, two were at University, whereas others were unemployed and others
were working in manual jobs. Amongst the females in the 18-24 age range,
six were attending college full time and a further three were at university. Two
participants were unemployed and one was working full time in an
administrative job.

As for the male participants in the 25-45 age range, two were self employed
and were proprietors of their own businesses, one was at university and the
other was an optician. The majority of females between the ages of 25-45 also
owned and managed, often on their own, grocery businesses. Two participants
were in manual jobs, a few were unemployed, and a further two were
housewives and had never worked outside the home. One was on a
postgraduate degree programme and attended university.
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Although the participants selected to take part in the focus groups were
representative of their respective communities, it is felt that geographical
location plays a vital part in the individuals employment situations. It was
evident that in Glasgow a high number of Pakistani women managed their
own businesses whereas this was not the case, for example, for Indian women
in Leicester. Similarly there were differences between the Bangladeshi
community in Forest Gate (Newham, East London), with more individuals,
both male and female, staying at college and going onto university, whereas
with the Pakistani community in Oldham (Manchester) the men tended to start

work, in manual jobs, at a young age.

4.3.3 Attitudesto film and the cinema

This section explores attitudes to cinema and seeks to obtain information on
how often participants visited the cinema, who they went with, and how they
decided what film they wanted to watch. The distinction between the cinema
as afilm-centred occasion or a predominantly social event is also explored. In
this context we explored how far individuals were prepared to travel to watch
a film, and the various likes and dislikes of participants as far as films are

concerned.

It isimportant to note that here, as in the African-Caribbean groups, there was
consensus that cinema was predominantly a form of entertainment. The
degree to which films were watched at the cinema varied with individuals, yet
al participants felt that the main reason for watching a film at a cinema was
because it enabled them to get out of the home, into a different environment,

and enjoy afilm.

The frequency of visiting the cinema varied from one individual to another. In

some focus groups the women tended to go more regularly to the cinema,
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perhaps once every week, whereas the males claimed that they might visit the

cinema once a month.

‘I go to the cinema once every week, almost always on a Sunday, although
sometimes on a Friday night...’
(Pakistani Female, 18-24)

‘I may go to the pictures, once a month, but not because | don’t want to
go, but because | never get thetime...’
(Bangladeshi Male, 18-24)

Some participants felt that the decision depended on what was on at the
cinema, whilst others stated that the film they saw at the cinema had to be
‘specia’, since al other films would be watched at home. Thus the frequency
of visiting the cinema was determined for these informants by whether the
films being shown were seen to be particularly important and needed to be

viewed on alarge screen in a cinema environment.

‘For me it depends on what is being shown and whether it is good enough
for me to go to the cinema to watch it. I'd say I’ve been to the cinema
perhaps three times this year ...’

(Indian Male, 25-45)

434 Who do they go to the cinema with?

For the younger participants in the 18-24 age bracket the cinema was often
visited with friends and sometimes with family. However, asfar as visiting the
cinema with parents and family was concerned, there was a distinct difference
between, on the one hand, the Pakistani and Bangladeshi women, and, on the
other, Indian women. The Pakistanis and Bangladeshis said that they would
never go to the cinema with their fathers, but might sometimes be
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accompanied by their younger uncles and their mothers. This was because it
was socially unacceptable and although home videos could be viewed with the
whole family, the ‘naughty bits (as one informant described them) were
censored by switching channels via the remote control. This could not be done
at the cinema however and to avoid uncomfortable situations it was best not to

go with elder male members of the family.

‘I usually go the cinema with my friends and sometimes maybe with mum
or younger uncles, but we never go to the cinema as a family, | think it’s
just too embarrassing’

(Pakistani Female, 18-24)

‘It's not right to sit with dad through some of the naughty bits, because
you just do not know where to look. At home | sit with the remote control
and will switch channels, so that we can watch films at home with the
whole family, but even the kissing scene is too embarrassing to sit and
watch with dad.’

(Bangladeshi Female, 18-24)

However amongst the Indian females, although the cinema was visited more
regularly with friends than with family, there was no difficulty as far as
visiting the cinema with the whole family was concerned. The majority of
Indian females said that on special occasions such as birthdays, the whole

family might well go to the cinema.
‘I usually go with my friends from college, but if there is a special

occasion then we will go as a family to watch a good film, for a treat...’
(Indian Female, 18-24)
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Asfar as the younger South Asian males were concerned there was consensus
that films were better watched with friends rather than with family as it was

far more ‘enjoyable’.

‘I would never go with my family to watch a film because it’s far better to
go with friends, because you are all on the same wavel ength (and) you can
have a better discussion about it afterwards...’

(Pakistani Male, 18-24)

With the older South Asian participants, in the 25-45 age bracket, cinema
visits were mostly with older family members, as their children were younger.
Occasionally spouses would visit the cinema together as a specia treat to

celebrate a specia event such as awedding anniversary.

“We always go with family...children love to watch films at the cinema and
we make it a point of taking them at the weekend. Sometimes (it’s) to
reward them for doing well at schoal...’

(Bangladeshi Female, 25-45)

‘My wife and | go together only when there is a special occasion, like a
wedding anniversary...but we make a real event of it, we dress up and
arrange a baby sitter for the children and then go on after the cinema to
have meal. It'sreally niceand | look forward to it...’

(Indian Madle, 25-45)

435 The choice of film

Various sources of information were used to obtain information about films
and the cinema. Many respondents, irrespective of age, sought information
from the television via the teletext service, and advertisements seen on the
television were also a valued source of information.
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‘I tend to use the teletext more than anything el se because that gives you a
breakdown of what filmis on where...’
(Pakistani Female, 25-45)

Amongst those who watched films regularly at the cinema, the trailers that
were shown before the main film were used as a source of information in

determining what film to watch.

“When you go the pictures you get the trailers at the beginning of a film, it
is usually from that, that we decide what we will come back and see next
week...’

(Bangladeshi Male, 18-24)

The decision about which film to watch was often taken collectively. One
informant explained how each week one individual in their group would pay
for all the others, and at the same time would have the choice — the power —

over what film they watched.

‘Each week someone different pays from the group for all the others (and)
that person also decides what film will be watched. It works out OK
because we all have more or less the same taste as far as films are
concerned...’

(Indian Female, 18-24)

With older participants the decision about which film to watch was often
determined by the children, which in turn had been determined by what other

children had been to see at school or advertisements on billboards.

‘“When the children have heard that thereis a particular film and that their
friends have seen it that isit, then we have to take them and they decide
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what it is that we will watch...’
(Pakistani Female, 25-45)

The majority of informants decided what film they were going to see before

going to the cinema, and in most cases were well informed about it.

‘I don’'t think I’ve ever turned up at the cinema and (only) then decided
what | will see...a brief study is carried out before hand and then a
decision is made.’

(Bangladeshi Female, 18-24)

However, some of the male participants would arrive at the cinema and then
have a quick look around to decide what they were going to watch. Going to
the cinema on the spur of the moment was something that the younger men
tended to do, in contrast to the women, who always appeared to make an

informed and advance choice.

‘“When over an evening there isn’'t very much to do, we just go to the
cinema and then decide what we will watch...it's better like this, less
hassle...’

(Pakistani Male, 18-24)

4.3.6 Cinema asfilm-going or asa social event?

The cinema for almost all participants was a social event that was both
planned and thoroughly enjoyed. Friends and family would get together to go
and watch a film, but it was not only the watching of the film that was

important, but also the meeting and mixing with other people.

‘It'sa social event...I look forward to it all week, because | love going to
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the cinema and at the same time it gives me a chance to see my friends...’
(Indian Female, 18-24)

For those in the older age group who had young children, mothers from school
would get together at half term and take their children to watch a film
together.

‘It's good fun, the children enjoy it and so do we. They all know each
other and have similar tastes so all in all it is a good day out for
everybody...’

(Pakistani Female, 25-45)

For some participants going to the cinema was a specia event — they would

dress up and make it an evening out.
4.3.7 The choice of cinema

The mgjority of participants would go to different cinemas depending on what
they were going to watch. Indian movies are often screened at cinemas which
exclusively show South Asian films. In most towns across the country, where
there is alarge South Asian population, separate cinemas have been set up by
affluent Asian businessmen. However in some towns mainstream cinemas are
now showing Indian films on particular evenings of the week to attract the

local resident South Asian community.

‘If we want to watch an Indian film then we have to go into Manchester ...
this involves a 45-minute drive and because none of us has a car we have
to get a lift from our aunty...’

(Pakistani Female, 18-14)
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However for the Bangladeshi males who lived in the East End of London
there was a problem, in so far as the local cinema only showed Indian films
and to watch an English film they had to travel to Beckton.

‘I don’t think it’sfair and...certainly to have separate cinemas doesn’t
help...it causes more of a problem...’
(Bangladeshi Male, 18-24)

The Indian films that were generally watched — more by the females than the
males — were often housed in small Odeon-type cinemas. However, to the
majority of participants the size of the cinema was not a major concern. What

mattered was being out and having a good time.

‘The Indian films are not shown in the multiplex cinemas, but it does not
really matter aswe are all just out to have a good time...’
(Bangladeshi Female, 18-24)

The male participants had cars and often travelled to the multiplex showcase
cinema to watch an English film. For these respondents there was no

significant problem as far as transport was concerned.

‘“We always drive to the multiplex because it is better and | suppose
because we have the facility to be able to drive...’
(Indian male, 18-24)

As far as watching films elsawhere was concerned, the majority of
participants said that they had never seen films anywhere apart from in home
and at the cinema. However, a young female participant related how she
remembered watching films on a big screen at the local library when she was

young, during the summer holidays.
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‘| suppose it was almost like a film club, just that we didn’t have to pay
anything for watching the film...’
(Bangladeshi Female, 18-24)

Similarly, older females said that they would go round to each other’s houses
to watch films. Occasionally someone would invite everybody else around,
friends and family, to come and watch a film and as a courtesy, everyone who

went took something to eat.

“When we are invited round to all go and see a film we make sure that we
cook something special and take it for everyoneto eat. It isreally
enjoyable to sit and watch a filmtogether ... usually an Indian movie. We
don’t pay as such but we pay in kind...’

(Indian Female, 25-45)

4.3.8 Filmsliked and disliked

Films were liked or disliked for a variety of reasons. As far as the male
participants were concerned, some said that they would watch anything as
long as it had a good story line to it. A number of the younger males felt that
Indian films lack story lines and, given this, they would not watch them.
However, anything that involved action and suspense was seen to be near-
essential viewing.

‘I like to think of myself as someone who will watch anything but it has to
have a story line... Most Indian films are all the same and don't really
have a story line, which iswhy | will watch anything but an Indian film...’
(Pakistani Male, 18-24)

The younger female participants were more inclined to watch Indian films as
well as to watch ‘fun’ movies that had some comedy and animation.
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‘I will watch films that have some humour to them, light comedies as well
as good animation, but | also enjoy a good Indian blockbuster...’
(Bangladeshi Female, 18-24)

With the older informants, the kind of films that were particularly liked were
classical films as well as blockbusters, both Indian and English. However
many of the older participants aso said that because of their children they

found that they enjoyed children’s films too.

‘I find that | learn so much from my children, and | actually enjoy the
films that they watch... So | would say that apart from the classics and
blockbusters that | enjoy..l also enoy children’'s films...
(Indian Male, 25-45)

When participants were asked what they disliked there was general consensus
amongst the females that pornographic movies and films with a lot of
bloodshed were not favoured and, if possible, were avoided.

‘I can’'t stand films with bloodshed, they make my skin crawl and |
suppose pornographic movies are something that | would never watch...’
(Pakistani Female, 18-24)

439 What isliked and disliked about going to the cinema?

It was obvious from all the five focus groups that the majority of participants
enjoyed going to the cinema. For many of them the cinema was not just a

means of going to see afilm but was an important part of their socia life.

‘I don't really get out much... so going to the cinema is my only way of
enjoyment and being able to get together with friends and having a good
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time...’
(Pakistani Female, 18-24)

Going to the cinema provided an evening out that, for some, was cheap in
comparison to going elsewhere. Where cinemas were local, those with
younger children felt that it was convenient to take the children to the cinema
where they would be indoors. For those participants who were older but had

young children, going to the cinema was seen as arelaxing activity.

‘I find that | don’t have the energy to run around with the two of them.
Because we have so little time together anyway | just feel that we need to
spend quality time with them... Going to the cinema is something that we
all enjoy and we can talk about it afterwards...’

(Indian Female, 25-45)

For the younger male participants the cinema provided ‘time out’ from college
and university, and many of the younger informants felt that it was important
to go to the cinema to keep in touch with the new films that other people at

college were watching.

