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ABSTRACT

In our society the media has presented itself asmportant tool in shaping both the
identities of groups and individuals. In film, apdssibly more deeply in African
American films, the prolonged emotional and mudtisoral experience heightens this
importance. In America, there has been a histiopiesence of stereotypical characters
in Black film and television shows as early as1B80s. My assertion is that African
Americans who are exposed to media images witleatygoical African American
characters are affected negatively in psychologiodl social respects. The impacts
include but are not limited to self esteem isspesy identity development, negative
social perceptions from non-Black groups, and amshing of confidence in Black
capabilities (e.g. professionalism, intelligence )et In addition, it is my assertion that
African Americans can take control of stereotypioahges in the media through the
development of independent film projects. Thera Iminger for palatable portrayals of
African Americans, and the presence or absenceadbf gortrayals is experienced
severely by African American viewers. This resbasdl take a historical look at
stereotypical images, the difference in contentrwéyeamining commercial and
independent film releases, and the motivationslatiBindependent flmmakers to

change the landscape of Black film.



Chapter 1: Introduction

Despite the strong sense we have of ourselvestas@nous individuals,

evidence consistently shows that contingenciesttienir social identities do

make a difference in shaping our lives, from thg wea perform in certain

situations to the careers and friends we chooseel&2010, p. 14)

Stereotype is a word that we hear and use oftemlseussing character
portrayals in media. Several cultures could agbattthey are always depicted in a
certain manner when it comes to film, televisiamj & the news. The ways in which
these portrayals are carried out can prove to trevdental, especially if they are negative
and/or unrealistic. The long lasting psychologeradl social affects go unnoticed. Media
portrayals often impact the perception that onediasemselves as well as the
perceptions of others. Oftentimes groups will\allbhe media to dictatetheir roles in
society or how they should behave. Even thougleagds typically watch movies for
entertainment purposes, the portrayals and assnwsaietween characters can influence
the manner in which the viewer actually perceivesriselves and also others. Kellner
(1995) asserted that “media images help shapeiewrof the world and our deepest
values: what we consider good or bad, positiveegiative, moral or evil” (p. 5). The
attitudes people have towards others are influeteedme degree by their perceptions
of the personal qualities of the other individuafooup of individuals (Asch,1946;
Freedman, Carlsmith, & Sears, 1970). There anegekier, several other important
factors that operate in the dynamic process ofpnééing sensory input. Cognitive data,
past occurrences, and the environment of the sgngauit add to the perception of

individuals (P. Reid, 1979).



In a Journal of BlackStudies piece written by Glamd Cunningham (2009), they
explain a distinctivepersonality and history ofeaelations and imagery in the
countrythat contributes to the intricacy of studyand analyzing communication and
race. The media tends to develop images that hae&ect on the observations that
people have of one another. The movie industrgtilates the commonness of these
media-projected images. The producers of major fitojects aim to entertain and
stimulate the interest of the masses to genergge [@ofits. Millions of people go to
theaters to view the dream world that Hollywood b@sated. A large amount of this
information that is presented in films actuallydgs the configuration and expectations
in actual society. The images that pertain to #edidgs and relationships between
people from different ethnic and racial backgrouhdge significant connotations for
audience members’ perceptions of race relations.

However the consumer has the power to take cootitble images that they are
presented with in films. Also the filmmaker whoretivated to change the template for
films can make a difference with regard to howwnat groups (e.g. African Americans)
can and will be perceived in the future. The wayeke control of this situation is for
African American directors to develop and produwependent films. This gives the
opportunity for movie goers to have the opportutitgee home grown productions that
depict more of a realistic portrayal of African Arioans.

Glenn and Cunningham (2009) explain that films tendse exaggerated
characterizations and narrow roles of Black charadb appeal to a broader audience.
Ashmore and McConahay (1975) found that Whitesndiéel threatened and hesitant to

interact withBlacks, who are often presented inatigg ways. Therefore it is believed



that Blacks on White programs would behave more tile White characters than like the
Black characters on Black programs. This wouldvaNVhite characters to interact with
Blacks as they would with other Whites (P. Reid{9)9
So the question is: Why not take back the imagaée®frican American through
independent film? A film subculture exists whetadk independent filmmakers are
creating films that do not contain any of the stéypical characters that are repeatedly
seen in the big blockbuster, mainstream productidndependent film is a way to focus
the audience’s attention towards films that haadisgc portrayals of African Americans,
broader character development, and to reinforcgip®@smagery to the general public as
a whole. The goals of this research are as fotlows
¢ Identify whether the filmmaker is consciously matied to make films that speak
to alternate and/or more realistic depictions @dBlcharacters and culture
e |dentify possible patterns that may exist withim&k independent flmmaking
that can be used to possibly change larger or coniatlg released film projects
e Create an awareness to the effects of the expo$emnstant negative imagery in
the media on the Black psyche
e Create a sense of social responsibility in the gores to be more selective and/or
open minded when supporting certain Black film potg
What is Independent Film?
In short, independent film as described by Shefi20d1) consists of a low
budget and an emphasis on character and storyughhtoue indie films still exist we're
seeing increasing numbers of indie movies with tefiglure budgets, movie stars, and the

support of if not the studios, then of importantlid@ood people andheir important



people. Gilmore (2001) describes indie film asraggively, passionately, creatively
driven and original. The fact that indie film prdes a platform with limitless freedom
creates a great opportunity for African Americdmfakers to create projects that are
far more positive than popular mainstream cultwegictions.

To date there are several Black independent filnersakho are taking the “do it
yourself” attitude very seriously when it comedibmmaking. These projects are being
pushed by film festivals and organizations thatehdne Black interest at the forefront of
their mission. Their purpose is to create quaiigck films that are made by Black
directors. Independent films do not reach thedargdience numbers that traditional
blockbusters are able to consistently maintainis ©hdue to the fact that indie films are
advertised through word of mouth and other veryesasible mediums. In tiéew York
Timesarticle “Building an Alliance to Aid Films by Bl&s,” Michael Cieply (2011)
interviewed Black independent filmmaker, Ava DuVaynstates that the plan is to “put
Black-theme movies in commercial theatres, ingi&bm the independent film program
recently begun by the AMC theater chain” (p. CIh) the article she went on to say that
her independent films are supported by “social oets; mailing lists and other buzz-
building services at the disposal of allied etHiim festivals” (p. C1).

This type of small scale flmmaking and advertistiigws an audience that is
very conscious. Black consciousness can be defisedstate of mind or practice where
the goal is to work together to in order to figppoession, celebrate culture, exude
cultural pride and build communities/institutiohsit will uplift the race. The astute
moviegoer attempts to make intelligent choices ablmiimagery that they are presented

with. Exposing these intellectual leaders to pesitmages will in turn have a positive



impact on the community as a whole. These moviegadl share their film experiences
with others and possibly even invite others who matyhave been familiar with indie
films to participate in this different cinematicagiorm.

Stereotypical Depictions of African Americans in Hm

In order to refrain from repeating historical degnos in film we must examine
the past and determine exactly how it has affectedcurrent society. Since colonial
times negative depictions of African Americans hbeen prevalent in American history.
The early Blackface minstrel shows of théhmntury showBlacks as happy, naive,
gullible, and uninformed. These characteristicsral&ted to the way slaveholders in
earlier years believed them to be. Scholars sadPa#ricia A. Turner (1994), note that
well known stereotypical items in the American audt give a picture of Blacks as
servile, primal or unsophisticated. In turn thxplains how slight influences of such
ostensibly undamaging portrayals strengthen ara¢iBhttitudes.

Martin (2008) asserts that television is a powarfadium. Peffley, Shields, and
Williams (1996) found in their study that racia¢itotypes about African Americans are
easily stimulated through visual means, which spéakhe idea that TV can
bepersuasive because of its ability to capturettemtion of its viewers. Oftentimes TV
serves as a way for people to scrutinize the wamddind them and TV characterizations,
whether negative or positive, can manipulate peppltitudes towards one another. A
study done by Wright et al. (1995) support the @ation Hypothesis,and assertsthat
media exposure can actually influence a personisaa of reality. In addition they

explain that children often learn social informatfoom what they see on television.



Martin (2008) points out that there are two maienties regarding the Black
presence on television. Historically there hamteeesoccurrence of negative or distorted
images of African Americans on TV or an absenctefculture altogether. There have
been some changes to the depictions of African Ataes over the years, however the
underlying impact remains on the majority socidtiaege and how African Americans
are seen or how they see themselves. Oftentimes8&re portrayed as lazy, very
religious, or even magical in a sense. Other comatereotypes that emerge include
Blacks having a love for Kool-Aid, watermelon, aniéd chicken. Often African
American men are portrayed as athletes, music@minals, streetwise, uneducated,
unemployed, etc. Other Black stereotypes includenmies, jezebels, the magical
Negro, and Uncle Toms. Unfortunately when watcHilmgs with these types of
characters in them, there is no platform in plabene the players can be examined and
discussed. Oftentimes when one leaves a movieethiteey engage in a dialogue with
the person that they have just seen the film wilbwever there is no way to ensure that
the dialogue does not just contain superficial olesgces about the characters in the film.
This is dangerous because the non-Black moviegagrhave no realistic reference point
to utilize in order to formulate constructs abdwe African American culture. On the flip
side,Black moviegoers may internalize those negathages and begin to believe that
this is how society views them and/or this is haweisty expects them to act when it
comes to daily interactions.

Martin (2008) described five common distortionBtdcks in media, as outlined
by Bogle (1989), which he deemedtheir usage asamgi® entertain by “stressing the

inferiority of Blacks” (p.339),the Uncle Tom @ood Negrovho was “socially



acceptable, submissive, often insulted” (p.339) vidwo exhibits any disloyalty against
their slave master; the Mammy, closely relatecheodomic Coon, was often depicted as
“fat, fiercely independent, ill-tempered” (p. 34@nd often troublemaking; the Mulatto,
who was considered to be an acceptable Black, beazitheir Caucasian features and
White heritage; the Buck, who was represented g tversexed, savage-like” (p.340),
and dangerous; and the Coon, of which there aee tiypes—(a) the pure Coon, who is
“unreliable, lazy” (p.340), and spends all his tieaing watermelon and speaking
English very poorly, this was popularized by theaéaus Black actor StepinFetchit; (b)
the Pickaninny, the “harmless Negro child whosesdydged and whose hair stands on
end” at the slightest provocation; and (c) Unclende, who was satisfied with his place
in life as a slave or servant, and appeared tabmalkess and naive”(p. 340).

Other negative depictions of the Black female ideldi that of the Jezebel who
was seen as seductive, enticing, and vulgar, an&apphire who was seen as angry,
domineering, loud, and emasculating. Black men \aége seen in the role ofthe Sambo.
These characters were always laughing, carefregicaluand subservient (Martin,
2008). Although these obvious negative depictiamgelchanged over the decades, there
are still subtle remnants of these old stereotypisages. Instead of “Coons, Mammy,
and Sambos, African Americans are now often charaetd in the media as criminals,
delinquents, and entertainers and athletes, irresple, lazy, arrogant, or devoted
sidekicks to or in need of being saved by Whites340). These images can further
promote the already accepted stereotypes of Afdqarricans within majority culture.
But they also persist to create caricatures oBllaek experience, reducing African

Americans from “whole beings to an image or steneictl behavior” (p. 340). In a study



conducted by Rich, Woods, and Goodman (1998), gearttérace in music videos and
underscores were examined. There is the idedbs¢ stereotypical images have not
gone anywhere at all. Through their research tlaene iound that Blacks are often
commonly represented as the antagonist and thersufind they hypothesize that the
videos mayreaffirm the negative images of Africam&ican males as aggressive.
The Mammie. Collins (1999) asserted that the mammy image stemmsthe
eraof slavery to uphold society’s majority grougésire to be in command of the view of
roles for black women. Collins further describki tcontrolling image as “the faithful,
obedient, domestic servant. Created to justifyeitt@nomic exploitation of house slaves
and sustained to explain Black women'’s longstandasgyiction to domestic service” (p.
72). The traditional characteristics of the mamsihat she loves the white family that
she serves even more so than her own. The fahatyshe works for may care for her,
but she continuously provides them with compliawige and has accepted her role as a
servant. Depictions of mammy tend to portraya womhat has a darker complexion and
larger build. In addition the character appearsaee no sexuality, which in turn makes
them undesirable to men(Davis, 1983).Christian () @®scribed her as:
Black in color as well as race and fat with enorsbreasts that are full enough
to nourish all the children of the world; her hesgerpetually covered with her
trademark kerchief to hide the kinky hair that nsahler as ugly. Tied to her
physical characteristics are her personality trale is strong , for she certainly
has enough girth, but this strength is used irsteice to her white master and
has a way of keeping her male counterparts in ¢haekis kind and loyal, for she

is a mother; she is sexless. (p. 12-13)



The mammy role has come to be a conventional meidelregard to black
women’s relationships with powerful whites in maream society(Collins, 1999).These
roles have been seen in movies suchresImitation of Lif§1934) andsone with the
Wind(1939). West (2008) suggests that we are sBlihgethe Mammy character in our
daily lives. In the 1990s, the Quaker Oats commhdyaway Aunt Jemima’s trademark
red bandana and jettisoned her slave dialect. i2eie mammy revamp, presentations
of the archetype still continue to surface. Coasttie Pine-Sol lady, a dark-skinned,
slightly overweight, motherly figure who smilinggnnounced, “Honey, its rain clean
Pine-Sol” (p. 289). Another modern representatibtihe mammy figure is the
spokeswoman for Popeye’s chicken. She is siml@hiysical description and she also
uses the wortioneyon a regular basis while she talks about theiridiana style
chicken. Modern film representations of the Manchgracter include Jennifer Hudson
in The Secret Life of Be€®008) and Viola Davis’s characterTime Help(2011).