‘Thereisusually a lot of talk around film... and especially new films when
they arereleased. So for meit isimportant to be able to talk with other
people at college and know what I’ m talking about...’

(Bangladeshi Male, 18-24)

For some participants the environment of the cinema provided relaxation, and
they felt that after watching a good film at the cinema you would feel better.

‘There is nothing better than when you are stressed from work, to go home

wash and change and leave for the cinema to watch a good film. Once you
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come out of the cinema you feel like a new person...’
(Indian Female, 18-24)

Things that were disliked about the cinema were not directly related to the
cinema itself. For particular communities there were no appropriate parking

facilities, which resulted in people having to park in unsafe aress.

‘The only problem that we have is that the cinema sits on a main road and
there is no parking, so we have to park around the back...this area joins
up with the football ground and isn't always safe. So | suppose you just
feel that you can't go on your own but have to go with a group of
people...’

(Bangladeshi Female, 18-24)

In addition, there were issues about street lighting that caused problems for

individuals when visiting the cinema.

‘“When the streets are not lit up properly and car parking is a problem...
you just feel that you are not so safe...thereis a particular problemin the
area surrounding the cinema because of the council estates...’

(Indian Male, 25-45)

For some participants the food sold at the cinema was seen to be too
expensive, which is why individuals either took their own snacks or shared

things that they bought at the cinema.

‘I think people don’t realise that when you're a student it’s very difficult to
manage, because of (having) so little money. To have such high prices,
that are quite inflated in comparison to the shop prices, doesn’t seem

fair... because the message that the cinemas are then giving is that you
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can only be fairly well off to afford coming to the cinema...’
(Pakistani Female, 18-24)

4.3.10 Why go to the moviesinstead of watching films at home?

There were a variety of reasons given for watching films at the cinema. The
femal e respondents from all age groups agreed that the cinema was definitely
a better choice if you wanted to watch a film undisturbed, which at home was

not always possible.

‘The minute you sit down and really start getting into the film (at home)...
the door bell rings, and then you’ ve got to get up and make tea, and you
just lose interest. At least this does not happen in the cinema, once you're
there you know that no one can disturb you...’

(Pakistani Female, 18-24)

The other reason for watching a film at the cinema was that individuals felt
that the big screen and the quality of sound were far better at the cinema rather
than at home. These factors helped in improving the quality of the film and

making it more ‘real’.

‘You just don't get the same effect at home...watching a film on a big
screen isjust far better rather than on the television at home. The quality

of sound is far better and all this helps in making the film seem “real” ...
(Bangladeshi Female, 18-24)

4.3.11 Problemswith —and alter nativesto —the cinema

For those participants who visited the cinema regularly the main reason for

not being able to go was cost. In particular, students felt that when they were
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short of money, trips to the cinema were amongst the first discretionary

expenditures to be cut.

‘If finances are tight then the first thing that | stop doing is going to the
cinema. Over the past six months or so, | went very rarely...but | have
again started going to the cinema regularly...’

(Bangladeshi female, 18-24)

For those participants with young children the winter was a time that cinemas

were visited less frequently.

‘Ifitiscold, the preferred option isto get in a video and sit and watch it in
the comfort of our home...it is better in this way because you know that the
children.. .will enjoy it more...’

(Indian Female, 25-45)

The alternative to the cinema was then explored, and respondents were asked
where they would choose to go if they did not go to the cinema. For some of
the younger participants the response was that they would end up staying at

home.

‘If 1 do not go to the cinema the only place | will be is at home, or at a
friend’shouse...
(Pakistani Female, 18-24)

For the older participants the aternative was going out perhaps for a meal or
going out to visit friends. However, many of them who did not visit the

cinema often tended not to go out anywhere el se.

‘Time is the most difficult thing to find, we run our own business and

therefore the idea of free time is almost non-existent... We try to spend
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time with the children and go out together as a family, but often we save
up to go abroad together and have longer holidays... Although we go to
the cinema the alter native would be to go out for a meal, but it would have
to be a special occasion’.

(Indian Male, 25-45)

4.3.12 Aretherefilmsthat arenot sufficiently available?

Many of the younger participants felt that there were very few films that
portrayed the Asian community in a positive way. There was much anger over
this, some of it stemming from the film ‘East is East’” which some of the

participants in the various groups had recently seen.

‘I understand that there are lots of problems with our communities, and
that our older generation are different...but there are people living in this
country who are Asians who do not behave like we are portrayed...’
(Pakistani Female, 18-24)

There was much discussion about film and the role of the mediain tending to
portray the Asian community as backward, and many of the younger people

wanted this to change.

‘ Someone has got to do something...it (should not be) possible to defame
everyone in such a way... Why are the positive features of the Asian
community never shown on films and in the media?

(Bangladeshi Male, 18-24)

One young Bangladeshi participant pointed out that her mother only spoke

and understood Bengali, yet there were no suitable films shown, even at

specialist cinemas.
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‘Itisimportant...that if the Asian cinemas are catering for the needs of the
Asian communities, then all groups need to be included within that.. .there
are no filmsthat are shown in Bengali...’

(Bangladeshi Female, 25-45)

4.3.13 Home viewing

Many of the findings regarding the cinema — viewing patterns, decision-
making over which film to see, accessing information, likes and dislikes, etc —

were paralleled or repeated in the context of home viewing.

The added factor whilst viewing films at home was that the majority of
participants had access to cable and satellite channels and therefore films were
readily consumed from these sources. Because of this, the number of films
consumed in a day, or weekly, was considerable. Many participants watched

one film every evening.

‘With the cable channels, you get stations like ZTV which provide films
almost every hour... But apart from this English films are also more
readily available, so | tend to watch a film almost every evening...’

(Indian Female, 25-45)

However, when individuals wanted to watch particular films, they would
normally go out and hire them. The nature of the selected film determined
where they would go to rent it. Indian films were hired from Asian speciaist
shops, which are sometimes, for example, grocery shops which also stock
videos, or are exclusive Indian film hire shops. There are now more of these
shops across the country than in the past. If other films are required then

individuals went to Blockbuster or similar outlets.
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‘There are so many different shops locally that stock Indian films... |
myself am a member of four such places. You need membership to go and
get a film and because the membership isin my name... | go to get the
films and therefore choose what | want to watch first...’

(Pakistani Female, 18-24)

The advantage of hiring films (as opposed to buying or recording from the
television) was that the film would be watched and then returned. This was
seen to be a good thing by some respondents because the household would

then not accumulate films that would probably not be watched again.

‘It'sgood to be able to watch it and take it back...because at the end of the
day if you start buying films then you would just have stacks of films that
you would probably never see again...’

(Indian Male, 25-45)

Other informants said that although most of the time they would hire films, if
there were something special, they might then buy it.

‘I don’t usually buy, but if it is something really good then | will buy it... |
must say though I’m very selective...’
(Bangladeshi Male, 18-24)

Films at home were normally watched with the whole family. If it was an
Indian film then the parents would also be involved in watching it, but this

was not true when watching an English film.

‘If we put on an Indian film then we all sit and watch it, mum and dad will
alsojoinus...but if it isan English film then mumwill walk off or start
doing something el se because she can’t understand English too much...’
(Pakistani Female, 18-24)
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With there being two and sometimes three televisions and videos in many
households, younger male participants generally went off into their bedrooms

to sit and watch afilm, either on their own or sometimes with friends.

‘I don’t think | can sit and watch a film with the whole family...| prefer to
sit in the privacy of my own bedroom and watch a film on my own or with
friends...’

(Indian Male, 18-24)

It was obvious that there was a diversity of opinions and that each person did
whatever they felt comfortable in doing. Yet there was an overall division,
with females tending to watch with other female members of the household,
and males watching something separately. Sometimes, because of the nature
of the film, the separation was seen as important.

The primary difference between watching a film a home, either on the
televison or on video, rather than going to the cinema was the greater

convenience.

‘ Although it’ s nice to go to the cinema sometimes...it isjust easier to put
on a film or watch something that’s on the television. | suppose it’s just
less problematic...’

(Bangladeshi Male, 18-24)

Similarly, the fact that one could do other things, at the same time as watching
afilm at home, was appreciated by some participants.

“You know when you have a hundred and one things to do, what you do is
three things at the same time. Like this, you can watch a filmand carry on
doing what else you need to do (and) you can’'t do this when you go to the
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cinema...’
(Pakistani Female, 25-45)

When participants were asked whether they made home videos, and whether
they kept them stored and labelled the mgjority of participants said that they
had al made them. Special occasions were recorded and, depending on the
event, either someone within the family would record it or a professional

would be called in to record the event and provide an edited film.

‘I don’t think that there is anyone within our community that doesn’t make
afilm. At first they just used to record weddings but now they record
birthday parties...you name it, they record it...’

(Pakistani Male, 18-24)

The majority of participants said that videos were labelled and kept stored, to
be brought out and watched. Also, copies of events that had been recorded

were sent abroad to extended family that were not at the event.

‘“When a recording is made, the idea is that it is like keeping your
memories of that day...also we sent films back home, because we may
have grandparents or aunts and uncles that want to see the wedding or
whatever itis...’

(Bangladeshi Male, 18-24)

4.3.14 Attitudesto film

As far as information about films was concerned, respondents from al five
focus groups felt that there was enough information that could be accessed.
For those who had computers, the Internet was used to tap into information
about film that was not otherwise available.
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‘If there is information that you need about a particular filmthen the
Internet is something that is always there to give detailed information, but
you need access to a computer ...’

(Indian Madle, 18-24)

However, the older participants, many of whom did not have access to a
computer, felt that there was enough information about films as far as

billboards and tel evision adverts were concerned.

‘| don't think that there is a need for more information, after all isn’'t there
enough out there already?’
(Pakistani Male, 18-24)

The majority of participants had all watched at |east one documentary about

thelife of an actor or director, on the television.

‘I find it fascinating to know what goes on behind the scenes... | watched
the documentary on Steven Spielberg, and to know (things) which you
would never learn if they didn’t show thingslike this... | think it's
marvellous...’

(Pakistani Female, 25- 45)

Similarly many of the younger female participants had been to see singers
from Indian films in action. However none of the participants had ever seen

film actors or directors live at public appearances.

Film was seen by all the participants in these sessions primarily as a means of
entertainment. There was no significance of film as history for members of the
South Asian community. However the fact that film was a reflection of culture

was something that the majority of participants appreciated.
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‘I think films do reflect our culture, I mean when we watch Indian films we
can relate to them, to some extent, because our lives operate in the same
cultural systems...and it must be same for the non-Asian people who
would relate to what they see...’

(Indian Female, 25-45)

When asked whether they thought there should be a national body that
collected and kept videos that reflected the lives of ordinary people many

individuals felt that it was an excellent idea

‘If something like that is done it becomes a source for historical
importance for people, it'sa good idea...’
(Bangladeshi Male, 18-24)

Other participants felt that an initiative like this would act as an educational
tool that would help students understand the lifestyle and culture of people in

years gone by.

‘It'sa bit like the fly on the wall thing isn't it? | think it will help students
in years to come to learn how people in generations before them lived....’
(Pakistani Female, 25-45)

The idea of a historical record and archive of films was widely appreciated,
and although many individuals had not considered film to be a source of
historical relevance, this thought made them see film — moving image — in a

different light.
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APPENDIX 1-QUANTITATIVE RESEARCH

TECHNICAL SUMMARY

In total, 401 interviews were conducted amongst minority ethnic communities
in the UK, i.e. people of South Asian or African-Caribbean origin. A total of
182 interviews were completed with South Asians, and 219 with African-
Caribbeans. The interviewing was carried out on behaf of bfi/SSMR by the
NOP Research Group.

Sampling locations were selected using the distribution of the two populations
at local authority level, derived from Census data. Council areas were
separately sampled, once for African-Caribbeans and once for South Asians.
The authorities were stratified by region and then by the absolute numbers of
adults from the relevant group. The South Asians were further stratified by the
balance between the three main communities — Indian, Pakistani and
Bangladeshi. From the stratified listings, Council areas were sampled with
probability proportionate to size. Interviewers could work anywhere inside the

selected areas.

Quotas were set for sex, age and working status. Respondents were given a
showcard for them to alocate themselves to particular ethnic groups —

interviewers were not permitted to make this judgement.

Interviewing for the South Asian informants took place in Leicester, Brent,
Ealing, Harrow, Hounslow, Newham, Bradford, Birmingham, Luton, Burnley,
Waltham Forest, Tower Hamlets, Camden, Oldham and Hackney.

Interviewing for the African-Caribbean informants took place in Southwark,
Hackney, Lambeth, Newham, Haringay, Brent, Lewisham, Islington,
Westminster, Wandsworth, Hammersmith and Fulham, Croydon,

Birmingham, Ealing, Wolverhampton, Tower Hamlets and L uton.
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Interviews were conducted on street, throughout the day and at weekends. The

majority of fieldwork was completed between January 12"-25™ 2000, with the

final few interviews being completed before February 11",

SAMPLE PROFILE

Interviews were undertaken with 401 respondents, 182 South Asians and 219

African-Caribbeans. The profile of this sample, by social grade, age and sex,

within ethnic group, was as follows.

South Asians African-Caribbean
Total | Indian Other | Tota | African | Carib’'n | Other

% % % % % % %

ABC1 48 61 34 48 56 42 63
C2DE 52 39 66 52 44 58 37
16-29 49 37 62 44 55 38 42
30-44 28 33 22 38 33 42 32
45+ 23 30 16 18 12 20 26

Male 53 55 51 51 57 47 53

Female 47 45 49 49 43 53 47

A copy of the quantitative questionnaire used on this study is included as an

addendum at the end of this document.
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APPENDIX 2-QUALITATIVE RESEARCH

TECHNICAL SUMMARY

Ten discussion sessions were undertaken, five within each of two groups of

interest. The sessions were as follows:

African-Caribbean, 18-24, mixed sex — London
African-Caribbean, 25-45, mixed sex — London
African-Caribbean, 18-24, mixed sex — Birmingham
African-Caribbean, 25-45, mixed sex — Birmingham
African-Caribbean, 18-24, mixed sex — Cardiff

Bangladeshi, 18-24, mixed sex — London (Forest Gate, Newham)
Indian, 18-24, mixed sex — Leicester

Indian, 25-45, mixed sex — Leicester

Pakistani, 18-24, mixed sex — Oldham, Manchester

10. Pakistani/Bangladeshi, 25-45, females only — Glasgow

© © N o g bk~ w NP

Respondents were recruited on street, with some additional use of community
networking when necessary. As noted else where, all respondents had been to
the cinema within the last twelve months, and had watched a home video in
the last three months. A cross-section of informants was recruited to cover a
range of social classes, life-styles and experience. With the South Asian
informants there were differing levels of fluency in English, and the

discussions with older informants were undertaken in Urdu or Hindi.

The groups were run by moderators of the same overall ethnic group as the
respondents. The discussions lasted approximately 90 minutes and were tape
recorded. A topic guide was developed by bfi and SSMR for use during the
discussions, and isincluded overleaf.
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The groups were undertaken between February 9" and 24™ 2000.

TOPIC GUIDE

Introduction

Name etc of moderator...outline aims of project...

Emphasise that we are talking mainly about feature films — films you see in
the cinema and on TV, or hire on video. [If informants mention documentary
films, short films etc, they should be included in the discussion.]

Explain confidentiality...get permission for use of tape recorder
Cinema-going

How often do they go to the cinema/movies?

[Establish how the cinemais described so that the right language can be used.]
Isit aregular part of life? When they go, who do they normally go with? Is it
ever a family activity (with parents/children)? or does it tend to be with
friends?

How do they decide what to see? Where do they get information from?
(Posters, magazines — Which ones? — ads outside the cinema, trailers, word of

mouth...) Who'sinvolved in any discussion? How are decisions taken?

Do they tend to go to the movies when a certain film is on, or decide to go to

the cinema and then choose a film to see?
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[Explore distinction, if any, between cinema as film-going (to see a given

movie), and cinema as social event...and what sort of social event?]

Do they tend to go to the same cinema every time? (Is this part of the choice
of film?) If not, why do they sometimes go to one rather than another?
(Because of the film(s) available...but other reasons?)

What sort of cinema(s) do they use?

How far do/would they travel to see afilm?

Do you see movies anywhere else, apart from the cinema and movies and

video on TV? (Film clubs, Community centres?)

What sort of movies do they prefer? What do they watch? Does it vary,
depending on who they’re with? (Action, romance, Hollywood, Bollywood,
etc etc? The work of particular directors, or particular actors?) [Again, how do
they describe the movies they prefer? If necessary use their ‘favourite movies
or ‘favourite movie moments' as an introduction/way in.]

What other sorts do they see?

What sorts of movies, if any, do they not like? [Are there any they would feel
uncomfortable with? Find difficult to understand? Or think were in bad taste?]

Does what is seen vary with the location — cinema/home? Why?
What do they not like, and why?

Do they go to the cinema more/less/the same amount as they used to? Why?
Doesit vary with time of year?
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Do they like going to the cinema? Aside from the film, is the event, the trip,
pleasant/fun? What do they enjoy? And dislike? [Travel, parking, cost(s),
comfort, food/drink, loos, ambience, staff, ticket purchase system, cleanliness
etc?|

What do they enjoy about the movies as opposed to seeing a film on TV?
Why bother to go to the movies? And what are the TV’ s advantages?

Does anything ever stop them going to the cinema when they might want to?
[Probe re cost, concern about discomfort including ‘social’ discomfort,

cinemas in dangerous areas, bad weather, |language problems, etc etc.]

Are there any sorts of films that are not available often enough? What sort?
[Hindi films for some South Asians? British Black or Asian films like Bhgji
on the Beach or Babymother?]

What might they do when they go out (with friends/family?) but don’'t go to
the cinema? What' s the competition?

Home viewing
How often do they watch movies on TV? And hire/watch videos/DV Ds?

Do they use — buy or hire — DVDs? If Yes, what are the advantages — new,
different things? — about DVDs?

Is it a regular part of life? When they watch films at home, who are they
normally with? Is it ever a family activity (with parents/children)? or does it
tend to be with friends? How many TV s/videos are there in the household? Do

people watch separately? Why? In what situations?
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How do they decide what to see? Where do they get information from?
(Posters, magazines — Which ones? — trailers, word of mouth...) Who's

involved in any discussion? How are decisions taken?

Do they tend to hire videos to see a certain film, or decide to hire a video and
then choose which film to see?

Where do they hire videosDVDs from? (Blockbuster? Local, specidist,
shops...?)

What sort of movies do they watch at home? Does it vary, depending on
whether it's a movie on TV or avideo? Does it depend on who they’re with?
(Again, check re action, romance, Hollywood, Bollywood, etc etc? The work
of particular directors, or particular actors?) [Again, how do they describe the
movies/videos they prefer? If necessary use their ‘favourite movies or

‘favourite movie moments’ as an introduction/way in.]

What other sorts do they see?

(If different from cinema) What sort of videos, if any, do they not like? [Are
there any they would feel uncomfortable with? Find difficult to understand?

Or think were in bad taste?]

(If not already covered) What do they enjoy about seeing a film on TV as
opposed to going to the movies? And what are the TV’ s advantages?

Do they keep/store videos/DV Ds? What sort? [Home movies/videos of family
events like weddings, parties etc?] Are they labelled, stored, looked at?
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Attitudesto film

Do they ever want more information about films (cinema or video) than they

normally get? If so, what sort of information do they look for? And why?
Where do they go for thisinformation?

Do they ever watch TV programmes — documentaries — about film, film stars,

directors...?
Have they ever looked at websites about films?

Have they ever been to atalk or public appearance by a film star or director?
(Why? Who? Where?)

Is film simply entertainment? Art? A reflection of cultura attitudes and

beliefs, whether or not acceptable?

Do they think in terms of cinema (like other arts) having a history? Do they
think in terms of historic or ‘important’ films rather than just films as

pastime?

Are there some sorts of films they’d like to see more of ? Which? Why? And

where would they go to find/see them?
Do they think it is important that some national body should collect and keep

videos — including home videos — that reflect people’'s day-to-day lives,

including theirs (as a sort of historical record)?
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RESEARCH AMONGST THE FILM PROFESSIONALS
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9. RESEARCH AMONGST THE FILM PROFESSIONALS

Telephone interviews, each lasting on average some 40 minutes, were carried
out with 37 African-Caribbean and South Asian film professionals, covering a
range of expertise, skills and backgrounds. Further details of these
respondents and of the methodology of this aspect of the study are included in
the Appendix to this section of the report (p. 147). A list of questions to be
covered was prepared by bfi in consultation with SSMR and this too is
included in the Appendix.

51 SUMARY OF MAIN FINDINGS
511 Attitudesto bfi and the film establishment

As background to the detail of this research, it must be noted that there was
considerable discontent amongst the African-Caribbean and South Asian
professionals about the film establishment of the UK as a whole, and thus
about bfi. bfi was felt to be dominated by white middle-class men with limited
understanding of, or sympathy towards, the ethnic minorities and their needs.
Indeed, the bfi was believed by some to be racist, though the racism — on the
whole — was felt to be based not on malice but on a lack of understanding and
lack of vision. There was also believed to be a lack of investment and staff

involvement in Black and Asian affairs within bfi.

Similarly, it was thought that those making decisions about investment in film
often could not understand the Black and Asian scripts that were presented
(cultura differences might well make it impossible), and therefore were not in
a position to assess the film'’s potential impact in the specialised but growing
market-place. An additional aspect of the problem was that the industry’s
decision-makers tended to believe — or assume — that professionals from the

minorities could or should only be involved in ‘ethnic’ fields and were
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unsuitable to work on ‘mainstream’ productions. It was felt that such
situations were unlikely to change until there were more senior, decision-
making staff — at bfi and el sewhere — from the Black and Asian communities.

Thisis, of course, familiar territory to those working in the field and not least
to bfi. Nearly 30 years ago Jim Pines noted that ‘at some point the Black film
maker is confronted by blatant bigotry and he finds that making the film has
very little to do with art, more to do with race’. (Ref 1) It is a matter of
judgement whether the situation has improved to any significant extent over
the intervening years, but it seems unlikely that a further point made by Pines
in the same article (' Some white backers actually invest in Black projects just

to prove that Blacks can’t makeit’) has any validity now.
5.1.2 Uncertainty, confusion and ignorance

Though at the time when the work was undertaken — March/April 2000 —
there was considerable uncertainty about the impact on bfi of the creation of
the Film Council (to which responsibility for film production had been
transferred), it was nevertheless clear that amongst a range of professionals
there was some lack of awareness about the remits — past and future — of the
bfi. Part of this ignorance was probably a function of professionals not
accessing the information that was available to them, but this in turn might
reflect some problem with the targeting and format of the data that was
distributed.

There was often a gulf between the professionals’ work, in a variety of fields,
and any potential contribution or support from bfi. Though the organisation’s
roles in exhibitions, education and collections were acknowledged as
important, there was relatively little detailed understanding of its work, and
there was a perceived need for more information and — in effect — better
marketing by bfi of its services.
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Though on the whole the bfi was felt to be doing a less-than-satisfactory job,
there was simultaneously some acceptance that the organisation was in a
difficult situation. The tensions between virtually infinite demand and limited
capacity (common to all organisations and familiar to professionals in every
field) were understood, and were an inescapable background to many of the
interviews. Indeed, though it predates the creation of the Film Council by
severa years, much in the description of bfi in the 1996 publication ‘The
Companion to British and Irish Cinema (Ref 2) remains relevant — the bfi
‘still occupies the same uncertain territory between culture, education and
industry, attempting to address an increasing number of constituencies with
decreasing resources, torn between a new entrepreneurial desire to be a major
player in the British film and television industry and old public service

responsibilities to research, archives, education and culture’.
513 The market and the marketing

It was accepted that one of the problems facing the Black and Asian film
sector was that if such films appeal only to the specific ethnic audience, they
cannot recoup their costs since the UK audience is not large enough: it is
therefore necessary for such films to appeal to a wider audience. However,
some respondents felt that these films — if of a sufficiently high standard, and
appropriately marketed — were capable of appealing to wider audiences and
thus earning money. It was possible to produce Black and Asian films having
what one informant described as ‘universal appeal’. Again however, the
vison to identify and support such films, and the relevant experience to
market them, was felt to be lacking. One aspect of the concern about
investment policy, as noted above, was what was seen alimited vision and — a
risk in the wake of the success of East is East — a tendency to try to obtain
success by repeating a formula. This tendency is perhaps not unique to British
or to ethnic cinema. The Canadian playwright, novelist and critic Robertson
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Davies made a similar point in 1990 when he wrote that the ‘minds of the
vendors of popular entertainment are set in cement. Their recipe for success
is. The Mixture As Before. They sincerely believe that success can be
repeatedly endlessly, and it is against their resistance that any sort of
originality and freshness must assert itself.” (Ref 3)