The JezebelGlenn and Cunningham (2009) define the role ofelaebel where it
depicts Black women as hyper sexualized beings ifitige conceptualizes Black
women as sexually deviant and aggressive, whighekdedlominant society demote them
to the role of reproduction during slavery. Thegleel exemplifies the belief that Black
women have voracious appetites and are eagertioipate in any aberrant sexual
behavior in order to give pleasure. This charasteasily found in the Blaxploitation
movies of the 1970s. Those films include titleshsasSweet Sweetback'sBaadasss Song
(1971) and~oxy Brown(1974). A modern movie representation of thisxatgpe was

shown with Halle Berry’s character Monsters Bal(2001).
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The Magical or Wise NegroCrowdus andGeorgakas (2001) state that film
director Spike Lee commented on the absurdity efntlagical Negro characters. Lee
stated that the “magical, mystical Negroes geneeapear in the form of a spirit or
angel” (p. 5). He further noted that “the Blacladhcters in these films use their powers
to help the White characters, but do not utilizzmhto help themselves” (p.4). These
roles have beenseen in movies suchitas Green Mil§1999) andrhe Legend of Bagger
Vance(2000). “Consistent with the magical Negro chseazations in film, these
stereotypes depict Blacks’ primary function as gsheir gift or power to please Whites’
characters or aid them with their problems”(p. A)modern depiction of this character
could include Denzel Washington'’s character ElTire Book of EI{2010) or Queen
Latifah’s portrayal of August ifhe Secret Life of Be¢2008).

The Uncle TomThe Uncle Tom controlling image stems from HarBeecher
Stowe’s(1852-1998) poignant novelncle Tom’s CabinOriginally published in 1852,
the novel details

Uncle Tom and his family’s trials and tribulatiotigring slavery and aimed to

promote the abolitionist movement. Uncle Tom’s maighy traits include his

friendliness with one of his White slave ownerdflass assistance to White
characters in the novel, and strong religious adions. In his plight, Uncle Tom
saves a young White girl from drowning, befriends, land sacrifices his life to

protect others.(Glenn & Cunningham, 2009, p. 139)

The Uncle Tom character can be seen in movies asibhiving Miss Daisy(1989) and
To Sir with Lovg1967). This characterization was most recerggnsn Samuel L.

Jackson’s characterization of Stephen in Quentmanitano’sDjango Unchained(2012).
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Statement of the Problem

These images are based on ideologies that repnesg@tspects of social
existence, such as race relations and stereotyvé@bout taking control of Black images
in film, the culture would be doing itself a disgee. For example, if images of African
Americans achieving success (e.g. educationaf@rshown, then the educational
priority may not be as high as it could or shoutd A\dditional effects include negative
perception that non-Blacks formulate about Afri¢éanericans after being exposed to
less than desirable imagery. Non-Blacks could gty perceive the cultural group as
being less ambitious, educationally unmotivated, disinterested in progress. For
African Americans exposed to this imagery they reegn feel as though they are not
suited for higher education.

Rocchio (2000)stated, “The contemporary statusoé in mainstream American
culture is intimately bound to the process of reprgations within and through the mass
media” (p. 4).

Media images impact the way that Whites perceiazBl. As Blacks move

closer to the realm of acceptability with Whitdse images in movies can be

critical to the extent of this acceptance. Thesages are significant because

Whites have not completely accepted Blacks as equal remain ensconced in

attitudes that confer superiority to Whites. (Maza2003, p. 13)

Glenn and Cunningham (2009) assert that Whiteshegve that these ideal
harmonious relationships depict current socialustaherefore, racial problems only exist
in the minds of Black people. As a result of Blatlessitional status, the magical Negro

has
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emerged as a new version of traditional raciakstigpes because most

Hollywood screenwriters do not know much about Blpeople other than what

they see or hear in other media forms. Consequensitead of having life

histories or love interests, Black characters ssgagical powers. (Farley,

2000, p. 14)

Hollywood screenwriters are often unaware abouttwiraeans to be black. Therefore
they create images that will appeal to white viesagrd that they will be comfortable
with. Historically images of racism exist withingse roles where the sullied black role
and glorified white hero are not just characterdlie viewer but they are emblematically
used so that white audiences do not have to canidesthical implications or accuracy
of these roles (Snead, 1994).

Martin (2008) asserts that there has been an isen@amore suitable and
constructive representations of African Americanghe media. This is most often seen
when discussing this change with its interpretadbAfrican Americans as
sophisticatedand family-oriented. Other shows sedine pastmade the existence of
African Americans on TV more noticeable, but ofterds there was still a subtle
stereotypical reference of the past. Movies hase ahhancedtheir depiction of African
Americans. Sidney Poitier was one of the first nizleeck actors to play characters that
showed him in non-stereotypical and affirmativeesolor audiences to see. Others actors,
like Denzel Washington, Halle Berry, and Morgandfn@an came after Poitier and have
established parts that have broken the limitatadnmsice—as police officers, heroes etc.,
but the number of caricatures that still exist e sometimes overshadow the

positives. With its disappearance in the 1980s,trAbgcan Americans in TV appear
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mainly in comedies and hardly ever in dramas deaaling roles. In the 2007/2008
season, Blacks were more often represented in drdyaafor the most part in ensemble
roles and not as leading actors. The shows thagtetbminately African American
characters were comedies. Ultimately, this is whiepresentative stereotypes such as
theathlete buck jezebel andsapphirewere still being shown. Although progress has
been made, there are still issues that need taduaired and overcome.
Statement of the Purpose

Author Bell Hooks (1995) explained that Whites wiave no contact with Blacks
still think they have an understanding about whateans to be Black. They hold this
belief because of their actual status,and by vig\uine roles played by Blacks while
acting. This method of creating constructs andragsions about other cultures proves to
be quite detrimental. The person who has nevar bgposed to Blacks may be
conditioned to construct ideals about their cul@amd implement those ideas in possible
future interactions. Racial isolation heighterss ithportance of the messages Whites
receive about Blacks from the mass media, and &dlysftom the most widely
consumed source, television. Its invariable streAmessages designed to inform,
enjoyably distract, and, above all, put targetediences in the frame of mind to buy,
creates two influential roles for television. Agpwith other media, it is both a
measurement of race relations and a potential @@tel either to racial unity or to
cultural division and political inconsistency. Beise Whites control mass media groups,
and because theWhitemainstream status make testdne most prominent in
audience-maximizing calculations, media productioffisr anilluminatinggauge of new

forms of racial demarcation. Beyond providing aggostic tool, a measuring device for
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the state of race relations, the media also actscastributory agent: they help to shape
and reshape the culture (Entman&Rojecki, 2000).

Weigel, Loomis, andSoja (1980) point out that fany viewers, the vicarious
interracial contact provided by television may beit only interracial contact. In one
survey done by Greenberg (1972) of 300 White eleangrschool children for example,
40% of the subjects reported that television wasg thest source of information about
how Blacks look, talk, and dress. Yet despite thespility that vicarious cross-racial
experiences could affect viewergal-life relations, the only study that has attempted to
evaluate television's portrayal of cross-raciafattions (Mendelson& Young, 1972)
focused exclusively on children's programming asgkased the quality of the
interactions only in terms of the number of Blaeksl Whites present and their relative
status.

Ultimately this can cause for a very awkward oeaofive interaction between an
African American and someone of non-Black origihis probably not feasible for
everyone to know everything about all other cusurelowever it is important for
cultures to have sensitivity for one another amdreof those sensitivities through
realistic and accurate depictions of that cultudafortunately everyone does not always
have the best discernment when it comes to dedaghetether the images in films are
accurate portrayals or not. Therefore it is trgpomsibility of Blacks to take control of
images that are being presented in order to inbatgpeople have the opportunity to be
exposed to this positive imagerilowever, some scholars conjecture the country has

experienced enough forward movement with regardde relations, which negative
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references to black are rare and often trivialidetthe aptitude to carry an actual impact
(Mendelberg, 2008).

The purpose of this effort for transformation ofid&dn Americans is to not only
better society but also address the lasting psggitdl effects that negative images have
on the Black community as a whole. With African dmean directors taking charge of
movies made about African Americans the prominerdge when one goes to the
theater.

Research Questions

For the purpose of this study it's desired to exemvhat template Black
independent filmmakers utilize in order to credweit movies. Ultimately it needs to be
determined whether there is a distinct motivatmoreate projects that will not resemble
large/popular box office releases. This study taile a qualitative approach in an effort
to examine themes that may emerge during intervieitvsBlack independent
filmmakers. Specifically, a grounded theory appftowill be utilized as the research
strategy for this study. The following five resgagquestions will be examined:

1. Does the filmmaker use their films to educate st jo entertain?

2. What barriers impede on the creation of an indepenBlack film?

3. Will independent film ever be as widely receivedaage box office releases?

4. Does the filmmaker feel a sense of social respditgitvith regards to the
content of their films?

5. Are there any negative stereotypes in film thatehdone damage to the Black

culture?
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Summary

If the images of African Americans in the medignove then the outlook within
the community will improve as well. Ultimately, wh positive images are shown the
Black viewer will begin to believe that positivead® and achievements are more
realistic. Taking control of Black images in filkan be achieved through the medium of
independent film and documentaries. These filmmsa&ee not motivated by huge film
budgets and the pressure to draw large audiefdesy are, however, motivated to
develop characters with more substance and readjstilities. This motivation to make
real films about real African Americans can give titon-Black society an opportunity to
truly expose them to the Black culture. In tubre independent films will allow for a
dialogue to take place amongst movie goers that filsns containing images that are far
more tangible and genuine than those that have fresented throughout America’s

cinematic history.
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Chapter 2: Literature Review

The Black presence in the film industry has beesr ehanging. Since the 19
century the characterization of Blacks in film leaslved from less than desirable
depictions to more palatable ones. Robinson (2863¢ribed this evolution when he
stated that Black minstrelsy countered Blackfacestnelsy's race movies countered the
misrepresentation of the Black middle class andnathe capitalization of films all but
removed an alternative Black cinema, Black comed@onduced an oppositional nuance,
which they insinuated into Hollywood itself. Tharpose of this chapter is to provide the
reader with pertinent literature that pertainshis topic. This literature review will look
at the Black presence in film starting from pivqtaints during the TCentury to
present day. More specifically, this section w#fine whaindie film is, the historical
depictions of Blacks in film, how negative imagé®et the psyche of the African
American, the motivation of movie makers to prodaegain depictions, how these
depictions have changed over the years, and asio¥blvement of Blacks in
independent film.

What is Independent “Indie” Film?

Holmlund and Wyatt (2005) stated that for numerantics and many audience
members too, the nanredie implicates social engagement or even an artistic
experimentation which could include a very distvetpresentation, an unusual delivery
of the narrative and a self reflective style. Hedénition advanced in 2003 by the
editorial board ofFilmmaker Magazinethe journal of the Independent Feature Project,
and the Independent Feature Project/West. It aclatmes cross-over potential. In an

annual article introducing “25 New Faces of IndienE” FilmmakerMagazine’'sditors
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speculate that independent films are broadly aatetiwith unconventionalviewpoints,
whether they be conveyed in untried approachelsrough crowd-pleasing humor
(Filmmaker Magazine, 2003).

Holmlund and Wyatt (2005) explained that audierfoesndie films vary by age,
across religion, and in size, because certain ifildis targetnicheaudiences, while
some tap into diasporic populations, and othersemddrans-national communities. The
authors went on to explain that hundreds of othéependent movies see no distribution,
in part because-like production costs, price tagpfints and advertising have soared.
Holmlund and Wyatt explain that Contemporary Amamniendependent films run the
financial gamut, frormo budggunder $100,000) tmicro or low budge(under $1
million) to tweenerg$10-30 million) produced and marketed by mini-ongj Mini-
majors pertain to independent film houses teammwith major motion picture
companies. Distribution as well may or may notiaadled independently.