514 Stereotyping and invisibility

It is well established that the Black and Asian communities tend both to be
under-represented on television, and to appear in stereotyped roles. Both the
1996 ITC report ‘Ethnic Minorities on Televison' (Ref 4), and the more
recent Broadcasting Standards Commission report ‘Include me in’ (Ref 5)
have looked in detall at the involvement and representation of ethnic
minorities on television. The current study looked at this topic in somewhat
less depth — it was one of a number of factors explored — but the findings were
very similar. It was felt that films and television programmes were not
reflecting UK society as it currently exists. EastEnders, Coronation Street,
Shakespeare in Love and Four Weddings and a Funeral were amongst the
productions criticised by the film professionals. In these and other films and
television programmes, the ethnic minorities were felt to be missing, under-
represented, misrepresented, or cast in stereotypical or atypical roles. Adrian
Lester was recently quoted as saying that he had ‘learned to turn down
lucrative work in TV series such as The Bill because they always wanted him
to play the mugger’ (Ref 6) and this experience, and its implications, would

seem to befairly typical.
515 Film festivals
Though some dangers were identified (marginalisation, lack of contact with

the mainstream, and creating a cultural ghetto) film festivals were felt overall
to be of great value, both in creating opportunities for films to be seen which

SSMR



105

otherwise might rarely or never be screened, and in providing a forum for film
professionals to exchange thoughts and idea. The networking element of such

events was seen as positive, constructive and important.
516 Film collection and preservation

Not surprisingly, film archives were felt to be, amongst other things, ‘crucial’
and ‘vital’ to the industry as a whole, not least because of their role as a
historical record not just of the industry but of society. It was also believed
that access to any archive is important and should be maximised. Here
however, in due course, there may be a conflict (again, given limited capacity
and finance) between the demands of maintaining and developing the archive,
and of providing access to it. Lord Evans, Chairman of the Museums,
Libraries and Archives commission was recently quoted (Ref 7) as having
said that ‘in the great debate between access and preservation, the former isin
the ascendancy. | hope that the people and services come before collections':

this approach to archiving could well have implications for bfi in future.
5.1.7 New technology

Recent and continuing developments in technology were seen as having a
huge impact not only on film-making (it is reducing costs and making film
creation available to everyone) but also on access — getting information and
even seeing films via the Internet. Technological change was described as
giving film-makers ‘autonomy’ and, with developments and cost-savings in
cameras and editing equipment, making it easier for people to make their own
films. At the same time however, it was not yet clear how these devel opments,
though welcome in terms of film production, will help to solve the problem of

film marketing.
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Ref 1. Jm Pines, Black Films in White Britain, quoted in Rogue Reels —
Oppositional Filmsin Britain 1945-90, bfi.

Ref 2: The Companion to British and Irish Cinema, John Caughie/Kevin
Rockett. bfi, 1996

Ref 3. Robertson Davies, The Merry Heart, Viking Penguin 1997
Ref 4: Ethnic Minorities on Television, ITC 1996

Ref 5: Include mein, BSC in conjunction with the ITC, 1999

Ref 6: Quoted in The Guardian/G2, Arts Theatre, May 24™ 2000

Ref 7. Quoted in The Guardian/G2, Catherine Bennett, May 4™ 2000
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5.2 THE SURVEY OF PROFESSIONALS—-FINDINGSIN
DETAIL
521 The natur e of Black and Asian film

Respondents were asked how they would define or describe ‘Black’ or
‘Asian’ films. For many people, the story line and therefore the theme of the
film was the deciding factor, which in turn would require Black or Asian
writers. Also — not surprisingly — Black or Asian actors, and thus the overall
image of the film, were also important. One informant said that a Black film
has ‘a cultural content...(and) Black images on the screen’, whilst another

said that they have *Black personnel both behind and in front of the camera.’

‘Definitely the writer should come from a Black or Asian background...if
you're talking about a Black writer then obvioudly (the story) will come
fromtheir own experience, and can be called a Black film.’
(African-Caribbean, female, producer, north of England)

“...(IY) comes from the experiences directly of a Black or Asan
person...it" s the per spective, the ideas, themes and values of that world.’
(South Asian, female, director, London)

‘...a Black film is a film which has significant Black creative input, or
deals...with themes of Black interest or concerns...’
(AC, male, editor, London)
Other informants emphasised the importance of the quality and relevance of
the story line to the cultures being presented. As one African-Caribbean

distributor put it, it is a matter of ‘Black issues...(not) token Black actors'.

‘(It should) reflect the day-to-day life...not a stereotyped image of a Black
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person doing what the wider community...thinks they should be doing.’
(AC, male, exhibitor, north of England)

Overdl (this point was frequently implied and on occasions made overtly)
there was felt to be what one informant described as a ‘Black sensibility’
which influences, often in subtle ways, everything that a black writer or
director might do. It therefore identifies their work as coming from a
particular sector of society, and it cannot normally be created or understood
by people from other sectors. One South Asian, London-based researcher,
whilst emphasising that she did not subscribe to the ‘Black essentialism’
approach (that only Black people should work on Black scripts) noted that it
can be ‘blatantly obvious' when a Black story has been turned into afilm by a
white production team. ‘There are vignettes — cutaways — that might be

introduced that you can tell are not quite representative.’

It became clear that what one informant described as ‘cultural specificity’
(which is seen as emerging from and being dependent upon the ‘sensibility’
mentioned above) was important. One informant defined it as the ‘detail of a
world in which a filmis set’. He drew a comparison with the work of Woody
Allen: *...the Jewishness is never the point —in “ Hannah and her Ssters’ it's
love or illicit love affairs, not Jewishness — (but) the world within which it’s
set isthe (key)'.

Though concerns of this sort were important to many informants, there were
others who challenged the necessity — even the wisdom — of trying to
separately identify or label Black or Asian films. A South Asian academic
from London queried why categorisations were needed since ‘you wouldn’'t
ask the same question about “white’ films'. For people with views of this
sort, attempts to differentiate between one type or group of films and another
were both divisve and, given the problems of film funding (which are

discussed in some detail below), were likely to reduce the chances of films
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being made. A London-based film publicist made the point that to describe a
film as a Black film would ‘result in less likelihood of financial backing or
support’ whilst an actor — also London based — felt that ‘a filmis a film' and
that ‘integration is the key'. A South Asian writer made a similar point
particularly strongly. She does not, as she put it, ‘live in an Asian bubble’ and
believes that communication with everybody is essential. One leading
producer — a South Asian — said that she describes one of her recent films,
which has an all-Black cast, ‘not as a Black film but as a British filn'.

Some of those involved in the Asian film industry had particularly strong
views (perhaps not surprisingly given the extent and history of this part of the
industry) and several felt that, as one informant put it, it ‘has not been given
the importance it deserves. There were suggestions that amongst the British

film establishment, Indian cinema‘is perceived as (Satyajit) Ray or rubbish’.

‘Indian cinema is part of world cinema (but) it has been regarded as
marginal in different cultures, because it was (assumed) to be targeted at
people of Indian origin... (But to) see it in its own terms...(can) help to
promote access to a (form of) cinema that is actually just basically
entertainment’.

(SA, female, producer, London)

‘...even the word Bollywood irks me — | feel very angry about it...the word
was coined in the West and | have never used it... | can't do anything
because even Indians have accepted the term. Why should we be called
Bollywood for heaven’s sake? We are not copycats of Hollywood.’

(SA, male, producer/journalist, London)

One respondent, a South Asian event organiser, pointed out that there is
considerable variety within the overall description of ‘Asian’ films (*...Tamil,
Madras, new wave left wing (and so on)...”) and suggested that Bollywood
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movies provide the Indian public with a way ‘to escape from the pressures

and stresses of realism'.
522 Barriersto film making

A variety of questions was asked to explore the barriers to Black and Asian
involvement in the film industry, to investigate why there is under-
representation of the minorities in the industry, why more ethnic films are not
made, and so on. In response, informants volunteered a range of potentia
problems, some major and some relatively minor. A few informants were not
sure what the problems were, but even this could be seen as a sign of the gulf

between Black and Asian film makers, and othersin the industry.

‘I don't suppose we would ever be able to say what the barriers are,
because we don't have high enough access at the level that
makes...decisions.’

(AC, male, exhibitor, north of England)

Throughout this work there was a feeling that there is a gulf — a lack of
contact — between what are often seen as the two distinct sides of the industry.
Black and Asian film makers need to be told, or have to find out, what a

London-based producer described as ‘what’ s going on, where, and when'.
523 Racism

Respondents were universally concerned about the problems currently faced
by Black and Asian film makers in the UK. However, their specific concerns
(about, for example, funding or marketing), were part of a broader picture — a
broader and troubling picture — which needs to be described first, to alow the
detail to be put into context. There is no doubt that many of those interviewed
believed the British film industry, including the bfi, to be racist. In generd this
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racism was felt to be endemic to British institutions — the bfi was thus not
unique — and to be based not primarily on malice but on lack of
understanding, and lack of vision. A South Asian producer described what he
believed to be ‘institutionalised racism’ in the industry, whilst a second
informant — an African-Caribbean — said, ‘| hate to say it’sracism, but | can’t

think of any other reason (for these things).’

‘The people who are making the decisions either don’t want to see Black
faces in the media or don’t understand the types of films that Black people
are making... They don't understand...as middle-class men they don't
understand how (the film) might appeal to a Black audience...it’s just
prejudice, unfortunately.’

(AC, female, producer, north of England)

The problem was identified by many as an inevitable result of the nature of
the senior staff in the industry. bfi, for example, was seen by one London-
based producer as ‘all white...and until you've got Black people in there,

making some of the decisions, the problem will always continue’.

‘Institutionalised racism is very rife in the majority of institutions, but to
prove that it's there is very difficult...we ve identified that there is talent
that’ s not getting the support so there must be barriers somewhere.’

(AC, male, exhibitor, north of England)

‘Black and Asian people are under-represented, in general, where it
counts, in decision-making and policy-making...there are more in (TV)
production than there were ten years ago, but individuals aren’t reaching
the boardrooms which, in my experience, are prejudiced and racist.’

(SA, female, academic, London)
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‘“Why are (Black and Asian) films and scripts not being promoted? It might
be racism by the people that are looking at what needs to be
developed...who tend to be white, middle-aged men.’

(AC, male, director, London)

It was not seen simply as a matter of Black and Asian films not being funded.
There are complexities in the way decisions are taken that are seen as putting

ethnic films at a disadvantage.

‘...one of the inhibiting factors...is how racism manifests itself in terms of
patronising comments, which apply different standards to Black films than
to other films...the appeal is (that the filmis) Black, or ethnic, or however
the system puts it. That is seen as the selling point...so the normal criteria
of dramatic exposition, narrative and character development, and so on, is
not so strictly applied.’

(AC, male, film maker, London)

‘Sadly, it’s got to do with race although | really, really wanted to believe
(it wasn't)... It (should be) the ideas not the ethnic sentiment, or the ethnic
nature of it, but just pure, sheer, unadulterated talent — a good story and
the best director for the job.’

(AC, female, researcher, London)

Racism is aso felt to influence career progress in the industry. One South
Asian producer felt that ‘there is a particular level up to which an Asian can
go, (but) for a white person the sky's the limit'". An African-Caribbean
researcher acknowledged that Channel 4 ‘have now got a so-called talent list
for directors and apparently, allegedly, there are one or two new names,
Black talent, but that's too little, too late’. Comparable problems were

perceived to exist with bfi.
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‘If a white man wants to make (a documentary about Indian films) and we
both go to the bfi (and) both of us are equally well known, | think there
would be a tendency (for them) to give it to the white person...

(SA, male, producer/journalist, London)

It is also arguable — though this was implied rather than stated — that racism is
an element in a number of the other problems faced by Black and Asian
cinema, and which are discussed in detail below. A South Asian arts organiser
from the north of England noted, for example, that despite their popularity in
some areas ‘even Bollywood films are shown at unsocial hours...(cinema is
in) the stranglehold of the distributors'.

524 Commitment, investment and marketing

Against this overall background of perceived racism in the industry, a number
of particular problems were identified by respondents. Many of them were a
function of the unavoidable fact that, as one respondent put it, ‘In the UK
thereisn’t a big enough Black or Asian audience to carry a filmin terms of a
box office success...(we need) a cross-over audience... A lot of people outside
of those groups have to see the film in order to make it a success.” In this
situation, as an African-Caribbean writer put it, ‘ obviously people are going to
be reluctant to finance such films'. Indeed, in some situations the position is
even worse because, as an informant said, ‘even if you produce an “ Asian”

film, not all Asianswill want to seeit.’

This was a relevant point for those informants mentioned earlier who felt that
the separate identity and labelling of Black or Asian films was unwise. As one
African-Caribbean closely involved in the film world put it, ‘ (People like bfi)
should be thinking more about the universal appeal of films... They need to
have more diverse film which will appeal to a wide cross-section of the
population.” In summary, an overtly ‘Black’ film runs the risk of being seen
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by only some 10% of the population, as a result would not make money, and

future investment in similar productions would then be unlikely.

Needless to say, this approach was at odds with those who felt — though this
was implied rather than stated — that Black and Asian cultural identities need
to be reinforced and maintained through film and should not be diluted in any
way. It was also at odds with the views of those who took the positive view
that Black and Asian films were potential money-makers — could appeal to a
range of cinema-goers — but were either not being made, or were being made
but were poorly marketed. This was often seen as resulting, again, from alack
of understanding of the films and their audiences.

‘...(the industry) haven't fully accepted that Black films can also make
money...(they) don’'t have the same distribution as general films... It has
never been seen as a marketable product for the industry as a whole...
They have this fear that such films are only for a Black and Asian
audience and not for the general public.’
(AC, female, exhibitor, north of England)

‘Getting (Black) films made involves the people who are decision-making
— the funders — to actually “ see it” and understand how these films might
appeal to a Black audience. Then (as with Baby Mother there is a) lack of
experience...in terms of marketing films... Baby Mother isn't marketed
right and doesn’t reach its audience, it doesn’'t have time...to develop any
word of mouth.’

(AC, female, producer, north of England)

‘It's a question of perception and (of) mainstream people allowing and
accepting that our ideas are going to be different...because our histories
are different. That seems to be very, very difficult for mainstream film
makers to accept... Even Spike Lee...doesn’t find it easy to make his films
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because of the way he wants to project them. It's all to do with the
stereotypical view of Black people...
(AC, male, director, London)

It was acknowledged by some informants that marketing in the UK may be
more difficult than in the USA, partly because there is a developing Black
film establishment in America (centred around Spike Lee), and partly because
the UK has no equivalent of America’'s network of Black radio and TV
stations. Nevertheless it was felt that the linked tasks of distribution and
marketing remained a problem. To some extent the problem was financial
(*..the main barrier is the amount of money that’s available...are (we)
touching...Black audiences to any extent, are we advertising nationally?’) but
there was also a feeling that, to quote an African-Caribbean writer, ‘the
distribution of Black and Asian (films) is quite poor’. An African-Caribbean
director made a similar point, suggesting that some marketing is done ‘in the
way (the white producers) understand it to be, rather than the way that a

Black person or Black audience would understand it’.

It is worth noting that there was some disagreement about the position of
Asian film. Though there was broad agreement that it remains under-
represented, as does other ethic cinema, some informants acknowledged that
there are both specialist South Asian cinemas and the occasional showing of
Asian films in mainstream, non-Asian cinemas. Also, as a South Asian events
organiser pointed out, ‘you can’'t say it's under-represented in some ways
because Indian movies are available very widely...from the corner video
shops'. The downside of this, suggested the same respondent, is that ‘...it's
within a kind of ghettoised state. So the audience, the reviewers, the
producers...are all from the South Asian communities... It isn't a mass

culture. It isslowly changing, but very slowly'.
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5.25 Finance and risk

There was an acceptance that those commissioning films are in a difficult
position, not only because there are more calls on the available money than
could ever be met, but also because they have no ‘leeway to fail’ in their
selections. As one African-Caribbean producer put it ‘we need more people
taking risks', but again it was suggested that some — perhaps many — of those
who control investment in the industry have too narrow a view of films and
their audiences. Indeed one informant (an African-Caribbean producer/writer
from the north of England) suggested that the problem was partly class-rel ated
rather than being a purely ethnic matter. There is seen to be what was
described as ‘a fear of the unknown from the commissioners'. The background

to this was seen by some as the nature of the film industry as awhole.

‘The biggest barrier is that 85% of our market is controlled by five major
Americans...that’s a huge thing you have to take into account...everything
else is then put in context. The reality for British films (is that) access to
British screensis very, very minimal .’

(SA, female, producer, London)

‘The commissioners are really just career commissioners, trying to pick
hits and pick people who will be hits, so they can stay in their jobs. It's
hard for me to criticise them because they need their jobs. (But how can
non-Black) commissioners understand a Black audience and what it
wants?’

(AC, female, producer, north of England)

‘The people reading the scripts don’t understand the stories... It doesn’'t
connect with them culturally... The people with the power to commission
things have a lack of understanding.’

(AC, male, director/producer, London)
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‘I think it's till very hard to get films made from this particular cultural
per spective because the people who have the money don’t see or value
(the scripts/stories) in the same way as Black and Asian people do.’

(SA, female, director, London)

‘(Scripts go) to the bfi but (are) often rejected because they say they are
unable to understand it. They don’t ask for an explanation, they just reject
it

(AC, male, exhibitor, north of England)

‘There are a lot of talented Black film makers whose work is not
represented because decisions are made by buyers who think they know
what the viewing public want. There is an uncatered-for minority, who are
usually ethnic.’

(AC, male, exhibitor, north of England)

The television companies were perceived as part of the problem since, as an
African-Caribbean producer put it, they ‘tend to define the types of
programmes they want to see...there is very little specific commissioning of
programmes of Black interest and even when programmes are commissioned,
they get pushed out of prime time dlots'. (This, if true, will also tend to
compound the problem of invisibility discussed in the next section of this

report.)

The problem was not, of course, seen as being limited to the bfi. One African-
Caribbean producer described a workshop at BAFTA where ‘the white
commissioners (who attended) had read (a script) but admitted they didn’t get
it. Certain things are just particular to our culture that we find funny — we can
associate with — but they don’t understand... The cultural gap is completely
understandable but (needs to be filled...it's not OK) just to dismiss it'’. The
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cumulative effect of these problems was seen, of course, as driving people
away from the industry. Some leave altogether, whilst others go abroad. There
are talented people coming out of film school but (in the words of a London-
based director and exhibitor) ‘ after five or six years of struggling (with lack of
funding) they give up’. It was aso pointed out that there has been a small but
significant brain drain of people — including some of the best — to the USA,
again as a result of lack of opportunity, and lack of financial support, in the
UK.

However, the problem was not seen as exclusively with the funders and
commissioners. Some informants — though a minority — suggested that the
product was not always of a sufficiently high standard, with the wrong models
often being used. A South Asian director spoke of ‘not enough good scripts
being produced’ and the consequent need for directors and producers to work
more with writers, whilst a London-based African-Caribbean director echoed
the point and talked of ‘Black British writers who have never lived on council
estates coming forward with stories about drugs and gangs and they' ve no
idea what they're talking about. | don’t recognise it...the American influence
should not be the way forward.” A more positive note, though again with
caveats about lack of finance and understanding, was struck by the South
Asian producer who pointed out that ‘good screenplays are not found...they
are developed (and) that takes a phenomenal amount of time, money,
investment’. It was also suggested that ethnic film professionals might be able
to learn lessons from the other popular arts, where there have been notable

successes (for example) for Black music, and South Asian writing and art.
It was noted that there are no British Black or Asian film stars, consequently

there is rarely an immediate focal point for film publicity or for the public,

and, as aresult, the financial risks are greater.
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‘The lack of Black film celebrities — the UK doesn’'t have any Black film
stars— has reduced the industry’ s ability to attract a diverse audience. If a
film isn’'t going to be promoted, by the papers for example, there is no
point going down the “ Black film” road.’

(AC, male, producer, London)

Though the lack of British Black and Asian film stars was noted by others,
there was some disagreement about the role of Black American stars and their
films, perhaps paralleling the point made above about the irrelevance of some

Black American models.

‘..we haven't grown our own stars...although there's Adrian Lester,
Marianne Jean-Baptiste and Meera Syal — she could cross over to cinema
— we have not sustained and grown our Black stars...we don’'t have (stars)
who can open a movie. That's really important...we will all flock to see a
Samuel Jackson or Denzel Washington film, but we haven’t nurtured them

here'.
(SA, female, producer, London)

‘...Denzel Washington (in “ Hurricane” )...came over here and had a lot of
press interviews... They know the history of Black people in America —
davery and that sort of stuff — but it just does not click, it does not
connect, with the Black film-goers here in Britain... It wasn't...related to
the UK Black experience...’

(AC, male, director, London)

‘...(there is) the extraordinary situation in the UK where there are very
few, if any, of what people would call film stars. In western countries stars
are very important when it comes to marketing a film, and stars are most
commonly made on television. The almost total lack of regular Black and
Asian drama on UK television necessarily limits, crucially in my view,
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what Black and Asian film makers can do when it comes to making films.
Until there is proper representation in television (particularly in drama)
on both sides of the camera, representation on film will always be
difficult.’

(AC, male, journalist/editor, London)

Related points about the significance of TV were made by a South Asian
academic, who suggested that there should not be any separation between TV
and film because ‘Black film is very dependent on TV because runs in the
cinema are so short’” and an African-Caribbean distributor who noted (and this
point is echoed elsewhere) that ‘TV schedules tend to only show Black-

orientated programmes late at night’.
5.2.6 The problems of stereotype and invisibility

A range of respondents was concerned not only about the low level of
investment in Black and Asian films, and the lack of stars, but also the lack of
Black and Asian characters — and even faces — in existing mainstream
entertainment. This was not a matter of principle, nor a feeling that there
should be positive discrimination, but rather a concern that films and
television programmes are simply not reflecting UK society as it currently
exists (“...(we're) still marginalised...invisible...”), and that this misleading
view compounds and perpetuates the wider problems in the industry.

‘...the soaps...do not portray Black people in a culturally accurate way.
They tend to be shown either as criminals...or as Black people with
indeterminate backgrounds. They don't eat typical West Indian or African
food on camera for example...(and) the factory in Coronation Street
doesn’'t appear to employ Asian women, though in real life this group
would be most of the workforce...’

(SA, female, publicist, London)
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‘..there are a lot of Black actors (but) you don't see a lot of them...
Whenever we see them, even in television, they are playing a stereotypical
role. You have a Black guy who comes into Brookside —in the first episode
he was breaking into someone’s home!”’

(AC, male, producer, London)

A Black director pointed out that the life-span of Black characters in soaps
tend to be short (*...a lot of white actors have been there for ages, for years
and years...the Black actors coming to the soaps, after a few episodes they’'re
killed off, they're dead, they're gone'.) Similar points on invisibility were
made about ‘Four Weddings and a Funera’ (in which one Black face
appeared, briefly, during one of the weddings), and other recent films and
programmes.

‘TV soaps in particular are white orientated...only one percent of soap
actors are Black. In EastEnders for example it should be 50/50 (or
thereabouts) to reflect true percentages.’

(AC, male, distributor, London)

‘Blacks and Asians have been written out... Historically we know there
were Blacks in London in Shakespear€'s time, but where were the Blacks
in“ Shakespearein Love?”’’

(AC, male, producer, London)

“You see any amount of films about London, or set in London, and there's
hardly a Black or Asian face on the screen. Never mind Turks, or Greeks,
or Chinese...and so on...all those minorities are desperately under-
represented.’

(SA, male, director, London)
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A more general but similar point was made, amongst others, by a South Asian
writer who noted that ‘there are a lot of roles where any colour would do, but
Black and Asian actors are predominantly only given ones that specify a

Black or Asian character...(these) old ways have got to go.’

There were a few informants who noted that the situation varies from time to
time, and from sector to sector (‘...there is now a disproportionately high
number of female Asian news presenters in the UK...) but the situation
overall was felt to be unsatisfactory and troubling. In addition, of course,
specific programmes of ‘Black interest’ are felt to be rarely commissioned
and, as one Midlands-based African-Caribbean producer put it, even when
they are commissioned, ‘they get pushed out of primetime slots'.

A further complication, in particular with British ‘Asian’ cinema and
television, is that there are complexities of race and religion within the overall
group which need to be handled carefully. In some cases it need not be a
problem (*...Goodness Gracious Me proves that people do not have to know
every detail of the Indian or Asian culture, they can still laugh if it's well
written and the joke’'s funny...’) but in other situations there can be

difficulties.

‘(There) are so few Asian characters that (one person can) be become
representative of the entire community — he has the burden, the
responsibility, to represent all Indians...

(SA, female, producer, London)

It should also be noted that as in the qualitative research amongst the general
public, the film ‘East is East’ drew some criticism for the misleading image it
presents of Asian life. A South Asian writer suggested that the problem would
be compounded because, by the nature of the film industry, there will now be
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pressure on writers ‘to produce similar work because this now constitutes a

winning formula’.

There are fears that the bad things about a group of people, rather than the

good, will be the predominant source of interest.

‘We have some wonderful things in our culture that never come up
because (the funders and others) are not interested in producing films and
showing the plus points...it's always the negative points that bring out
sensation.’

(SA, female, actress, London)

And, as one informant pointed out, problems such as invisibility put a
particular pressure on some Black or Asian people in the industry to act in a
more narrow way, with a greater emphasis on their ethnic background, than

they would do otherwise.

‘There is also an internal conflict...practitioners feel the responsibility,
the burden, to represent these communities because (day to day) they are
so acutely under-represented. ..’