M. Reid (1993) defines Black independent filmslasse that concentrate on the
Black community and that are written, directed,duced and distributed by Blacks.
This ranges from blacks taking part in films tha&revdeveloped during the turn of the
century up through the civil rights movement of #indies. This also includes the recent
renaissance of feminism in the Black culture prdidunc
Distribution

It has been explained that distribution has conephiéne Hollywood production,
distribution and exhibition sequence since the stiduwas shaken up by the Paramount
Consent Decree. The fact that it controls largalmers of the industry’s products, the

films themselves, are the main thing that givertdigtion power. A film production
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company usually caters to a particular audiencesagwith a small number of directors
and creative people committed to a particular pecbdtyle. In contrast, exhibitors try to
own as many screens as they can fill to attradte awudience to their theaters. Their
goal is to show as many films as they can getulilaattract the largest possible number
of paying customers. A film that will encourag@eat viewing by customers who speak
favorably about the film, and bring friends, isethibitor’s ideal (Rhines, 1996).

Producers depend on distributors to get their flongheaters and to advertise
them. Exhibitors depend on distributors to sugpgm with enough films to keep their
screens filled 12 months a year. Placed betwessettwo businesses that have invested
millions in a film’s creation or in theater consttion and amenities, the distributor is in
an ideal position to influence the entire tradéwe Thajors are primarily film distribution
companies, not film production companies. Althotighlist has changed over time, the
major Hollywood studios includ20” Century Fox, Paramount, MGM, United Artists,
Warner Bros., Columbia, UniversandDisney. By financing the production of films,
these large companies ensure that they will hgueauct to distribute. Exhibitors base
expansion of facilities on prediction of a margimairease or decrease in the number of
film distributors supplied the previous year. Edgdly, what a distributor does is (a)
convince an exhibitor that showing a particulamfivill be profitable, (b) entice the
public to pay to see the film, (c) deliver a priodpy) of the original film to the theater
owner, and (d) collect a portion of the box offieeeipts taken in at the theater (Rhines,
1996).

Lastly,Rhines (1996) goes on to say that distrdyuis the greatest obstacle to

multinational success for Black feature filmmakergws, and cast members. From the
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early 20" century until now, the lack of eagerness thatithistion companies, (the vast
majority of which are controlled by Whites), hawéhibited for managing films
controlled by Blacks has meant a scarcity of Blewttepreneurial and employment
success in the Hollywood film industry. Althoudtete are obstacles Guerrero (1993)
indicates that Hollywood'’s continuous efforts tdloe blackness are constantly
confronted by the cultural and political self-défions of African Americans, who
overall have been established since the startrahwercial cinema to fight against this
restrictive system of representation. Guerrercsgoeto explain that there is a dialectical
push of Hollywood'’s cultural construction and doation of the Black image and the
pull of an insistent Black social consciousness @oidical activism that has recently
generated waves of Black-focused and independerg into commercial cinema’s
trajectory.
Movie Maker Motivation

In Knight's (2002) boolDisintegrating the Musicahe explained the specifics
pertaining to why Hollywood film studios rationadizcontrol, and expand the production
and consumption of movies. These efforts at va@itientegrating the business a film has
as their aim creating and maintaining the largessible audience. Consequently, these
efforts not only affected economic decisions (degisions to invest in all the layers of
production, distribution, and exhibition as welliasncillary industries like music
publishing) but also influenced the form film woulke, and crucially, the types of
spectators these films imagined and tried to gosithemselves. Rhines (1996) asserts
that while the new Black filmmakers openly admitears and skepticism derived from

their perceptions and expectations of hostile radrgoatory, or condescending treatment
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by White film professionals, White political sciesttAndrew Hacker (as cited in Rhines,
1996) says what his research indicates might undevghite financiers’ racial ideas:

There is a fear of Africa. A fear of the United t8&becoming “Africanized.”

That this will somehow pull us down from our Eurapeorigins. From the kind

of civilization that White people have built up o\tke centuries. As a result we

are willing to integrate Hispanics and Asians. tlvaw the line at people of

African origin. (p.6)

Knight (2002) goes on to say that the film indyistefforts to create a mass
audience homogenous enough, or at least consumegem®ously enough, to be an
efficient market for its integrated business suoetwould at least in theory, run a fool of
the fact that across the classic era of flmmakmgh of the United States was legally
segregated, and virtually all of it was informadlggregated by race.

With regards to modern day indie filmmaking Holmiuand Wyatt (2005)
explained that a director often sets their sigreatur an indie feature while making these
films, as opposed to studio blockbusters, more igehuthe work of the
filmmaker.Holmlund and Wyatt went on to state tfuatthose without production
backing or distribution help from majors or minijos (i.e., the majority of
documentarians, everyone who makes avant-garde avatknany young and old
hopefuls, in particular African Americans, Latindsian Americans, and/or women)
who helm short and feature fiction films-the sitaattoday is far worse than when the
current indie boom began in the late 1970s ang é@80s. State and Federal funding
has dried up, and although there are literally Inedsl of festivals screening independent

films, only a few,SundanceandToronto Primare among the-net pickups.
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Despite its significance, race is not the primasgcern of Blacks in the modern
film industry. Theatrical feature films are filwd foremost, commercial ventures. John
Izod (1988), head of Film and Media studies atheversity of Stirling, says “Profits
have always, from the earliest days, been the pyimlajective of the American film
industry” (p. 56). From the standpoint of the mobiesiness, the main goal of any feature
filmmaker, regardless of race or gender, is maknogey. However, there is also no
doubt that because they are not White, Black ménnaomen are generally relegated to
the margins of the film industry (Rhines, 1996).

Blackface and minstrelsyThe primary convention that identified the minstrel
show as entertainment was burnt cork makeup. Tiktura of charred, crushed
champagnes corks and water (sometimes petrolelyrojed like substance) acts as a
mark of race that an actor or company presented whie selected facets of the Black
culture to audiences that were intrigued by hovatagaps and enslavement reiterated
dissimilarities between blacks and whites (Mah888). Robinson (2007) explained that
Blackface minstrelsy was essentially a forgerydfi@lack culture as Frederick Douglass
characterized it in 1848, is routinely assignedtyistorians to the nineteenth century.
Lott (1995) stated that in an October 27, 1848dassitheNorth StarDouglass wrote that
Blackface performers were “the filthy scum of Whstgciety, who have stolen from us a
complexion denied to them by nature, in which tkenanoney, and pander to the corrupt
taste of their White fellow citizens”(p. 15). Inetg minstrelsy is frequently nominated as
the dominant venue of popular entertainment in Acagn that century. Knight (2002)
argued that the origin of “Blackface” is unknowHowever Robinson (2007) asserts that

it has become quite obvious that minstrelsy pedigito the 26century and beyond. He
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went on to point out that it has survived on tlages of burlesque and musical comedy
in the earliest decades of the last century, agdiesd its most robust impact on
American popular culture as a persistent tropenmeAcan Silent films. Mahar (1998)
indicated that the makeup was also a mask for Wiatéormers who chose
caricatureskits as techniques to parodypopularfiseléhile still strengtheningextensively
held traditionalviewpoints. Minstrel players ma8lackface a medium for the
establishment of aAmericanstyle of commercialized popular culture in whaswa
fundamentally a post-colonialist entertainmentisgtt One man says the first person to
use cork to put over a song and dance was an Bngligetiesartist. Some say that the
original Blackface was actually a former slave vglang his song to a stable of Kentucky
thoroughbreds as he groomed them daily in LouisyKInight, 2002). Robinson (2007)
explains that the traditions of Black representaba the minstrel stage were invented
during an era in which most Blacks appeared todsmpnently confined in slavery a
world away. In the urban setting of this minstyelsrgeting Blacks for caricature was
coincident with a lack of concern for any retabati Mahar (1998) also indicates that
burnt cork was a cover that allowed professiondl @mateur entertainers to protect
themselves from, andexpressindividual and emotimggitification with the material
they were performing.

The history of Blackface does not touch every fofifashionablecomposition; it
is connected to the very arrangement of antebgtlapular culture. The commanding
effect of market domination of the minstrel showsviased on the range of
amusementBlackface offered at a relatively low emst resulted from the recurrent

content modifications managers and performers rnadeeet the expectations of
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antebellum viewers. Minstrelsy was a product, mitation of freely related genres,
addressed to the lowest common denominator viefoethe express purpose of
providing at least a modest living for performeinsonseldom “crossed over” to other
musical venues (Mahar, 1998). Robinson (2007gdtdtat in silent movies when
melodrama, romance, costume drama, Western, oofahg other genres adapted from
the stage or literature drew on Blackness, mirstréictated the semiotics. Because for
the new racial regime, minstrelsy embodied theagpaphy of Blackness in popular
culture, minstrelsy held absolute domain over Bteeds and the imagery of Blackness.
Robinson (2007) explained that the administratibthe substitution of filmed
Blackface minstrelsy for staged minstrelsy wasqrenkd with a difference. On the
stage, Blackface minstrelsy projected the Negm gfifect, according to James Dormon
(1988), was that the minstrel was presented asmléss figure. He (or less frequently
she) was indisputably ignorant (though not alwaysise: the minstrel could be cunning
and even clever), inept, and eccentric in his npsariations of the customs of the white
culture.Mahar (1998) argued that Blackface enteetai accomplished the following:

e Borrowed from a variety of English, French, andidta musical, dramatic, and
literary sources imported in the United Statesaas @f a concerted effort to
establish some sense of cultural parity with Euappsociety

e Appropriated basics from African American and Anrglmerican musical and
cultural practices and represented them origirtallgrimarily urban audiences

e Toured on three main circuits giving the musical #reatrical contents of variety

shows widely through the South, Midwest, West, Hodh
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e Contributed to the sometimes contradictory Amerioaliefs and attitudes about
race, gender, and class
e Established themselves as the principle charagterimarily masculine
entertainment preserve that exalted competitiveaeddhelped to define
acceptable standards for the expression of matevsamtality
e Marginalized women in songs and sketches thaticesdrtheir sexual, domestic,
and public roles in American society
e Demonstrated the possibilities for developing aydap accessible, and profitable
commercial product from the fusion of what oftepagred to be mutually
exclusive stylistic ingredients.
Each of the previously mentioned arguments asstma¢®urlesque was one of
minstrelsy’s essential traits, and that existinghey did in post-colonialist society
without a strong indigenous music style, Blackfauesic and theatre began with
parodies or imitations of African American, Engligtalian, and Anglo-American
sources.

Knight (2002) pointed out that WhiteBlackfacejtsnmost obvious, ritualized,
mask-like form, still had not completely run itsucse in U.S. film in 1949. The last
Blackface Hollywood films were made in 1953. Imdmnation with mass mediation,
however, Blackface had done its critical work fdrigan Americans, who had forsaken
Blackface as a Black performance tradition and valideast judging from the printed
record, had lost interest in WhiteBlackface in gaheMass mediaBlackface had made

clear for African American critics, and probably farger Black audiences, that
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pleasure or criticism internal to Black communitaesl audiences could no longer

be enough; they had to struggle to express culaundlpolitical alternatives to

Blackface that would be visibly different from, disconnected from Blackface,

even to White audiences reluctant to see suchferelifce. (p. 91)

Robinson (2007) stated that the difference betveté@ged and filmed Blackface,
Consequently, was a result of the radically distmstorical eras in which these venues
Were generated, the audiences for whom they wesdent, and the cultural shields
required by their respective spectators. And, ashall see, what would complicate this
transfer from stage minstrelsy to movies was th& aontested terrain of minstrelsy
itself. By the late 19th century, minstrelsy hadne to contain concealed resistances,
gestures of opposition smuggled in, and hidderhbyBlack minstrel performers so
prominent in the form. Their impact was to beeeféd in a second cinema: the
independent Black film or all-Black-cast film. @iv the generally decreasing number of
references tgouthern plantation darkiesndnorthern dandy negroess the minstrel
show developed; there was every reason to questistrelsy’s alleged connections
with African American music and dancing. Nonetlks|eghe minstrel show “was the first
point of intersection between and African Americalture with a rich musical heritage
that included African retentions and a largely dative English and Italian stylistic
tradition mixed occasionally with Anglo-Americanlkonaterials” (Mahar, 1998, p. 4).

Blacks in film during the 1800sRobinson (2007) claimed that in the United
States, the technical development of moving pistumehe late 19th century was soon
enveloped in the formation of an industry, whighturn, became an agency of power

and wealth. Prior to these events, the disintemratf a century-long slave system had
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deposited a racial regime in American culture. \iitt a hint of irony, that racial regime
had achieved its maturity at precisely the momdmmits internal contradictions were
most marked (the great slave rebellions of the &8ttury) and domestic and
international opposition was amassing. With thikapse of the slave system, a different
racial regime was required, one which adopted aeisreom its predecessor but was not
buttressing the domination of free labor.

The needs of finance capital, the dominant cesft&imerican commerce in the
late 19th and early @enturies, determined the construction of successivial regimes
publicized by motion pictures. Racial construaesdate the arrival of moving pictures,
and thus the representations of race and ethrfastyvell as gender) were transferred
from the stage, literature, and popular cultureébiRson (2007) also explained that the
appearance of moving pictures coincides with JiowCand the development of
American national identity in the midst of dramad@mographic and economic changes.