(SA, female, producer, London)

Though there was a broad consensus on these questions, it is worth noting that
there was an occasional dissenting voice. One informant for example — a
South Asian writer — felt that there were ‘barriers imposed by political
correctness which result in commissioning editors avoiding using Black
people in negative roles such as robbers and gangsters, despite the fact that
such people undoubtedly exist. ‘Commissioning editors are not brave enough
to say, “ This is a good story, why don't we just do it?” Nobody criticises

Martin Scorsese for doing Italian gangsters.’
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5.2.7 Assumptions and preconceptions

A number of respondents who had been in the film business for a while
identified one of the problems as being the assumptions that are made about
Black and Asian film makers. A South Asian director recalled that when he
had started out, ‘there was a perception that | should — or could — only make
films about South Asians'. He compared the situation to the position of
women who ‘at one time could only make films about the menopause or
pregnancy’. He went on to make the point that Black and Asians are assumed
not to know about white society and ‘for some odd reason are unqualified to

comment, or have an opinion, on society as a whole'.

A similar argument was made by an African-Caribbean informant, who noted
that a narrow vision existed throughout the media, and unavoidably affects the
film industry. MP Diane Abbott, for example, ‘is a specialist in East
European politics but is only called upon to make comments after a race
riot...whereas in any aspect of Black life — lifestyle, politics, culture — it is a
given that white people automatically have a way in’. Two respondents — both
African-Caribbean — mentioned that a documentary made about the murder of
Stephen Lawrence had been made ‘by a totally white team’. One informant —
and African-Caribbean producer and director from the midlands — suggested
that the Black production companies had been rejected because (and the
assumptions here are self-evident) ‘they didn’t want too much personal

involvement’.

One South Asian writer and producer said that she now ‘tends to steer away
from producing films that are (about her) culture and community’ not least
because to some extent she was forced into that specialist role at theatre
school. A South Asian researcher also confirmed that the problem has not

gone away.
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‘“When | go into a meeting | want to be seen as...a film maker, but you get
the very distinct impression that a Black woman walking into a meeting
possibly has a “ Black” idea. There might be some Black film makers who
want to..jealously guard their particular patch but they see things
differently fromtheway | seeit.’

(SA, female, researcher, London)
5.2.8 Thefilmsand videosliked by Blacksand Asians

Respondents were asked about ‘the kind of films...the Black and Asian public
most like to watch’. Some informants felt unable to answer because their
contact was mainly with other professionas rather than the public (‘Why
should | know that...?"), whilst others were troubled by the question. (‘ Talk
about ghettoising people..., said one African-Caribbean producer.) At this
extreme the question was felt to reflect a misunderstanding of the market and
to draw afalse — and regrettable — dichotomy between different sectors of the
audience, the bulk of whom share very similar views irrespective of their
ethnic backgrounds. As one African-Caribbean informant put it, ‘what
entertains the mainstream also entertains the minority’, and a South Asian
made a similar point — ‘Taste is as diverse for Black and Asians as it is for
whites'. (This view was, of course, broadly supported by the findings of the
general public research.) As a third respondent — an African-Caribbean
producer from the Midlands — put it, Black and Asian film-goers ‘like to
watch the same types of film as any other person and a love story between

Black and Asian people would have wide appeal’.

Though many respondents made the point that there was probably little to
distinguish Black and Asian from white cinema-goers, it was suggested that
they might prefer to watch more films with Black characters and actors —
‘more of themselves', as one informant put it. Thisis likely to be a response to
the problem of invisibility outlined above. The respondent who had earlier
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suggested that ‘integration is the key’ and that film makers should think in
terms of a single industry, acknowledged that he was ‘not keen’ on watching
films with no Black people in them because they did not reflect the society in
which he lived. Another respondent, an African-Caribbean exhibitor from the
north of England, suggested that people wanted ‘a diverse array of films —

comedy, romance, drama — but from a Black per spective'.

‘...in my experience with workshops.. .there is no difference between Asian
and white youths in the types of programmes they watch. Smilar age-
groups all like the same programmes. Asians may watch Bollywood films
more but still watch soaps, and their interest is not whether it's Asian but
whether it relates to their world.’

(SA, female, writer, north of England)

‘I don't know where this perception is coming from — (it’'s) really bad —
that Black and Asian people, and other minorities, don’t go to the cinema
and don’'t watch TV. They do. You will have some (Black and Asian) couch
potatoes and some who are selective. The frustration is that they...don’t
see more of themselves on TV and in the cinema.’

(AC, female, producer, north of England)

‘...some young Blacks, with money, are less keen (on) obscure ‘art house’
films...than ones watched at the local Odeon, just like white kids, but they
do want more Black-directed or Black-oriented films that reflect their
lifestyle.’

(SA, female, academic, London)

It was also acknowledged that there can be an age element to viewing habits,

with some older Asians preferring Bollywood movies to mainstream films.
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‘...(they) like entertainment in their own language...(Bollywood films) that
they can relate to (and) there’'s a nostalgia element... The problem arises
when their children don’'t want to see these films.’

(SA, male, distributor, south of England)

529 Film festivals

On balance, these were felt to be very important, both for the film viewings,
and for the networking and other opportunities they provide. Festivals were
described, for example, as ‘valuable’, ‘a good forum’, ‘crucial’ and ‘very
important...because the people are starved’. Whilst there was some concern
about the danger of segregation in specialist festivals, they were important as

long as they had some influence.

‘Anything that gives a bit more publicity, that increases networking, that
brings into the public domain what Black film makers are doing is
important, absolutely valuable, and helpful. We need more of it... We also
need to entertain, welcome, and make sure the power players are there —
who are white.’

(AC, female, researcher, London)

‘...(they are a) showcase, like any other festival... It's a chance for
commissioners and people with funding, and studios, to go and have a
look. It’'s a difficult question whether people are beginning to segregate
(but) I can see the advantage of them and | would put my own filmsinto a
Black festival.’

(AC, female, producer, north of England)

‘The value of Black film festivals has by and large tended to be to promote
the films as specialist films, which is good but there would be a greater

value in trying to promote the cross-over...and that’s going to require
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something different from ethnic film festivals... The only way Black filmis
going to go any placeisto have some commercial value.’
(AC, male, film maker, London)

For those organising festivals, there are of course practical considerations to

be kept in mind.

‘...they help to break new ground (and in my field) they help us to show
non-Bollywood films.. .to attract young people and older people who want
to see something different. (But we) have to put on one or two Bollywood
films to balance the budget...’

(SA, male, distributor, south of England)

There was considerable emphasis, in particular from some South Asian
respondents, on the dangers inherent in single-theme festivals. A festival
organiser, for example, whilst noting that such events are ‘an opportunity to
celebrate’ also warned that they can become ‘ ghettos where people interested
in anything ethnic go...and where people who are arty-farty go. They have no
relevance to the mainstream and little relevance to the mass of
the...community’. A second informant echoed this point, suggesting that
although festivals ‘increase knowledge...and films are talked about’ she was
‘not convinced that they promote the viewing of films'. And, in the words of
another informant, also South Asian, festivals can be ‘a bit of a double-edged
sword (because they) tend to marginalise or categorise (the films) as being of
interest only to minorities. Sub-titling of Asian movies would, it was

suggested, make them more accessible to awider range of people.

Taking this point somewhat further, one South Asian informant suggested that
there was a danger of film festivals causing ‘some harm' because ‘ethnic’
events were likely to be seen as ‘subordinate’ to main-stream film festivals.

His preference was for overtly multi-national events, presenting films from,
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for example, avariety of European countries. A second South Asian — this one
a writer — described festivals as ‘a showcase to the rest of the world’ but
added, somewhat plaintively, ‘but the rest of the world doesn’'t seem to be
interested anyway' .

Not all the South Asian informants had negative views of this sort. Indeed,
one of the most positive responses — and there were many from a range of

informants — came from a South Asian.

‘(Festivals) are very, very important places, firstly for just showcasing
your work. (And for) sharing stories, because you often think “I’'m the
only one who's had a hundred rgjections...” ...sharing stories of successes
and struggles and challenges. It’s a fantastic educational platform —that’s
also critical. (It's about) expanding and growing an audience...’

(SA, female, producer, London)

There were other advantages of festivals however, including that they could
show the community at large the films and programmes that are being made,
they give access to previously unseen material, and show the amount and
range of materia that is available. One informant, a London-based writer and
director, described festivals as ‘the only saving thing that we have, the only

place you can see things that you wouldn’t see in the mainstream cinema’.
5.2.10 The collection and preservation of film

Film archives, in particular of Black and Asian films, were typically described
as ‘very, very important’, ‘crucial’ and ‘vital’. There was virtually unanimous
belief in the need for asingle, nationa collection of films (both because of the
need for controlled storage conditions, and, for various reasons, the cost), with
access available to al. There was of course some tension between the need for
acentral archive and the simultaneous need for nationwide access. Films show
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‘social change over time...and comment on what is going on around us'. They
can raise and help to answer question such as ‘why did this film get made at
this time, and what does this film say about Britain at this time...(or) the
expectations of different people at this time? It was noted that ‘the
responsibility to destroy things' is disturbing since in the short term it is
impossible to tell what is, and is not, important. The onus should therefore, if

possible, be on saving everything.

‘It is absolutely important to have a Black archive...to archive one's
history, struggles, laughter, politics...a public service (would be) to
preserve it. These collections should be kept wherever they are safest
(and) there is easy public access.’

(AC, female, researcher, London)

‘..films are such invaluable historical documents...they tell us so much
about the lifestyles and issues, and the aspirations of people...

(SA, male, event organiser, north of England)

‘Black and minority film...should probably be kept in national collections
but with really easy access, so that anyone who wants to can obtain them
but (they are kept) to a proper standard. The other issue is this London
thing...it's hard to get access to information because everything stops just
outside the M25.’

(AC, female, producer, north of England)

‘It’s hugely important to preserve Black film, partly because of the history
of marginalisation...(so that) you can find out that Black film makers did
exist in Britain in the 60s, 70s, or the 50s and 40s (and) you can look over
their films. But that’s for everyone, not just Black and Asian film makers,
that’s for white and all cultures to come and have a look.’

(AC, female, producer, London)
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Other respondents spoke of the importance of awareness — that the archive
should exist and be known to exist — and emphasised that without a national
archive ‘in generations to come we will be perpetuating an invisibility (for
Blacks and Asians)’. A South Asian informant emphasised that ‘where
collections are kept is not an issue, it's whether people know where it's kept
and how much it coststo access'.

‘(The collection of) Black film is incredibly important...it's part of the
education process, which is important. (It should be held nationally
because) we are not building up a ghetto here, we're building up a
particular area within the filmindustry.’

(AC, male, film maker, London)

‘Black and Asian film collections should be kept in national collections,
because (they) are part of the bigger picture’

(SA, female, producer, London)

One South Asian producer spoke of ‘the duty of institutions such as bfi, or of
people like me, to work out how people can best (learn) and come to know
about South Asian and Indian cinema (because) only then will justice be done

to (those films)’.
5211 Theimpact of new technology

Recent and continuing technological change is seen as an exciting and
valuable development, both in terms of access (getting information and even
seeing films via the Internet etc) and for film making. The increasing
sophistication and relatively low cost of equipment means that film making is

becoming possible for a wider range of people and this was the prime source
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of interest for most informants. As one London-based researcher put it, ‘...it's

breaking down hierarchies (and) it gives you autonomy’.

‘New technology will make it easier for people to be able to make their
own programmes and films. PCs can now be used to edit and make music
and cameras are becoming increasingly cheaper.’

(AC, male, producer, London)

‘...people will be able to undertake their own projects as cost is becoming
less of a barrier to entry...you can operate outside the formal structure.’
(AC, male, producer, London)

‘(They) have a fascinating role to play in the sense that they are already
transforming the way in which films are made, in the States and the UK.’
(SA, male, event organiser, north of England)

‘...with digital video, computer video...small groups can shoot, collect and
archive material themselves. Accessing stuff and keeping it themselves in
really, really important. People...don’'t have to rely on big film makers
and big budgets’

(AC, female, exhibitor, north of England)

These developments were widely welcomed and are perceived to be changing
the landscape for film makers. ‘Anyone can go off and shoot a film...(and)
new editing systems...provide more options.” Nevertheless, some questions

remain, in particular in the problematic area of marketing.

‘I don’'t fully understand how | am going to make money — which is what
business is all about — from the Internet, and | don’t think anybody else
has because otherwise the big companies would be doing it... | could just
make my film and download it onto the Internet, the world can see it (but
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how will the world) know it's on the Internet? ...you have to know it's
there, which will cost (marketing) money again.’
(AC, female, producer, north of England)

‘There is lots of potential...in terms of reducing production costs...and
then there' s the Net for making (films) available. But the new technol ogies
can’'t help with exhibition and marketing...you can put it on the net but
how is anybody going to know it’s there? That's where you need the big
bucks, so the big companies still have that as their power.’