Cripps (1977) explained that during the first 1@ngeof commercial cinema,
starting in 1895, Afro-Americans through

luck and accident appeared on the screen in a faeoeable light than they had

done before in theater or fiction. Indeed, thestnayed a range of roles far more

varied than American society would grant them iargday life.(p. 8)
Unfortunately for Negroes, Whites slowly acquiredhnical and financial control over
the motion picture industry and combined the mamy $tudios into a nationwide
system. This time period was also known as tlemsiiim era. D.W. Griffith brought

cross-cutting, close ups, and epic scope togethenette the first feature filnthe Birth
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of a Nation Oscar Micheaux responded to the racist ten@rdfith’s film and launched
his own cinematic career (Rhines, 1996).

Cripps (1977) went on to explain that the firsgkees to appear on film were a
group of West Indians who appeared in a seriebatft pieces shot for Edison
Kinetoscopes 1895. They danced, bathed, and coaled shifpsnmuncorrupted or
altered by editing. Many relatively benign, vaguahthropological vignettes followed,
including a few Indian subjects. Occasionally ia 890s there were humiliating bits
such as Edison#/atermelon Contest which four grinning Negroes choked down
melons and spat seeds. Robinson (2007) explanadntthe late 19th and early 20th
centuries, contrarily, Blacks were loose in Amemnisaciety. They were still grotesque
buffoons, but a certain vigilance was appropriat&n a modicum of violence:

Early motion pictures supported barbarism towam@cBlmen because the

aggression did not really appear to be damagingbanduse this use of vigor

upheld the moral order. Of course, this harmlésierce served as an

accompaniment to the actual brutality of the nesvalaegime.(Robinson, 2007,

p. 232)

Many of the audience members were recent immignahb not only carried no
baggage of racial lore, but were insulated fromt&eun literary racism by their own
illiteracy and were receptive to the cinema, whidte Vaudeville, demanded little
knowledge of English. Cities accommodated thegres of Blacks and immigrants,
while the countryside exhibited nativism and coretbiynching. In cities the older
forms of entertainment, the minstrel shows and séotvs, slowly declined as movies

first merged which then replaced Vaudeville (Cripp877).
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Cripps (1977) described that most early Negro afgees in film followed the
Southern stereotypes of the dejected freeman aimécal Negro, the Black brute, and the
tragic Mulatto, in keeping with fictitious and mdiamatic tradition. The primitive
techniques of early cameras made it difficult tovey these stereotypes, so visual reality
often appeared despite the filmmakers. For omgytaditorial cutting did not exist until
1903, so there could be no real screen narrative.

Cripps (1977) explained that in more primitive nesvsome Blackface figures
made a strong impression. A cameraman shootingti@olored Calvary had no way of
cutting to Blacks serving mint juleps under a Seathmoon. They were Black troops
and had to appear as such. Location shootindi(thieg of pictures on actual sites
rather than state sets) further gave a tone okatitiity to images and prevented
distortion. Years passed before the medium moegdrd simple novelty.

Cripps (1977) describes how Afro-Americans suffemedajor disadvantage
during the three decades of silent film. So muldtBentertainment had a strong
musical element and depended upon audience reagtparticipation for full effect.

The absence of sound restricted the Black actarige. Black movie audiences did try
to make up for this lack of sound by rhythmic slsoetapping, foot-tapping, and yells of
encouragement to the heroes on screen. Robin80@)(2lso asserted that the silent film
era and the first decade of sound allowed us tottmiaforgeries of memory and
representation, which served the most powerfur@sts in the country and their cultural
brokers.

Cripps (1977) explained that in a pet project obiflas A. Edison of

Kinetoscopea sharper deviation from racial typing appeardth wisarming surrogate
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Negroes in Blackface, allowing both aggressive sedial roles. Edison had hoped to
use minstrelsy in a test reel which was to syndzeosound-on-cylinders with film. In
one of the reels the Blackface minstrels act caittaditional forms, with men in striped
pants waving tambourines, but in anotiMinstrels Battling in a Roona White man in
light clothing contrasts with the dark makeup d thinstrels who pummel him with a
bottle. Cripps went on to explain that as Whitenriearned the craft of the cinema,
Blacks would find it less hospitable. But for themment at least there were roles for
Blacks other than the plantation slavery or theattalrotting in freedom. The worst
problem for Blacks remained exclusion from the se&power. An aggressive Black
was usually enacted by a White man.

Blacks in film during the early 1900sCripps (1977) explains that by 1905 the
old Negro stereotypes came back and cataloguersmiteo described the hundreds of
films in release described their products as thabgl had learned nothing and forgotten
nothing since the firdarkeystories. Robinson (2007) stated that as a testainés
cultural vigor, minstrelsy eventually trolled thigiupost-World War Il American
television. And in the 2Dcentury, inasmuch as a persistent form may beescritbed, it
was revived in television and films, thus acquirthg privilege of being the most
recognized form of Black performance. With reg@rthe resurgence of stereotypical
Black characters, Cripps describes that the spages were thick with chicken thieves
and crapshooters, and their appeal was tpibeerbialand the old fashioned. Chicken
thieves or some variation of the theme appearséveral catalogues, the most typical

featuring acolored dominigwho joined in the feast just before the denoudrarder the



31

muzzle of a shotgun. Robinson stated that thefrgubgenre of early films with Black
depictions were films that featured African Amerigaen as chicken thieves.

Cripps (1977) described that in the early 1920dyaod could offer no mythic
or artistic expression to Blacks fragmented byutiEan experience. Hollywood
continued to depict the old Southern stereotypdsegfroes as happy, lazy workers on
the plantation. For the most part Black actors amndiences assimilated and preferred
the slick Hollywood invention toace movies clumsily produced by Blacks. Cripps went
on to explain that it must be said that Black axtarHollywood were not traitors to the
race. However, the general gist of Hollywood whserial, and held out a promise of
change that dulledBlackdisapproval over the decades

Cripps (1977) explained that by the end of theaGBepression, popular taste had
become more sophisticated and no longer was witbreccept so readily the old
Southern stereotypes that Hollywood was offeriBtack protests against these
stereotypes were having their effect, too. Blagkse soon making Hollywood careers
as character actors. Progress continued to slatglbBlack Hollywood films appeared,
and individual Black actors gained recognition tlgl excellent parts often relatively
free of racist overtones.

Cripps (1977) explains that Black gains were |pr¢fge result of White patronage
and White liberalism. The Black enterprise to depdilm talent also existed, however,
it operated underground, inadequately financedyydd by technical inadequacies and
inexperience, and severely hampered by problerdsstifbution and publicity. The
people at the fore front of the movement-the LinadBbmpany, Oscar Micheaux, the

Colored Players, Reol, Ralph Cooper, and George®tarunfortunately
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Blackaudiences did not respond as Black filmmakeadshoped they would. The Black
middle class found their films to be “ridiculousthreir imitation of White norms of
behavior, while many poorer Blacks must have séhiimnsuccessfully for a glimpse of
themselves’(p. 6). Ultimately the movie goers krtbat Black sheriffs and millionaires
did not exist in real life. Meanwhile in Europem&rican expatriates as Paul Robeson,
Josephine Baker, and Lewis Douglas appeared ineadkat dealt with racism. Afro-
Americans found little identity in such a role,tbese films too, were rejected by Black
audiences.

Knight (2002) explained that for Blacks in 19345¢(a1944 and 1954),going to the
movies meant attending segregated but White-ownddranaged theaters that played
films employing mostly White performers and madecbynpanies owned and controlled
by Whites. Holmlundand Wyatt (2005) stated thahie 1930s the “Big Five'Warner
Brothers, Paramount, MGM, Twentieth Century-Faxgd RKO) consolidated their
control over big budget and “programmer” producticontracting workers from
directors and stars on down, and dominating a gleadl of distribution and exhibition as
well. Yet so great was the need for “B” and splea products that independent studios
sprang up to fill the need, churning out cheap &rest exploitation, ethnic, and Black-
cast films.

Blacks in film during the 1940sCripps (1977) explained that in the spring of
1942 during war, a page-one banner line in the dasiness trader
paperyarietyproclaimed “Better Breaks for Negros in H'Wood” (). The news
marked a watershed in the history of American fam@ngements that would have far-

reaching implications for future social change.riDg the 1940s a century of dominance
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of Southern racial metaphors in popular entertaimtrnad come to an end. Movies,
cartoons, mass-produced graphics, Tin Pan Alleyianaad other popular diversions
stopped depicting Afro-Americans as accommodatingtented, comic figures.

Cripps (1977) describes that in 1942 after marargef running fight, delegates
of the National Association for the AdvancemenColored People (NAACP) and the
heads of several Hollywood studios met and codé@ahe social changes and
procedures. The studios agreed to abandon derggatoal roles, to place Negroes in
positions as extras they could rationally be exgbtd engage in in their society, and to
begin the slow task of incorporatingBlacks into theks of studio technicians. The
contract directly affected only a small group oflij@ood Negroes, but the implications
for the future were unlimited.

Cripps (1977) went on to explain that by 1942¢htcs had turned away from
race moves and now supported Hollywood and the NR&E the most effective means
to bring about proper depiction of Blacks on scre€he keenest of these writers
recognized that, for all their symbolic value aadX enterprise, race movies tended to
accept segregation, place White greed off-limita #seme, rehash many stereotypes for
which Hollywood had been blamed, set Black agddtatk, and imitate White movies.

Blacks in films of the 19703/ eigel et al. (1980) point out that not so long,ago
guestions about the portrayal of cross-racial i@tahips in television broadcasting
would have been ludicrous, since the frequencylaéiBappearance was negligible (e.qg.,
Smyth, 1954). The situation had changed markedlhbyl 969 season, however, when
Dominick and Greenberg (1970) reported that 52%llcntertainment programs and

10% of all product commercials broadcast duringhprtime contained at least one



34

Blackcharacter. Indeed, on April 12, 1978, Washington Postan a front-page article
under the headline, "On Television, Race No Logerdes Us." Greider (1978) stated,
"Every evening, America gathers in front of theetesion set and watches scenes from a
different country—a vibrant land of Blacks and Vsitogether in living color” (p. 1). In
supporting his view, Greider pointed to Black ceigds vending all manner of products,
to the camaraderie among Black and White worketgbning together over a beer, and
to similar increases in interracial dramatic prognang. lronically, only 2 weeks earlier
Timemagazine's main editorial (Morrow, 1978) complaiabdut thedisturbingway in
which television depicted Black people and crossatanteractions. Here, Morrow
claimed that despite the increased visibility ch&d characters, stereotypic roles and
superficial relationships predominated.

When describing the climate of Blacks on televisiothe 1970s the numbers
indicate a very lower occurrence in this decadeRdvd (1979) states that in a
preliminary survey of commercial television progsa(focusing on dramas and situation
comedies) occurring between the weekday hoursOéf 3:m. and 11:00 p.m. and the
weekend hours of 8:00 a.m. and 11:00 p.m. was atedly the author and a colleague
during the spring of 1977. The findings confirmbdge of previous researchers
(Gerbner, 1972; Tedesco, 1974) with respect tdiieed number of Blacks appearing
on the regularly scheduled programs. In this surigcks constituted about 1% of the
characters appearing in weekly series. The datated that there were no dramatic
programs dominated by Blacks or with a Black chiaraio the major role. It was
indicated that virtually all regularly appearingaBk characters on television were on

comedy programs.
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When describing the films of the 1970s Bogle (20@d)cated that no other
period in Black movie history, however, has beenegas energetic or important as the
frenetic 1970s. More Black actors worked in filhan ever before. Black writers such as
Richard Wesley, Bill Gunn, and Lonne Elder Il wedcripts for significant productions.
Such Black directors as Gordon Parks, Sr, and Gordoks, Jr., as well as Sidney
Poitier, Michael Schultz, Stan Lathan, Hugh Rolmerisind Ossie Davis all made major
studio films. For the first time in film historyhé studios produced Black-oriented films
slanted directly at pleasing Blacks. Audiences B#aek movie characters speaking in a
new expression and cadence. Movies sought to give sesemblance of a Black
community with a set of attitudes, aspirations, gnge all its own. These two
comparisons show the importance of Black partiagpein the creation of film and
television projects.

In a study completed by P. Reid (1979) the behal/zharacteristics of White
and Black characters were examined. The primargqse was to determine whether
Blacks were portrayed as behaving differently fidfhites on television programs. The
hypothesis that Black characters would behavereiffiy from Whites was formulated in
terms of specific behavior categories. These caiiegwere previously denied and
utilized in the Sternglanz and Serbin study. Addil predictions were made
concerning the effect of the racial compositioniedévision programs on characters'
behavior. It was expected that Blacks appearingvbite-dominated programs would
behave differently from those on Black-dominatedgoams. This expectation was based
on studies of other media, such as films (DardemagBn, 1977) and print (Culley&

Bennett, 1976).
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The behavior categories and definitions of therf§lenz and Serbin (1974) study
were used with two modifications. The category magas omitted, since supernatural
powers were not presented in any of the prograims.category aggression was
considered in relation to the victim of the aggnesact and was expanded as follows:
aggression-m, aggressive behavior directed towandla character; and aggression-f,
aggressive behavior directed toward a female ctexrathe other 10 categories remained
the same: activity, achievement, dominance, defereutonomy, harms avoidance,
succorance, nurturance, recognition, and self-r@itiog. An example of Sternglanz and
Serbin’s(1974) definitions is as follows: “DeferereTo follow directions or example
(imitate) of a leader (except to ridicule) — eitialingly or under threat. To admire or
compliment” (p. 712).

A total of 28 television episodes were videotaped 5 raters were randomly
assigned to observe one character at a time ishibw. They were asked to record the
instances where the characters exhibited behavithiei categories that they had been
trained on. P. Reid (1979) indicated that thengtigiven to television characters on
their performance of 12 types of behavior indighte the race and sex of characters are
the basis for portrayals on television comedy pmotg. Black female characters, for
example, were rated as especially low on achievemsancorance, and self-recognition,
whereas they rated high on dominance and nurtur&ibée female characters, on the
other hand, were represented in a different manfrey appeared submissive and
helpless, as evidenced by low ratings on dominandehigh ratings on succorance. The
characteristics described for the Black and Whatadles imply racial stereotyping and

seem to conform to images often portrayed in thdianging, 1973)
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Bogle (2001) described that while images of theOk9xere far different from
those of preceding decades; often enough the etdatipes resurfaced, simply dressed
in new clothing to look modern, hip, confrontatigrend politically pertinent. The early
years of the era might best be describedlzs &ge of the buck, period when a band of
aggressive, pistol-packing, sexually-charged udmamboys set off on a rampage, out to
collapse the system and to right past wrongs” 82)2 Other familiar faces also
appeared: the beautiful doomed light skinned Blaoknan (also known as the tragic
mulatto) and some fast-talking coons. Then, wiite1970s opened with films with
some political heat, the age closed with moviesweae increasingly more escapist. By
the era’s end, there was even the return of adsegke all-Black musical.

Bogle (2001) pointed out that Director Melvin VaedBles emerged as somewhat
of a hero in theBlack community, partly becauséhefdaring way he had produced his
movie outside the Hollywood system. Working undhex pretense of making a porno,
Van Peebles used a nonunion crew (Blacks and Wlatekshot the picture in 19 days,
all on a budget of $500,000. At one point, Bill Bpdoaned him $50,000. After most
distributors refused to touch the fil@inemationpicked it up. Within a few months,
Sweetbaagrossed $10 million. In interviews Van Peebledube tone appropriate for
the times. He toldimein its August 16, 1971, issue,

Of all the ways we've been exploited by the Mag, rtfost damaging is the way

he destroyed our self-image. The mess#d@weetbadk that if you can get it

together and stand up to the Man, you can win3g) 2

Bogle (2001) indicated that the Black films of tf&/0s appeared to be Black and

while they were anxiously promoted and advertiseduech, they actually were no such
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thing. Many of the new Black-oriented films wereittem, directed, and produced by
Whites (the same, of course, had been true ofdttter Ipart of the race movie movement).
Worse, many of the new movies were often shot aitiall budgets, were badly directed,
and were technically poor. The film industry homatply to make money by indeed
making use of an audience need. Eventually, thasethe rise of what came to be known
as the "blaxploitation film:" a movie that played the needs of Black audiences for
heroic figures without answering those needs igmiatic terms.
Black Impact on the Box Office

Bogle (2001) asserted that capableBlack actorsctdirs, and writers were
rapidlytaken out of studio hack rooms, modelingremges and ghetto theaters, and given
assignments on new Black projects, writteNewsweelkn its October 23, 1972 cover
story on the new Black movie boom. “But an astioimg number of Black films have
been paying off at a rate to put their White corpaes in the shade...and...have...
produced the first gold mine in years for a struggindustry”(p. 241). The Black
audience's support of the new Black films may \wealle saved the commercial film
industry at a time when general ticket sales wei@slump. However, in 1995 there
were fewer than 10Black-owned movie theaters iretiite¢e country, and because most
Blacks see movies, even Black movies, in suburbaltiptexes (not in the inner cities
where they live), it is almost impossible for Blgog&ople’s admission fees to benefit their
communities. Thus, at a time when more Black fiamsreleased than perhaps at any
time in history, and when economic conditions iadd America are worse than in 1960,
significantly less than one-quarter of the $4.6dil spent by African American

moviegoers helped to improve their living condigorin fact, the structure of film
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distribution and exhibition created a net outflofxcash from Black neighborhoods. A
wholesome economy is not a drain on its constitieAfter nearly several hundred
years, race remains a hugely important factor ttirgeAfrican Americans employed,
particularly behind the camera (Rhines, 1996).
The 2000 U.S. Census illustrates that althoughcAfriAmericans represent12%
of the U.S. population, they still comprise a lapgeportion of TV spectators. The 2005-
2006 Nielsen Media Research report (as cited inimMa008) expressed how
African American screening levels have enlargeddy as compared to the
2004-2005 seasons, with the bulk of the swell seeong children and teenage
girls. African American children ages 2—-11 and tegns ages 12—-17 were shown
to watch more TV in the 2005-2006 seasons, by 198®©&o, respectively, in
contrast to the previous year’s totals. It has hksen stated that in Black homes,
the TV is typically on 11 hours and 10 minutes @ (& hours a week) compared
to 7 hours and 34 minutes a day (52 hours per wiadkhite homes (8). As a
result, African Americans are viewing on averageh@Qrs more than their
Caucasian counterparts and African American yotglrgported to watch 2 hours
more (14 hours per week) more of TV than Caucastkescents.(p. 339)
Rhines (1996) indicates that despite the demeaongayal of Blacks in many
American films, African Americans comprise one-thaf the paying audience for
motion pictures. The NAACP itself estimates tatalustry revenues at $4.6 billion
“with Black moviegoers making up over 25% of boxiad ticket sales”(p. 7). A primary
characteristic of a wholesome economic systemaisrttoney spent by consumers be

invested locally to improve the conditions livedoy those spenders. AyokaChenzira(as
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cited in Rhines, 1996), writer, director, and proeiuof the independent filidlma’s
Rainbownoted the importance of this stating that shegoseto film in Black
neighborhoods because even the mom and pop shdpscah hardware stores make
money when film crews eat lunch and buy varioun#@eeded during a shoot.

Given the high levels of time spent watching Teden it is impossible to
disregard the fact that the images seen can hfluemge on the viewer. If the images
they see promote who they are in a negative wags tlus affect how they see
themselves? Arelationshiphas been found betwearttount of TV exposure and low
self esteem seen in African Americans. It is ba&dthat frequent exposure of majority-
focused shows or portrayals of African Americanaagative roles cause low self-
esteem in the Black audiences who view it. It ipdthesized that through media
portrayals, negative stereotypes may actually \aeahpart in developing negative self-
images within a stereotyped group (Cosby, 1994;&dan, 1979). Barnes (1980)
asserted that African American images seen on E\hagative and that these portrayals
could actually perpetuate the internalization byigsih American youth that they are not
important—thus leading to negative self-image awvaek self-esteem. Norton (1983)
reported that self-esteem and self-imagedirectbtedo one’s insight of one’s own
group.

Miller (1999) expands on Leon W. Chestang’s thebat covert and overt racism
can affect the character development of African Acams, “leading to a sense of
worthlessness, inadequacy, and impotence that@porated into a devaluation of the
self’(p. 497). Banks (1972) discussed how Africamekican children originate their idea

of themselves mainly from White society and theaditions and often accept a lot of the
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stereotypes about themselves, and that they caelagpea low self-concept by seeing a
constantdownplaying of their Blackness. He als@sdhat the effect of the child’s
environment can negatively or positively impact diser racial identity, feelings of self-
hate, and ultimately the mental image that the\etathemselves. Mays (1986) points
out that Black history and ethnicity play a largetpn the maturity of self-identity. Mays
further cites Mosby’s (1972) work, which proposesattAfrican Americans develop
within a culture that teaches that their perforneamtilosophy and individualities are
looked at as subpar, estranged and insufficietack8 also seem to internalize a view of
themselves with feelings of inadequacy. Culturages may have more of a powerful
influence than the positive influences that ocawirgy their development. Williams-
Morris (1996) further explains how racism adversafects the physical health of
African Americans who are vulnerable to this typ@dversity, which leads to mental
health and medical problems as internalizatiorhefrtegative stereotypes and beliefs
about themselves become embedded.With the extevisieng of media by African
American youth, there could be a greater chant¢kesie negative images decreasing the
youth’s self-esteem, increasing their identificatiwith the negative attitudes, and the
possible disruption of their racial identity.
Dissatisfaction with Stereotypical Black Images

In Toni Morrison’s (1992) workPlaying in the Darkshe describes how she has
thought at length about the validity or vulnerapibf a certain set of assumptions
conventionally accepted among literary historiamg eritics that are commonly
circulated as “knowledge.” The knowledge that speaks of holds that traditional,

recognized American literature is free of, uninfedrand unshaped by the four-hundred-
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year-old presence of, first, Africans and then &dri Americans in the United States.
Morrison goes on to state that this presence, wéhetped body politics, the Constitution,
and the entire history of the culture, has hadigoificant place or consequence in the
origin and development of that culture’s literatuMoreover, such knowledge assumes
that the characteristics of our national literatemeanate from a particular
“Americanness” that is separate and unaccountalilag presence.

Ultimately what Morrison (1992) illustrates is tlaathere seems to be an
agreement among literary scholars that, becauseiganditerature has been clearly the
preserve of White male views, (genius, and powex)aathout relationship to and
removed from the overwhelming presence of Blackppem the United States.
Although this dissertation deals specifically witlotion pictures, it is important to
discuss the context and practice in the creatiditesry works as well. It is often that
motion pictures are adapted from literary workg #ira created by a non-Black or White
population. Therefore, one must question the utglaf the literature or artistic work
that is being presented. Is it possible for soreesho is not a part of the Black culture
to create an accurate depiction of it? MorrisomM@rgue that the major and
championed characteristics of our national literataclude individualism, masculinity,
social engagement versus historical isolation,ande and ambiguous moral
problematic. The thematic of innocence are noaat fesponses to a dark, abiding,
signing Africanist presence.

Some critics might argue that it’s not just noa&l directors and distributors
who are responsible for disseminating subpar diepistof African Americans in

television and film. More specifically, there amnse African American flmmakers that
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are criticized for the method in which they demiearacters of African descent in their
projects. Jamilah Lemieux’s open letter to thet@vtdirector/producer, Tyler Perry,
received nationwide attention in late 2009 aN&R posted it on its website. In the
letter, Lemieux thanked Perry for his humor and“pasitive message about self-worth,
love, and respect.” However she took issue wighitiiages of Black people Perry
presented in his TV shows and movies:

Your most famous character, Madea, is a trashrglipistol-waving

grandmother played by none other than you. Thrdwgghthe country has

laughed at one of the most important members oBtaek community: Mother

Dear, the beloved matriarch. | just can’t quitewgih seeing Mother Dear

played by a 6-foot-3 man with prosthetic breasipging in the wind. Our

mothers and grandmothers deserve much more thanHeak, our fathers and
grandfathers deserve more.

Burrell (2010) speaks to this dissatisfaction widgative images of Blacks in the
media by saying that he supports self-responsibbitit he does not think that it would be
entirely fair if the Black community looked to TylBerry to singlehandedly become the
pioneer in the renaissance of current Black imagd#sgoes on to point out that Perry’s
projects would not be as successful as they @&8kadks didn’t have a raging appetite for
messages and images that project them as dysfoactoincompetent. He goes on to
say that attraction to the self-demeaning imagesoaay before, and goes far beyond
the modern day images seen portrayed today indrichtelevision.