(AC, male, producer, London)

The impact of technology was thought by some to be of particular importance
to the South Asian community, partly because it dovetails well with that
community’s history, and also because the ease of world-wide communication
could be particularly helpful to what one informant described as the world's

various diasporas, including the South Asians.

‘...we come from an oral, story-telling tradition whether we are from the
Caribbean, from Africa...or the Indian subcontinent. | grew up being told
amazing stories at my grandmother’s knee... | know the frustration is that
we can’t get them onto...television or we can’'t make feature films out of
them...but | think the new technology is a fantastic freeing up, so that |
can tell my own story. | can buy a video camera and | can start doing it...

(SA, female, producer, London)

‘Asian film (is in) an interesting position...if the new technologies are
employed (there can be) a genuinely connective diaspora...which need not
be (only) Indian...it could be an urban diaspora...’

(SA, female, producer, London)
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5212 Education, training and careers

The question of education was raised with al respondents and the majority of
them were predominantly concerned with the education of film makers rather
than the education of the viewer or ‘consumer’ of film, video and television.
Few had views on the education of the public, or on bfi’s current or potential
role in it (interestingly, public education was not one of their key concerns
despite its potential impact on film consumption and therefore on their
profession) and even those that did, tended to revert quickly to thoughts about
the education and training of those in the industry. It was suggested by an
African-Caribbean director that, at the moment, Black and Asians in the
industry would tend to be most concerned with film archives rather than
education ‘because the history, the experiences of Black people over the
years, have not been collected and collated properly, so at the moment we
emphasise collections'. It was noted that film is, in effect, ‘ consumed’ from an

early age and in an essentially unstructured way.

‘(Film education) is very important, but | don’t think it can be calibrated.
It begins the first day you watch a programme, go to the cinema or play a
video game...in your home.’

(SA, female, producer, London)

Fairly or unfairly, there was considerable ignorance (a point we return to later

in this report) about bfi’s current work.

‘bfi should involve itself in education... bfi may be doing a very good job
(overall), but with Asian films it is not. Without education, how can you
promote film culture? ...it is not only commercial cinema that is
important. You should know films as an art form. Without education, how

can people realise...? They need to be educated about the (range and
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achievements) of their film makers, which are not known to them.’

(SA, male, producer/journalist, London)

‘(bfi) should be taking the lead in terms of education, and provision of
information to the public...these developments should be seen externally
and internally as being high on the agenda...(and need) significant
resources.’

(SA, female, arts organiser, north of England)

One informant — an African-Caribbean exhibitor — brought together two of
bfi’s particular responsibilities with the thought that ‘Black festivals are
important because information on Black history...is not always
accessible,...in secondary school history lessons for example...”. A parallel
point was made by a South Asian writer who pointed out that ‘old films of
historical interest give some idea of the concerns and social problems of the
people...dry texts in books are insufficient, and film tends to bring (things) to

life'.

Education for future film makers was seen as a complicated area, and it was
one where no consensus emerged from the various discussions. For some,
formal education in film was seen — at best — as of limited use because what
matters is ‘who you know rather than what you know’ and ‘getting your foot
through the door’. Education is not, in itself, necessarily of any use.

‘..this job is a craft...Black people are desperate to break into (it)
and...(some) are disproportionately more qualified than their white
counterparts and still can’t make it, (so) education is a myth and a red
herring.’

(AC, female, researcher, London)
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A more constructive view was taken by others, one of whom (a London-based
producer) suggested that ‘there are huge benefits (in education), whether self-
initiated or through an ingtitution...The more you know about your subject-
matter, the better you are at it when you get an opportunity to practice it.’
Taking this one step further, an informant suggested that ‘workshops need to
be set up for young actors, and more needs to be put into the technical side
(so that) potential editors, producers and directors (can) develop their
skills...but there needs to be some sort of follow-up — they need to have

somewhere to go after their training.’

‘...everything | know about film and television | have learned on the jab...
So clearly that is one route. | also value formal education, value the idea
of having been to a film school or gone on a...scriptwriting course...such
things are important.’

(SA, female, producer, London)

It was suggested that with training schemes such as those run by the BBC,
although ‘students learn the ropes, jobs are not guaranteed or (people) are
channelled into specialised departments — Black, Asian or multi-cultural’ and
they were therefore a source of cheap labour. Similarly, the BBC script unit
‘which was a great help for young, aspiring writers...people were
nurtured...(but) it was abolished in the late 70s or early 80s. Something
similar fromthe (current) TV companies would be of immense help’.

Though the majority of respondents felt that there was an over-supply of
talented young film makers — educated and trained — other were doubtful.
Indeed, one African-Caribbean producer spoke of ‘a lack of talent for film
making, production and distribution in the Black and Asian community’. A
similar though more specific example came from a second African-Caribbean
producer who felt that ‘it takes three to five years to become a good writer,

(but) many writersfail to recogniseit’.
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On balance there was greater concern amongst informants about the lack of
employment opportunities than about the availability or quality of education
and training. ‘There's no use having the training and then not being able to

get...experience, to develop further.’

For some, racism is again part of the problem. Though work isin short supply
for everyone, there are thought to be relatively fewer opportunities for Blacks
and Asians. An African-Caribbean working in London said that ‘all we are
asking is that we are given the opportunity to start equally on the starting line,
not 50 metres behind where we have constantly got to play catch up’.

5.2.13 Public support for thefilm industry

Respondents were asked about what public support mechanisms there might
be to assist the Black and Asian elements of the UK film industry. This
section of the study did not generate any consistent view or theme, and many
of the points that were made had been made earlier during discussions about
barriers to Black and Asian films. For some, public support had been tried but
had failed. An African-Caribbean producer recaled help for Black
screenwriters both at the BBC and Channel 4 but neither had lasted for long
and, as far as the informant was aware, no films had been made —*...(it was)
the same thing(as usual...when) the financiers...are presented with the
project, (they) actually don’t want to fund it’. For others, it was a question not
of structure but of attitude. A London-based African-Caribbean director,
writer and exhibitor suggested that it was a matter of people needing ‘to take
Blacks and Asians serioudly. (For this) you need institutions within the
institutions...(at the moment) there’ s no real sense of inclusion...we're always

on the margin’.
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There was some reluctance to accept the need for additional public support, on
the grounds that Black and Asian film ‘should be judged in its own right’. On
the other hand, in the words of an African-Caribbean producer from outside
London, ‘I hate this, but it needs to happen’. She went on to speak of the sorts
of change that might follow:

‘A lot of the time a Black commissioner, or someone trying to promote
minorities, doesn't feel able to take risks...they daren’t try to do something
different. It’s the same sort of themes, the same sort of subjects... You're
going to fail sometimes, but sometimes you're not. I'm sick of seeing
comedy, music-based stuff, social issues stuff... “ What's happening in the
community now” — all this worthy stuff... We don’t need those anymore —
we need something else’

(AC, female, producer, north of England)

It was suggested by a South Asian writer that all the Lottery film money so far
had gone to ‘white companies...(though) one of (the franchises) could have
gone to a Black company’, and that ‘...it's up to the government, it's up to
Chris Smith...to recognise the fact that there are not that many Black films
about and to do something about it’. The same informant went on to suggest
that if they are to be best used, the funds should go to ‘the people who have
the relevant experience within the industry’ rather than on ‘small, insignificant
initiatives'. A similar point was made by an African-Caribbean director who
suggested that the Department for Culture, Media and Sport (DCMYS) ‘should,
as they are trying to do at the moment, promote cultural diversity (and) equal
opportunities to the various cultures in the community because that can bring
forth better understanding aswell’.

Others spoke of the need for ‘a programme of recruitment (to the industry)
from schools to universities’, of the necessity for ‘opening up of all entry
points to the industry so that they are open, fair, accessible and equal’, and of
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a lack of investment (*...if bfi (should) give £10 to Asian cinema, they are
perhaps giving 50p...").

For a few informants, positive discrimination was acceptable and, given the
problems, desirable. An African-Caribbean journalist and editor said that
positive discrimination was needed * under the section of the Race Relation
Act that allows (it) when industries and professions show ethnic minority
under-representation. This should be applied to publicly financed

films.. theatres and cinemas'.

‘...people are talking about quotas and that’s positive discrimination.
Perhaps it's necessary for a few years, and maybe (on the assumption)
that it is going to be phased out. It shouldn’'t be called a quota but maybe
(we need) a scheme of some kind'.

(SA, female, producer, London)

5.2.14 The bfi —itsimage and future
52.14.1 A view of the bfi

The functions which the bfi serves are believed to be crucia to the future of
the film and television industry in the UK, and thus crucia to the cultural
health of the country. At the moment however, the bfi is felt to be having only
limited success in fulfilling those functions and, amongst other things, it needs

to be more proactive and supportive.

The bfi was described by one informant as ‘talented’, another said that ‘ people
respect (it)’, athird said that it had ‘been in the forefront of doing some good,
innovative work’ whilst a fourth said that things are improving at bfi and
‘people are now willing to talk (about Black and Asian matters)’.
Nevertheless there is no doubt that, overall, bfi was held in low esteem by the
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majority of these informants. There was a great deal of ignorance about its
work and a fedling that it is distant from, and lacks understanding of, the
Black and Asian elements of the UK film world. As one South Asian
academic put it, the professionals are ‘disillusioned’ with bfi. As noted earlier,
the organisation was seen as white-dominated. It was also variously described
(by arange of informants) as ‘bureaucratic’, as ‘a little club in London’, as a
place for ‘anoraks, as ‘talented but snobby like all other white institutions’,
as an ‘elite club (with) a public school image’, as having ‘a lot of potential but
(being) a dusty old building with dusty people who don’t want to be bothered
too much with the needs of the Black and Asian community’, as ‘like an ivory
tower ...not approachable’, and ‘fuddy-duddy...thereisn't a buzz around (it)’.

“You need people in there who actually understand that...one of the major
problems with the bfi is that is all white and until you’ ve got Black people
in there, also making some of those decisions, the problems will always
continue.’

(AC, female, producer, London)

More specific concerns have been about the nature of bfi’s film output which
one respondent, an African-Caribbean producer based in London, described as

“academic and often unintelligible...very cerebral about race’.
5.2.14.2 A lack of commitment?

A key element in the organisation’s current image is the lack of bfi staff
working specificaly in the Black and Asian field. The Project Leader for
Cultural Diversity was seen as doing agood job but (‘...he’ s doing the job of a
whole department...single-handedly... Why is that acceptable?’) to lack

support.
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‘(He) has pushed quite well, (but) basically it's on an individual level...
He has been working hard because he has a genuine interest in the
films...so there are individuals within (bfi), but the institution as a whole
doesn't seemto shift much.’

(AC, male, film maker, London)

‘(Ther€'s) one person dealing with all the Black issues. He's very good
but he's all alone...

(SA, female, writer, north of England)

‘What (the Project Leader) isdoing isreally important...’

(AC, female, researcher, London)

It was also suggested that this valuable work was only made possible by the
Project Leader’s broad interpretation of his job specification. In other words,

the situation would be worse without his extra-curricular involvement.

‘Someone (like him) can come to a post...and make an effort to know
who's producing work, and be in touch with them, keeping them posted,
send them regular mail-outs and make them feel that they're part of a
group... | think (he) is doing that (but) it's dlightly outside the formal
requirements.’

(SA, female, producer, London)

What was seen as a lack of commitment by bfi — one person not being
sufficient — was reinforced by the informant (an African-Caribbean film
publicist from London) who spoke of the need for ‘new people...preferably an

ethnic affairs department’ within bfi.
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5.2.14.3 Theimportance of the bfi’swork

To repeat a point made earlier, the bfi’s role, despite its current problems, is
seen as important. As an African-Caribbean producer put it, ‘...they are a
force for a certain set of values, which would include, amongst other things,
Black film against purely commercial interests. So...the bfi has a very
important cultural role for...ensuring the diversity of what’s produced in this
country’. This view of the bfi's work was acknowledged by others, but

sometimes from an overtly critical stance.

‘The Black Film Bulletin probably comes under “ education” and the bfi
will shortly relinquish all involvement in the publication. It seems to me
that bfi’s doing little else in this area and | would...have great difficulty
justifying its existence to Black and Asian film practitioners and
consumers. Having a “ special responsibility to the diversity of culturesin
the UK” as one bfi edict suggests, and supporting “ development of a
published medium of record concerned with Black and Asian film” , while
at the same time disassociating itself from the precise instrument that
could achieve that seems...indicative of the half-hearted and muddlied
support the bfi dispenses to the Black and Asian community.’