Martin (2008) explains that racism and discrimioatcontinue to be

anomnipresent problem within society. The images $e media bring aboutthese
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negative stereotypes with regard to African Amargcand impact the majority of
society’s view of Blacks. These images may alscelaveffect on the minority
cultures’vision of themselves, and have the polisibho affect the developing psyche of
African Americans. Negative stereotypes may beligighfavorable to African
American children and adolescents as they atteonpavigate their way through the
normal process of identity development. Televisaots as a potent source of stimulation
and cognitive information about other cultures grmlips. Television also provides a
perspective that constantly provides an intermixahguth and reality. Ashmore and
McConahay (1975) suggest that media, especiakbyigbn, perpetuate racial prejudice
and stereotypical attitudes by their portrayalsaof] omissions of facts about minority
groups. They contended that by emphasizing onedf/pehavior as characteristic,
certain perceptions and attitudes among viewers @ecouraged (P. Reid, 1979).
Burrell (2010) states that woven into the Black Aicen experience is a strong
thread of avoidance, an aversion to critical thigkiand an abnormal embrace of
anything that appeals to our emotions rather tbaut reasoning. Regarding marketing
and mass communication, he goes on to illustratetkie means by which people are
convinced to buy rarely has anything to do withsmeaor logic, and humor is one of the
most powerful tools in the arsenal of persuasivarcanication. It is often used to
distract, control, and keep people from ponderawlbng or thinking too critically.
Therefore one might argue that in order to chahgentindset of the consumer, we must
take a deeper look at how the consumer arrivdseatdecision to support the latest

Black film release that may not support positivéiares about the culture.
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Bogle (2001) asserts that within the Black commyrptotests were voiced. “We
must insist that our children are not constantlyased to a steady diet of so-called Black
movies that glorify Black males as pimps, dope pushgangsters, and super males” (as
cited in Bogle, 2001, p. 242), announced JuniuffiGrihe head of the Hollywood
branch of the NAACP. Bogle’s assertions are sujgpldny actual studies that have been
done to measure the change in attitudes amongséersavho are exposed to negative
stereotypes. Meltzer (1935) points this out whisoussing a study conducted by Blumer
and Hauser (1933) entitlbtbvies, Delinquency, and Critttiet exposed children to
movies dealing with race and crime issues and thessured their attitudes before and
after the films. The instruments used in this gtwere attitude scales and comparison
schedules. These scales were given to groups ldfehibefore and after a select picture
had been shown measuring the difference betweeaffietive value of before and after
measures. Results are reported in terms of measticentral tendency and measures of
variability. The cumulativeeffect of the picturesedl was measured in a similar manner.
The issues consideredincorporatedoutlook towarks @ime, punishment of criminals,
capital punishment, and prohibition. The reseachencluded that the most striking
change of attitude found in these experiments Washange of attitude with regard to
negroes as a result of the showing of the pictline, Birth of a Nation (1915). All Quiet
on the Western Fro(®930) is more potent as an instrument for dirgcthildren's
attitudes away from war and towards pacifism tlsalourney's End (1930).

Meltzer (1935) went on to report that The Sociah@act and Attitudes of Movie
Fans, a 1933 study done by Shuttleworth and Magaté University, which in published

form iscombined with the previous study, addresspsoblem similar in character but
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more general in implication than the previous studhat is, the aim of this study is to
gaugethe influence of, not the feelings developepasticularcinema, but a
universalrepresentation of what power the totaliomepicture-experiences of children
had on their attitudes. To get at this problemSButtleworth and Dr. May decided to
abandon the experimental method and adopted theysorethod. To overcome the
limitations of this method because of the lack aritcols, the investigators attempted to
equate their groups and make detailed analysefefeshces found within the total
group. Some of their general findings include: @teh average lower behavior records,
on the average they do poorer work in their sclsabjects, are rated lower in reputation
by their teachers, are rated lower by their clagssan th&suess Whdest, are less
accommodating and less self-controlled as caladilateh by ratings and conduct tests,
are slightly more deceiving in school situation®, slightly less adept in judging what is
the most useful and helpful and sensible thingatcade slightly less psychologically
stable, are mentioned more frequently onGless Whaest as a whole, and are named
more frequently as best friends by their classm#&eg of the most significant
differences about which the authors make, muchste fact that movie children desire
to bea popular actomuch more frequently than non-movie children, asely, non-
movie children desire to keecollege professamuch more frequently than do movie
children.

The level of description used by Blumer and Ha($883) in their studyMovies,
Delinquency, and Crimes sociological: the general setting of the peof] the methods
used, and interpretation of findings. Methods usetlided autobiographical accounts,

personal interviews, and questionnaires. Subjeetsstigated included young criminals
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in a large state reformatory, ex-convicts(mostheht on parole) girls and young women
delinquents in a state training school, and delemgiooys. Not all of the methods were
used on all of the subjects. One of the main canchs of this study is that the strength
of the cinema in conveying a culture is in convaase to the strength of the family,
community and church. An interesting finding comieg the way of transmission is the
fact that, contrary to the general will-to-beliesfealarmists in the moral fielanoral
endings of pictures in which wrong-doing is punislaed virtue rewarded does not
overshadow the existing little episodes within ithavie itself. In fact, according to the
investigators, it was quite clear that the occuresnof information or components of the
image could be selected out as majorly signifi¢arthe barring or reduction of the
concluding episode(Shuttleworth& May, as cited ieltder, 1935).

Bogle (2001) believed that one can readily undadstahy Black audiences
respond to the theme of these movies, which toumhtipe fundamental dissatisfaction
of dispossessed people. One can also appreciatietha@nd of the new characters, which
were intimidating figures, far different from thelsmissive pacifyingBlack types of the
past. The films touched also on an additional ndeat:of entertainment. But the worlds
those films regularly presented, despite the ptietesness, were often just as
romanticized and artificial as those of previousBdck Hollywood movies. And often
the rough and tough militant heroes were no morelfme than the servants of the
1930s or the entertainers of the 1940s.

How Negative Media Images Affect the Black Culture
The old adagéeach people how to treat yaomes to mind when exploring the

portrayals of African Americans in the media. Numes pieces of literature and
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research show that persons of non-Black ethniaitees fact glean information about the
Black culture from movies, television, and mediages. With this supporting research
it becomes apparent that African Americans willcheetake responsibility for the
character portrayals that are illustrated in fil\&eigel et al. (1980) point out those
studies have provocative implications with respectce relations. For example, if
viewers can model complex patterns of behavion the character of the cross-racial
interactions they observe on television could medse them to engage in similar types
of behaviors in real-life, cross-racial encountdrsthis context, it is fortunate that other
research has begun to specify the conditions unbeh cross-racial interactions
promote friendliness and mutual respect betweeniohehls from different racial or
ethnic backgrounds.

Conversely, based on the phenomeridefThird Person Effecsome consumers
of media may believe that they aren’t affected Inatthey see at all. This phenomenon
explains that wherein viewers believe that otheesp@rsuaded by media messages, they
themselves are immune (Davison, 1983). Perlof®8)%ound that when people don’t
agree with the message or judge its source asinegtie third-person effect becomes
even stronger. The effect is also stronger whessages aren't directly relevant to
people.

The exclusion of Black characters in film and vede®n, also known as media
exclusion, can also have negative effects on thelBtulture or psyche as a whole. In
the field of social psychology, the theories oenpersonal social exclusion and
discrimination offer clues as to how individualsgmi perceive media exclusion.

Interpersonal social exclusion, or the experierfdeetng ostracized or rejected by others,
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results in increased negative mood and threatsytohsocial needs including self-
esteem, belonging, control, and perceptions of aningful existence (Baumeister&
Leary, 1995).

Although instances of discrimination are correlateth lower self-esteem and
increased negative mood, awareness of discrimimafn lessen personal distress
(Stroebe, Ellemers, Barreto, &Mummendey, 2009). Giowed, this work on social
exclusion and discrimination implies that medialegion will induce negative
intrapersonal effects (e.g., self-esteem), anctfeets may differ by gender and race.
Research regarding the effects of exclusion anttichgnation on identification with the
superordinate group (e.g., national identity) nsited. Studies investigating social
exclusion have demonstrated that exclusion leattsser ratings of (Williams
&Sommer, 1997), less desire to engage with (WilBaghal., 2002), and greater
aggression towards the rejecter (Buckley, Winkel,esary, 2004). Furthermore, post-
exclusion behavior can be moderated by a desirkifore interactions with the
excluding group(participants ostracized by a desgmup), or a group with whom future
interaction is expected (e.g., work group, longnt@ompanions), tempered negative
reactions towards the rejecter (Williams &Somm®&917). Research in discrimination
reveals that targets of discrimination may avoidtaot with the discriminating group
(Brehm&Brehm, 1981), and increase theiridentifieatwith the targeted subgroup as a
coping strategy (Branscombe, Schmitt, & Harvey, % %rocker & Major, 1989;Wohl,
Branscombe, &Reysen, 2010), but this effect is gmgsent for disadvantaged groups
and does not measure identification with the supanate identity (Schmitt,

Branscombe, Kobrynowicz, & Owen, 2002).
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Television and music strongly shape adolescentiti@es toward people, places,
and things (Adams, Gullotta,&Markstrom-Adams, 199¥artin (2008) explains that the
process of adolescent identity examination is medevith elements of anguish and
constant discovery. Adolescents have the taskymfgron new roles, coming to terms
with their sexuality, separation and individuatioom their family, establishment of
independence, and accepting their place in soaiedythe world. Meltzer (1935)
explains that factors of age, intelligence, sclyyade, and home background are just as
important and possibly more important in influergcthe conduct and attitudes of
children as a movie does. In the case of attituthesinfluence of the community far
overshadows in importance the influence of the mavieltzer goes on to suggest that
future studies regarding viewer attitudes and naie in need of supplementation by
more genetic studies of whole personalities in Winmovies are considered as one of the
factors influencing the direction of personalitypgth.

Beyond establishing the massive exposure of tiratetdtevision commands of
both children and adults (Gerbner& Gross, 1976abért&Poulos, 1975; LoSciuto,
1972; Lyle & Hoffman, 1972), a substantial bodyedearch has begun to articulate the
conditions under which observational learning osgnresponse to symbolic media.
Although the literature on the modeling of aggres<e.g., Bandura, 1973; Bandura,
Ross, &Ro0ss,1963) represent the most salient exaaiphis trend in psychological
research, an equally intriguing line of inquiry Hasused on the medium's capacity to
promote interpersonal interaction (O'Connor, 19649) to foster such widely esteemed
behaviors as sharing, helping, and cooperation, @rgan & London, 1970; Bryan

&Waibeck, 1970; Krebs, 1970). Preliminary evide(@ern, Goldberg, &Kanungo,
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1976) also indicates that television programmingld¢@ncourage interaction with
members of different ethnic groups.

Martin (2008) explains that

African American youth are met with the additionhhllenge of discovering

what it means to be Black. They must also disctiver racial identity. This

endeavor can prove to be difficult because they firat the world around them

has already defined them by the color of their skimey are bombarded with
negative images of the self—reinforced by the mealther overtly or subtly,
which may ultimately have an impact on their depetent and their overall sense
of who they are or who they can become. African Aocaa youth struggle to
define what it means to be Black in spite of tle¥esdtypes which are seen around

them.(p. 338)

One of the potential implications of African Amarts viewing these negative
portrayals istereotype threaiSteele & Aronson, 1995). Stereotype threat i€idesd as
the trepidation that someone will corroborate ataiolable stereotype of a faction with
which one identifies. It can be assumed that i€espn is continuously flooded with these
negative images, he or she will begin to beliew these images are true. In result, the
fear of living up to the stereotypes leads to dsialization, thus unintentionally
promoting a self-fulfilling prophecy and the poski for emotional anguish. This can
affect a person’s ability to perform in academatjetics, and in the workplace. There is
empirical support for domain disengagement as anddiate consequence of stereotype
threat. For example, women exposed to gender-$ygiedelevision commercials later

avoided math items in favor of verbal items onamdardized test and indicated fewer
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aspirations toward math-related vocations thanghesmen who did not view the
commercials (Davies, Spencer, Quinn, &Gerhardsg602). Stereotypessignificantly
reduce womens’ aspirations toward leadership @esies, Spencer, & Steele, 2005).
Both music and television exposures “influence asloénts’ character evaluation of
different races. It is important to consider tiffe@s that a proliferation of these images
can have on male, as well as female viewers. Quyy $ound that the perpetuation of
misogyny in rap music videos can lead to the deggrad of Black women, but not
necessarily White women by White audiences (Gdmann, &Mitrook, 1997). Music
and television preferences also influenced earyemtents’ expressed preferences for
Black and White social interactions (McCrary, 1991)

Arroyo and Zigler (1995) expand on Fordham andOglfii986) concept of
racelessnesm describing how African Americans struggle tomote aracelesgersona
in order to navigate both worlds, leading to ineggmnal conflict and ambivalence
because of the difficulty they have in integratihg demands of their own culture and
those of the majority culture. If there is a conahdevaluation of the person and his or
her culture, a sense of low self-esteem, poorisefye, and conditioned helplessness can
be created, putting the person at risk for poténental health issues.

Fernando (1984) explored how this sense of helpéssscan lead to symptoms of
depression. Williams-Morris (1996) describes rikiciantity as the aptitude to recognize
racial variances and to identify oneself as a merba cultural group and have a
positive sense of self-causing positive self-regdrtdis process occurs by first

intellectualizing racial differences and then asswgone’s affiliation within a group.
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However the images that one sees may have an eftabeir general personal valuation
and growth through the stages of racial identityedi@oment.

Theoretical framework: Nigrescence For the purpose of this dissertation, the
researcher will examine how negative racial imageke media can affect the
development of the Black identity and psyche. Tioelels or theoretical frameworks
that will be used to illustrate these effects ideluhe Critical Race Theory and the Cross
Model of Nigresence(which has also been reworkddter years) and is now labeled as
the Cross and Fhagen-Smith’s Model of Black Idgridiévelopment. The researcher
chose to utilize the initial version of the Crossdal with relation to this study. Cross
(1971) adopted the idea of nigrescence, the praxfdsscoming Black, as the foundation
for the later sector model developed with Fhageni®smn a 1991 publication entitled
Shades of BlagkCross (1991) highlighted a number of revisionghmnigrescence
model. Like the original, the revised theory ddsesi different ideologies of Black
identity that African American people may have. Hwer, Cross made substantive
revisions to the nigrescence theory. The changteeinevised theory fall under two
broad areas: (a) the distinction between grouppansonal identity and their influence on
self-esteem, and (b) revisions in the number @estand identities within those stages
(Vandiver, Cross, Worrell, &Fhagen-Smith, 2002heTnodel looks at the progression
of identification of individuals as they move towara healthy Black identity.

Cross (1991) described the concept of Nigrescenteeprocess of becoming
Blackas an internalization of positive attitudes almperson’s racial identity

characterized by the development of comfort, toleea and confidence in self-image. In
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the original model he outlined four stages of raiciantity development: pre-encounter,
encounter, immersion-emersion, and internalization.

Pre-encounter stagd.ow race salience individuals will assimilate into
mainstream with an appreciation of Black culturéjlevinternalized racism individuals
will become anti-Black. Persons who are in thagystwill both consciously or
unconsciously diminish their own sense of Blackraess simultaneously value the ways
of the majority. Their feelings of self-worth wdbme from a White standpoint and there
is a powerful desire to incorporate and acculturai® \White society. The negative
depictions and depreciation of the black cultureeen in the media can amplify this
stage as well as stop a person from surpassifithe only sense of self that they have is
the result of negative depictions which in turnates a sense of self-hatred(Cross, 1991).

With regard to this study one could examine theimedages that are presented
in commercial versus independent film releasedependent film does not appear to be
as accessible as commercial film releases; theref@erson would be more likely to
consume film that developed with more of a comnaieed formula. Throughout this
chapter, the literature has supported that comaarieases may have a tendency to
include portrayals that are more stereotypicalatigg, or even poorly developed with
regard to the depth/complexity of the characteordvspecifically, depending on whether
the adolescent resides in a metropolitan area sersuburban area, that may not have
film houses that are screening independent filboyuld be postulated that the
adolescent would be mainly exposed to commerdralieleases (Cross, 1991).

Therefore, if an individual is constantly being egpd to film projects that do not

necessarily celebrate or examine the Black cultusepossible that the viewed works
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will begin to subconsciously devalue their own seokBlackness. In turn the
adolescent may begin to have the tendency to deweefoeference for non-Black or
majority ideals that are more than likely presentethe commercial films they watch.
As Cross (1991) mentioned, a child’s feelings ¢fFserth may begin to come from a
perspective that contains themes of the White miltiNot having access to properly
developed Black film images or Black films in gesdlemeans that the adolescent does
not necessarily get an opportunity to be exposedatlistic illustrations or a variety of
depictions of Black characters. Ultimately thexaistrong possibility that the adolescent
will begin to make attempts to incorporate themsglwito the White society because of
what they constantly see. In addition if the athiyng to supplement the White themed
images are negative media images about Blackgldissible that the adolescent viewer
will begin to develop a sense of self-hatred.
Encounter stage.In the encounter stage,
the individual encounters a profound crisis or évtkat challenges his or her
previous mode of thinking and behaving and beginginterpret the world and a
shift in worldview results. There is a rejectiontiké White social, cultural, and
institutional standards. There may be a feelingeshg miseducated. This may be
aided by more positive images of African Americanthe media or counter
stereotyping, as well as positive influences frtwa dutside world which would
be in direct conflict with previously seen imageaiising a disruption and search
for the truth. In the immersion-emersion stage,iticievidual withdraws from
dominant culture and immerses him or herself ino&fm American culture. Black

pride develops and feelings of anger and guilt diagipate with an increasing
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sense of pride. In the internalization stage tldevidual incorporates into his or
her self-concept a sense of self-confidence anarsaedentity. The individual can
own and accept those aspects of American cultateatte seen as healthy and can
stand against those that are toxic.(Martin, 20034{)
According to Smith, Choueti, Prescott, and Pie@édp),
Compared with all characters, we see a similaepatiegarding gender
differences in how characters are sexualized wbeusing solely on Black males
and females. Black females are more likely thaacBImales to be presented in
sexually revealing or alluring attire, as partiallyde, and as attractive, potentially
reinforcing a value on how Black girls and womeok@ver other traits.
Repeated viewings of these types of portrayals maigyorce male and female
beliefs that Black girls/women are to be valuedrfow they look rather than who
they are. Overall, young consumers are still keogia relatively homogenous
view of race/ethnicity in popular motion picturentent. Such portrayals may
communicate to children and adolescents of colat ttieir stories are not as
important as their Caucasian counterparts. (p. 3)
Immersion-emersion stagd.his stage can be described as an immersion into
Black culture. The person then becomes a Bladkmalist or pro-Black and entrenches
themselves in the culture and issues of the gr@mmtributing factors such as families,
social networks, and historical events all plaple in the early socialization of Black
children. Parents, guardians, and those who @&sept in a child’s life have routines and
norms that emulate the Black culture and an indi@ids consistently being socialized

into the Black culture, almost through osmosise Tdutines and norms that take place in
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the home can include media representations. TlyAitarican families own televisions
and will gather around the device in order to takprogramming for entertainment or
educational value. With regard to this study, raediages that involve African
American representations are more than likely idetuduring these viewings. Therefore
it is important for parents to monitor the mediaitichild intakes, as it has a direct effect
on their development in this stage. If the chdadonstantly confronted with movies that
contain negative or stereotypical images, it issgme that the child will make
associations with regard to how they view themselve

Internalization stageDevelopment in this sector is influenced by theepar The
household can either exhibit a high or low raceesak or internalize racism. High race
salience means that there is an instillation ofartgnce of being Black, and Black
culture is most important. In an instance of l@ee salience there is no emphasis on
race, although the child and/or household are anfarace issues. It is also suggested
that internalized racism can take place at thigestal he adolescent could possibly
experience negative issues with Black communitg, @nsequently develop self-hatred
and hesitancy to identify as Black. It's also asxkthat an individual who has high race
salience is more likely to develop the post posigelf-concept, in terms of his or her
Black identity (Cross &Fhagan-Smith, 2001). Thedraemore specifically films, can
have an affect on each of these stages becautsepafsitive or negative illustrations of
the Black culture.

Sellers, Caldwell, and Schmeelk-Cone (2003) desdrthe process of identity
development within a different format and termsigghe Multidimensional Model of

Racial Identity. The four dimensions are as follotgslience of identity, centrality of
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identity, and the ideology associated with identayd the regard with which the person
holds the group associated with the identity” (p7)/ Racial salience is described as the
extent to which a “person’s race is relevant aara @f his or her self-concept” (Martin,
2008, p. 341). Centrality is the extent to whiclparson defines himself or herself with
regards to race”(p. 341). Ideology is the “indivadla opinions, beliefs, and attitudes with
respect to the way he or she feels Blacks shout@aB41). And lastly, regard refers to
a person’s judgment of his or her race publicly prdately—private regard being how
one “holds positive or negative attitudes towarddRk and one’s own membership in the
group” and public regard being the perception of others view Blacks, positively or
negatively” (p. 341). Again, the images seen in imedn help promote positive or
negative attitudes about the self, but unfortuyatten today, negative images are more
“reflective in our society and African Americans shfight against these representations.
If they can, the results can lead to a positivergithening of their racial identity” (p.
341).
NigrescenceMartin (2008) points out that successful
completion of this developmental process can b&eptive for African American
youth as they encounter racism, discrimination, thedexperiences associated
with being a minority in a majority society in whithe negative images that they
have seen about themselves continue to be exprassadk,or part of popular
opinion.(p. 341)
Miller (1999) describes how racial identity devetognt and socialization can promote
resiliency, protecting African Americans againstisen and discrimination.

Protective factors have been identified which camaase resiliency and
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counteract the effect of the negative images. Thelude positive family

interaction, exposure to positive culturally relevanformation, and images that

convey the importance of pride in an individuabse, self-development, and
awareness of racial issues in society at large.idealild help with this as well
by presenting more positive non-stereotypical insagfeAfrican

Americans.(p. 495)

Sellers et al. (2003) found that those who devealaphigh central identity were more
likely to report “lower levels of subsequent psyiduical stress”(p. 341), suggesting that
identifying with one’s race may be beneficial amdtpctive.

Cripps (1977) explained another element in the IB&uggle for an indigenous
cinema was the attempt of the Negro press to ceeBtack aesthetic. Such writers as
Lester Walton, Harry Levette, and half a dozen nvarestled with the duality—
thewonesgas W.E.B. Dubois put it)—of American racial co@essthey impinged on the
cinema. This ideal also speaks to the theorefiaaiework of the Cross Model of
Nigrescence.

Theoretical framework: Critical race theory. This theory focuses on race and
how racism is deeply embedded within the framevadrkmerican society (Parker &
Lynn, 2002). Racism has directly shaped the We&allsystem and the ways people
think about the law, racial categories, and prog@éHarris, 1993). According to Parker
and Lynn (2002), critical race theory has threemgaials. Its first goal is to present
stories about discrimination from the perspectivpaemple of color. This may be
gualitative case studies of descriptions and ime&rs. These cases may be drawn

together to build cases against racially biaseidiafé or discriminatory practices. Since
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many stories advance White privilege and throughjtmtarian” master narratives,
counterstories by people of color can help to shalie complacency that may
accompany such privilege and challenge the domitianburses that serve to suppress
people on the margins of society (Solorzano&Yo2682). As a second goal, the theory
argues for the eradication of racial subjugationewimultaneously recognizing that
race is a social construct (Parker & Lynn, 200)this view, race is not a fixed term,
but one that is fluid and continually shaped byitmal pressures and informed by
individual live experiences. Finally, the thirdad@ddresses other areas of difference,
such as gender, class, and any inequities experlandividuals. In research the use of
this methodology means that the researcher foregiotace and racism in all aspects of
the research process, challenges the traditiosabreh paradigms, texts, and theories
used to explain the experiences of people of calod, offers transformative solutions to
racial, gender, and class subordination in ouregacand institutional structures
(Creswell, 2007).

This study utilizes Critical Race Theory in orderexamine how race plays a role
with regard to the filmmaker. There has been whtal presence of racism and
discrimination throughout film history. In the pathe representations were more overt
in nature. However in today’s film, racism andadisiination are still present. It can be
argued that these concepts take place in a moegtazature in present day. In addition
the perpetuation of stereotypes in Black filmsasvrbeing illustrated by some
Blackfilmmakers. Using this cultural context wiltdan a critical analysis of the
motivations and actions of Black independent filmlkara as well as barriers that are

present within the film industry.
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The Importance of Developing Our Own Black Charactes

Race often seems to be a determining factor wiaeneWhite filmmakers’ goals
dovetail with the goals of Anglos and other Whiteslecision-making positions. This
interaction between race and filmmaking processagime an outcome of deeply held
ideas on the value and structure of relations batvefferent races (Rhines, 1996).
Shohatt and Stam (2004) argued that in order td thedourden of historical
representation, individuals of underrepresentedmgshould be depicted in a
multifaceted and in-depth way that humanizes tbie@racters at the same level with
White characters. Cripps (1977) indicated thatyadod films were written, directed,
and produced to fit current American values antegasAlthough the number of Blacks
and other minorities on television have increasedesthe 1960s (Maloney, 1968), the
proportions in which they appear are not represiestaf their proportions in the U.S.
population. In fact, a report by the U.S. CivigRis Commission (1977) cited evidence
that Blacks have been treated as mare&low dressingn television. A survey of the
overall number of Blacks on television by Donaglieulos, Liebert, and Davidson
(1975) confirmed that the variety of roles of Bladias remained limited.

Cripps (1977) indicated that a factor contributinghe Black apathy toward
cinema was an apparent lack of a functional pgstn the practice of minstrelsy gave
Negroes no sustenance because White imitatorsakadver its forms and cast aside its
roots in stick dances, bones, strings, shuftlesicing all over plantation walks, and
patting juba He went on to say that in the absence of a agaddt,Blacks depended on
urban pluralism and the tolerance it produced, glwith the sheer primitiveness of move

technique, to preserve them from distortion atthieds of White producers. For 10
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years they survived, “especially in reportorialtige, suffering less than in other media
but unable to create a Black cinema from scratch'(y).