(AC, male, editor, London)

It is a matter of judgement whether views such as these are in any sense an
accurate assessment of the dituation at bfi, but similar problems were
mentioned by other informants, including the closing down of the African-
Caribbean Unit which, according to a South Asian academic, ‘bfi considered a
thorn in its side even though it was the only clear commitment (they had) to
Black and Asian film'.
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5.2.14.4 A lack of information?

There was a strong feeling from informants that people did not know what bfi
was doing, though some acknowledged that they had not, for example,
checked to see if there was a bfi website. For others, the bfi was ‘invisible
(*...'mtotally at a loss as to what’ s happening with bfi at the moment...”) and
it was clear that, for some reason, there was only limited awareness of bfi’s

role in education.

‘...obviously | see some of the films that they have backed, or (that they)
have archived (and) distribute. I've no idea about their role in
education... | found out about their collections a couple of months ago...
I’m looking at running a film festival and had been thinking about ways of
accessing other material .. .feature films, whatever...and | should’ ve known
about the bfi instantly...but | just didn’t know. I’m on the mailing list for
one (bfi) department (but) the exhibitions people don’t know | exist.’

(AC, female, producer, north of England)

Though it was known that bfi was in a transition period, with its funds having
been cut and its role changed with the creation of the Film Council, there were
still wide areas of uncertainty — and perhaps ignorance — about the services bfi
offers, and a feeling that it needs to do more to publicise its work. And,
despite the criticisms of bfi, it was occasionally implied that the organisation’s

image was worse than the redlity.

‘The bfi should be a base and platform for British film makers and include
such things as a library of information, education, and act as a support
network for all (elements) of the filmindustry.’

(AC, female, producer, London)
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‘...they need to promote themselves more to the Black and Asian film
community.’
(AC, male, director, London)

‘...the overall perception of bfi is very low...(they need marketing) within
the Black and Asian industry to let (people) know what it is, what it can
do, and what it has done in the past. (They need) marketing more
positively, more proactively within the Black and Asian communities.’

(SA, male, arts organiser, north of England)
5.2.145 Changefor the better

Though the overall picture that emerged was undoubtedly an unhappy one for
bfi, there were, occasionally, more positive responses. Informants described
the national archive as ‘fantastic’ (and it had been used, successfully, by
severa of them) whilst another informant, an exhibitor from outside London,
spoke of recent improvements in the service, and the range of information,
offered by the bfi’s exhibitions and archive departments. It had been difficult
to get information in the past but recently ‘booklets and catalogues had
arrived, detalling what was available: ‘.. .whether there is greater accessto the
material we don’t know, (and) there’'s always fees to pay...but at least we

know what is there'.

Equally, the current situation was seen by some as a major opportunity for bfi
(“...it can be such a leader in bringing about change...’) though such

developments would, of course, require some investment.
‘There needs to be a partnership between the bfi, the filmindustry and the

communities. (We need) collaborative projects which are really sensitive

to community needs and which can challenge and create opportunities
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not just for peoplein the minorities, but in the mainstream.’

(SA, male, event organiser, north of England)
5.2.14.6 Other concerns

bfi was seen by some not ssmply as a London-centred organisation, but as an
organisation which is out of touch with the regions as well as out of touch
with the Black and Asian minorities. As noted above, one informant from
outside London described bfi as ‘a little club in London’ and another, an
African-Caribbean exhibitor also from outside London, spoke of the need for
bfi to ‘move away from the London-only base and have regional

representation’.

On a different subject it was suggested — by two informants — that
unreasonable demands are made on Black and Asian film makers which, by

implication, may not be made on others.

‘(1) understand that bfi are in a competitive market but they are expecting
a lot of work from alternative Black and Asian film-making organisations
for little investment...’

(AC, male, exhibitor, north of England)

‘The bfi —and DCMS — will pay white people to write reports but tend to
expect the Black and Asian sector to work...to provide thoughts and
information, for free’

(AC, male, director, London)
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5.2.14.7 What next for bfi? — The professionals’ view

Respondents made a variety of suggestions about what bfi might usefully do
to improve the position of Black and Asian film makers in the UK, some of
which have aready been mentioned. This section of the report lists the main,
specific (rather than generalised) thoughts and ideas that emerged in the
course of the research. Some may be realistic, and some not. Some are part of
bfi’s existing work, and some may have been tried in the past. Others, of
course, may be outside the remit of bfi. Nevertheless, these are the priorities
suggested for the bfi asit is currently seen to exist. There was, of course, some
uncertainty in the background about the impact of the Film Council on the bfi.
Given the essentially qualitative and exploratory nature of the work, it is not
possible to put any strict order of priority on these items, but they are, broadly
speaking, in an order of importance which seemed to emerge from the
research.

e Information. As noted above, there was widespread ignorance — admitted
by many of the informants — about the work currently done by bfi. The
information that is being distributed does not appear to be reaching
(enough of) its targets. There is always, of course, a danger that messages
that are sent will not be received (for whatever reason), and work may be
required to establish how best to keep the relevant people up to date. Such
work would need to cover the topics to be included, the amount of detall
required, frequency of publication, the means of distribution (electronic
and/or hard copy), the maintenance and updating of the list of recipients,
etc. In the words of one South Asian director, the bfi is ‘an exciting place
full of wonderful treasures...but (unfortunately) it isn't perceived (that

way)’.

e Pro-activity. As an additional means of bringing the Black and Asian film

communities together with bfi, there should be a programme of joint

SSMR



147

workshops and other means (Film makers forums? A symposium?) to
help bfi establish its priorities in ethnic matters. These should be
subsidised as necessary to ensure that the relevant people, some of whom
will be unemployed or students, can afford to attend. Such sessions would
also help bfi bridge the percelved gap between itself and the Black and

Asian film communities.

bfi should make an additiona investment in staff to work on Black, Asian
and other ethnic areas. Such staff — ideally additional senior staff — should

themselves be Black or Asian.

With the production role having moved to the Film Council, could bfi re-
emerge as a more pro-active film distributor (liaising with the main
cinemas to show Black and Asian films) or, at the very least, ‘ be talking to
the distributors' ? Thisis an area where — again as noted above — there are

perceived to be magjor problems for Black and Asian films.

bfi should be more proactive in its collections policy, seeking to acquire
existing ethnic ‘archives (films, documentaries, etc) from current film
makers and the public.

bfi should lobby the government for funding, and be proactive and more
visible as a film development body that British film makers can go to for

information.

The organisation should consider some means of regional representation
or activity (perhaps linked with Regional Arts Boards?) as a counter-
balance to its London-dominated image.

It should raise awareness in schools and colleges (and provide speakers),

and raise awareness of courses and scholarships that are available.
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A South Asian film producer summed up many of these aims as follows:

‘(It is important) that everybody at bfi embraces diversity, because it's
important to the educational work that they are doing, to the archive work,
to the exhibition work that they are doing, to whatever else that they have
a responsibility for. That’'s the single most important contribution that bfi

can make — to mainstream Black and Asian talent and products.’
5.2.14.8 Theimpact of theresearch

It is worth noting that the Black and Asians professionals contacted in the
course of this work will have had their views about bfi affected, even if only
marginally, by the interview, and the questions that were asked. On balance it
seems likely that the bfi will benefit from the research, since the organisation
IS seen to be concerned and to be taking the subject seriously. As one South
Asian informant put it, ‘...there’'s goodwill (within bfi) or a survey like this
wouldn’t take place’. Thus the study as a whole, against the background of
some of the views outlined above, will be welcomed. On the other hand, it
was clear that for some respondents parts of the interview confirmed their
image of bfi as being out of touch and, in some cases, questions were seen as
offensive. As a second informant, again a South Asian, put it, ‘ (bfi) should get
someone more aware to write these questions...they need someone at the top
who is aware of Black issues’. The professionals who took part, or have heard
about the work, will no doubt expect to see the findings published in due
course and, at the same time, will be looking for a practical response from bfi
to the points they have raised. One respondent — an African-Caribbean
director and writer — said that her peers ‘don’t want another report which does
nothing...we don’'t need to know what we (already) know, we need to know

what is going to be done about it’.
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APPENDIX 3—THE STUDY OF FILM PROFESSIONALS

THE RESPONDENTS

Thirty-seven respondents were interviewed. Of these, 20 were African-
Caribbean, and 17 South Asian. Eighteen were men, and 19 were women, and
25 of the total were based in London. The interviews were undertaken by
senior SSMR staff, during March and early April 2000.

The respondents were asked to describe and define their jobs. Severa
combined a variety of work, writing and directing for example. The
breakdown below lists the respondents by their main — self-defined — type of

work.

Producers

Eventdarts organisers
Directors

Writers

Exhibitors
Actorg/actresses
Distributors
Producer/director
‘Filmmakers' /researchers/journalists/publicity
workers/academics/businessmen — 1 each

NPNNNDOOTO O

Other potential respondents, from a list provided by bfi, were contacted in the
course of work but were either unavailable during the fieldwork period or, for
whatever reason(s), did not wish to take part.

TOPIC GUIDE

How do informants describe themselves and their professiona ethnicity/field
of work /job title(s)?
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1) How would you define ‘a black film’ or *an Asian film’' as distinct from
other types of film? by its content/storyline, the film’s director or production
team? the lead actors? note the distinction between a UK production and a

non-UK production.

2) Would you perceive your work as speciaising in Black/Asian film? or in
film/the mediain genera? (probe)

3) Do you fedl that films of Black and Asian interest are currently under-
represented in the UK market? (i.e. at the cinema, on video/DVD), if so why?
(probe)

4) What barriers (if any) are specifically faced by Black or Asian films in
cinemas or on video/DVD? (probe)

5) Why do you think there are not more films made by Black and Asian film

makers available in the market place (at cinemas/ on video/ DVD)?

6) What kind of films do you feel the Black general public most like to watch
and why? And what kind of films do you feel the Asian general public most

want to watch and why?
7) What is the value of Black and/or Asian film festivals?

8) Do you fedl that Black and Asian people are generaly under-represented in
the film industry in general (in production roles, on-screen roles, in exhibition,
distribution etc.) and in related fields. If so why?

9) What are the perceived barriers (if any) facing Black and Asian film
practitioners working in the UK? and are these perceived barriers different to

individuals from other communities, such as the white community? (probe in
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relation to @) Training (formal and informal) b) Entry and first job c) Career

development and promotion.

10) What specific public support mechanisms (if any) should exist to support.
[British Black and Asian film makers, exhibitors, moving image collections —

relate only to respondent’ s main specialisms]? (probe)

11) What are the benefits of informa or forma film education in the

development of Black or Asian film culture?

12) How important is it to collect and preserve films in genera and Black or

Asian films specifically?

13) Do you feel Black and Asian film and moving image collections should be
kept in ‘the community’ or in national collections? why?

14) What do you perceive the potential role of new technologies to be in

relation to Black and Asian films?

15) What should the role of the bfi be, again in relation to Black and Asian

film?

16) There are three particular elements to bfi’s work — exhibitions, education
and collections. What role do they currently play in the informant’s work?
And what role could/should they play? Why is it not happening at the

moment?
17) What do you see as the current role of the bfi in relation to Black and

Asian film in your field? Are they doing the job well? If so, how? If not, what

are the problems? [ Probe — suggested solutions]
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18) Overadl, what is the perception of the bfi amongst Black and Asian
professionals working in the sector?
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THE QUESTIONNAIRE

SSMR






-6 of CODE| ROUTE
Q8 SHOWCARD H Using this card can you tell me where do you usually get videos or :
DVDs of films for your own use? (You might buy them, hire them or borrow them).
And where else do you get them? And where else? ’

1 st znd ) 3!!! 1

mention mention  mention
. ©9) (71) (73)
Large chain-store video shops (e.g. Blockbuster) — 1 1 — 1
Local community video shops e 2 2
Culturally specific video shops (e.g. Asian or African
video stores) , - « -3 3 3
Superstores 4 4 4
Market stalis-- 5 5 5
Friends/family 6 6 6
Public library 7 - 7 7
School or college 8 8 8
Internet 9 S 9
From abroad/overseas v 0 0 0
None of these/don’t get videos/dvds —X ~X X
Other (WRITE IN & CODE Y)
Y Y Y
‘ 70) (72 (74)
Don’t know 1 1 1 Q9

Q9  SHOWCARD I Have you ever looked for background information on a particular
film that you've seen? Which of these services have you used? Any others? _
(75)
Film magazines
General magazines
Books -
Friends/family
Web-sites---
Radio
Teletext/Television
Colleagues at work
Film courses
Other (WRITE IN & CODE 0)

None of these/Have never looked—
Don’t know

< XO OONOOAW®NS

NOW GO TO DEMOGRAPHICS
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