Martin (2008) points out that unfortunately, peopften believe that what they
see on TV is a true symbol of the world and thepeearound them, especially when
they have no other frame of reference or experiegntieeir own lives with which to
compare or conflict with what they have seen. Adodats often look to the media to
“explore new roles, observe the way they are degidnd see if they can identify with
these images. This can prove dangerous becausgsgnbpeople can be condensed to
negative depictions or categorized in uncomplimgniays which may then be accepted
by the majority and possibly minority cultures astf(p. 341). Gerbner and Gross
(1976b) describe TV as a means of socializing peopb homogeneous roles and
behaviors. This regularity provides people withr@ad backdrop of conjecture and
contributes to the preconception of social realityeir study further supports the idea
that people develop conceptions about the workla r@sult of repeated exposure to
consistent and repetitive images in the media.dtém Now (1999; 2003-2004), a
national organization that strives to advance putdilicy with regard to children,
explored this idea and found that children and estnts are vulnerable to these images;
across races, children and adolescents linkedfpesiharacteristics to Caucasian
characters on TV and negative characteristics tority cultures, Latinos and African
Americans in particular” (Martin, 2008, p. 339).éyhalso report how the absence of
minorities on TV, in general, makes children féwttthey are not worthy of “attention”
and that the stereotyped and negative roles theyuerer suggest that they are not

worthy of “respect.” In addition, Children Now (19Pdescribed how television’s limited
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portrayals of minorities may lead youth to get $lease that other groups are more
greatly valued in society than their own. They “getssages about their race by how
often their members are portrayed in the media’r{Ma2008, p. 339). When the
messages are well received, children learn thatthee is important. This helps children
to feel included and provides them with positivie nmodels.
Racist Values in Film

During a survey conducted by Stoddard and MarcO8gpamongst 84
Wisconsin and Connecticut U.S. history teacheresnegnded questions were asked
regarding the teacher’s usage of film in their stasm. When one of the educators was
asked to explain their use of Hollywood film in R&IS. history class, one teacher
responded, “l us&lory every year to reinforce the role of African Amans in
American history” (p. 26). Depending on this teathexact classroom practices, this
statement is both hopeful and challenging. On theful side, it is the suggestion that
the educatorhas included the stories and charawitéfsican Americans inher course.
The teacher's use &flory (1989) also needs to be scrutinized, and forcés ask
numerous key questions. What else is being reiatbvehen films describe stories of
groups traditionally marginalized in history? Whag¢ students learning about the history
of African Americans and their role within U.S. toisy when films likeGlory are used as
part of the program of study—and how does this lipevith one of the core goals of
social studies—to develop citizens for a pluratigiuality (Stoddard & Marcus, 2006)?

When speaking about depictions of Blacks in theD$8Cripps (1977) stated that
Lester Walton of the Bladkew YorkAgeaoticed early on that Negroes had no such

visible past that Whites could draw upon. Inste&zaljthern literary tradition shaped
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Black images, chiefly because Whites knew nothimgué Blacks. It did so through the
sentimental racism of popular melodrama, the nafiion of Yankee literary life by
genteel Southerners, the sentimebbatle Tom’s Cabimoad shows, and the early
infusion of moviemaking with Southern lore. In gpeat day classrooms Stoddard and
Marcus (2006) found that the two films identifiesllzeing used most often wesdory, a
film about the all Black Massachusetts 54th regintleat fought during the U.S. Civil
War, andAmistad(1997), a film about a group of African slaves whwaolted against
their captors aboard ship en route to a slave marke ended up fighting for freedom in
the U.S. Court System during the 1830s. Both fimese created by large studios with
big name actors during the late 1980s through 8894, a period that saw a cultural and
economic demand for stories and films about and\focan-Americans. Contrasting
these two time period’s similarities for the tygdenmvies that are desired by audiences
can be found. These examples of films that weveldged in the 1980s and in the
1990s, share a commonality in that they were betlelbped by White directors who
may not have known much about the Blackor Africaltuce. Anyone of any culture can
conduct extensive research in order to producer& wfaartistry such as a film but one
must consider that there may be gaps in the clitel@/ance and accuracy due to the
creator’s lack of knowledge of the Black experience

Cripps (1977) explains that both intellectual anolm masses of Negroes, shared
an indifference to the cinema. Because of thedpdmuritan fundamentalist roots,
Blackchurches eschewed film as needless frivolidlyganized Negro groups such as the
Afro-American Council and the American Negro Acagestruggled for survival against

injustices. Not until the spring of 1909 woulddraents of the Niagara Movement and
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the Constitution League join with other Blacks &ibdral Whites to form the National
Associate for the Advancement of Colored Peopld,reot until 1915 would its house
organ, theCrisis, speak to a national Black audience on the subjeghema.

Critical race theorists argue that racism perngeAtaerican institutions and is
widespread in American life(Ladson-Billings, 200Bhis means that filmmakers have
racist values that may be conscious or subconsadshat the Hollywood film industry
as an institution is structured in a way that tsimsically racist (Yosso, 2002). There is
ample research documenting the racist history®tbllywood film industry (e.qg.,
Bernardi, 1996; Bogle, 2001; Shohat&Stam, 2004 )cimaf which is driven by the
economic demands of producing films that will b@war and financially successful. In
the film industry, the reliance on sources of ficilag and studios to produce and
distribute films controls both who gets to make filmas, and how those films are
constructed. That being said, Hollywood films haeen produced at different times to
consciously convert public outlooks toward issuesozial or political importance”
(Stoddard &Marcus, 2006).

Cripps (1977) described that from its very begigsifilm honed in on the
division between Black and White experience andusbex] Afro-Americans from the
screen. Three great traditions of American popcldture came immediately to the
screen: the western with its roots in the Wild Wasiws, the melodrama with its roots in
traveling repertory companies, and slapstick conwaitly its roots in ethnic vaudeville,
all of which only allowed only marginal Black coifimtions. Later genres of
Americancinema, such as musical comedy, gang#terdndscrewballcomedy helped

to perpetuate racial exclusivity in keeping witltisb custom.



66

Summary

This chapter outlined all of the pertinent literat as it pertains to African
Americans in the media. More specifically therbteire review covered the historical
involvement of African Americans in film startingtiv the 1800s to the present. In
addition, the review defined independent film atebaave a high level overview of
what it takes to actually distribute films. In ateh, the literature review discussed the
psychological and social impact that negative depis can have on the Black psyche
and world experience. In summary all of these comepts have set the stage for a
complete and thorough illustration of how negatimages have had longstanding effects
on African Americans.

Given the negative images coupled with the leveeaufsitivity that other cultures
may or may not have towards this demographic, slta¢he fact that efforts should be
made to control these images in order to create moia realistic depiction of Blacks in
America. With images that encompass a wider sobfiee Black Diaspora, both persons
of African descent and those who are non-Black mellexposed to more of a realistic
portrayal of what it means to be Black in Ameriddltimately, the permeation of more
positive and/or realistic images will destroy négatonstructs that are commonly
applied to all Blacks and that are not represerdaif the Black culture as a whole. Itis
important to widen the lenses that capture thelBtatture as the media does with other
non-Black cultures. Those who are responsiblerfedia portrayals have the opportunity
to speak to more realistic portrayals instead o$éhcharacters that are traditionally

embellished for entertainment purposes.
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Chapter 3: Methodology
The qualitative research paradigm has its rootsiftural anthropology and

American sociology (Kirk & Miller, 1986). The inté of qualitative research is to
understand a specific social situation, event, mgreup, or interaction (Locke, Spirduso,
& Silverman, 1987). lItis in principal an analy@igrocess where the researcher
regularly makes sense of a social phenomenon hyastimg, comparing, duplicating,
cataloguing, and classifying the object of studylésl&Huberman, 1984). Marshall and
Rossman (1989) suggest that this entails engagemtrg daily life of the situation that
has been chosen for the study. The investigates gdo the informant’s world and
through ongoing interaction, seeks the informawiesivpoints and connotation.The
methodological perspective of this research wadegliby an interpretive philosophy of
science in which the individual’s perspective albdmsther social world is central to
understanding his/her experiences (Little, 199sP1996) The purpose of this chapter
was to propose a research design, the rationakboeh® and procedures that addressed
the following five research questions:

1. Does the filmmaker use their films to educate st gntertain?

2. What barriers impede on the creation of an indepenBlack film?

3. Will independent film ever be as widely receivedaage box office releases?

4. Does the filmmaker feel a sense of social respdngitvith regard to the content

of their films?
5. Are there any negative stereotypes in film thatehdone damage to the Black

culture?
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Each of the research questions were geared towaeasining components such as social
responsibility, education, history, and distribati®ther themes emerged after the
completion of the coding process however thes¢haréhemes that the researcher
identified initially while creating the inquirie®f this study.

The study presents the perceptions of African Aca&rs in the media by examining
the motivations of Black independent flmmakersteate projects that do not resemble
large box office releases that oftentimes contarestypical Black roles. The researcher
interviewed independent flmmakers who identifyBdack or of African descent. This
chapter format includes the introduction, followsdthe research design, a description of
the setting and participants, data collection amlyeis, ensuring thoroughness, as well
as summary of the methodology and possible results.

Research Design

Qualitative researchThe role of the researcher is to serve as an imstnt of
data collection and analysis in qualitative redeandaturally, the researcher has beliefs
and assumptions towards the subject being studmchwnust be examined. With the
inquirer typically involved in a continued and centrated experience with participants
this introduces a range of tactical, ethical, ardividual issues into the qualitative
research process. Itis important to discussféluisso that the researcher can remain
cognizant of them and thus monitor their subjettiviVith these concerns in mind,
inquirers overtly identify automatically their pisgdosition, values, and personal
background such as gender, history, culture, andesconomic status, that may outline
their interpretations formed during a study (LocBpirduso, & Silverman, 2007). By

doing so the researcher increases their awarehasy way by which these views may
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skew the research, and perhaps use them in ayeosily. They may be utilized to help

the researcher learn more about their own valuggides, beliefs, interests, and needs

(Glesne, 2006).

Treating qualitative approaches as method, acegttdi Hammersley (1990),

involves the following:

Individual behavior is studied in everyday contether than under experimental
conditions created by the researcher.

Data are gathered from a wide range of sourcesasiatiterviews or participant
observations.

The approach to data collectioruigstructuredn the sense that it does not
involve proceeding accordingly to a predefined aaléection plan set up in
advance, nor are the categories for interpreting fieed.

The focus of a qualitative study is usually a snggtting or group on a relatively
small scale. In case and life history researahfalous may be on a single
individual.

The analysis of date involves interpretation ofrtieanings and functions of
human action and mainly takes the form of verbaktdptions and explanations.

Research designs in qualitative research, althaogls rigid in structure as those

in quantitative research, vary due to the confaxtpose, and nature of the research

(Wiersma, 2000). Patton (1990) asserts, “qualitatnethods permit the evaluator to

study selected issues in depth and detail. Appingdteldwork without being

constrained by predetermined categories of anatgsitributes to the depth, openness,

and detail of qualitative inquiry” (p. 13). Leedgpd Ormrod (2001) note that qualitative



70

research continuously unfolds throughout the stigyto its flexible and open-ended
nature.

Qualitative researchers must guard against usiodyzed data, particularly those
derived from interviews, to verify that somethingcarred or to prove that a phenomenon
exists (Garman, 1994). Garman astutely notes,étisential mode of inquiry of
qualitative research is for portraying deeper ust@erding not for verification of the
phenomenon under study” (p.13). The author sayséisaarchers tend to verify as
opposed to explain, to interpret, and to illumin&ealitative researchers must guard
against this pitfall and focus upon deeper undeditey so that they may exhaust the very
purpose of this type of research.

Strauss and Corbin (1990) offer five reasons fanglqualitative research: (a)
The certainty of the researcher based on reseapgriences, (b) The nature of the
research problem, (c) To expose and understandligediehind any phenomenon about
which little is yet known, (d) To gain new and fnedants on things about which quite a
bit is already known, and (e) To give obscure detziphenomena that are not easy to
convey with quantitative methods.

Grounded theory. In this study, the researcher conducted interviemgsthen
coded the data. More specifically the researclagstribed each of the interviews that
they conducted and then proceeded to identify tisetimvet occurred during the dialogue.
The researcher’s primary means of data collectierewhrough interviews. This
qualitative research utilized the grounded theg@gyraach. This is an approach to the
analysis of qualitative data that aims to gendttaery out of research data by achieving

a close fit between the two (Bryman, 2008). Inniest recent incarnation, grounded
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theory has been defined as ‘theory that is derfx@t data, systematically gathered and
analyzed through the research process. Sometimadsrm is employed simply to imply
that the analyst has grounded his or her theodaia, so that grounded theory is more or
less synonymous with an inductive approach” (p. 18)this method, data collection,
analysis, and eventual theory stand in close oglaliip to one another’ (Strauss
&Corbin, 1998). Thus two fundamental featuresmiumded theory are that it is
concerned with the expansion of theory out of @i that the approach is iterative, or
recursive, as it is sometimes called, meaningttietiata collection and analysis proceed
in tandem, repeatedly referring back to each other.

IRB procedures.Creswell (2009) indicates that as researchersataligta, they
need to respect the participants and the sitegfmarch. Many ethical issues arise
during this stage of research. He goes on to #statat is important not to put the
participants at risk, and respect vulnerable pdpra. As with any study, this research
will be reviewed by the Institutional Review BodiR&B). For a researcher, the IRB
process requires assessing the potential forsig#) as physical, psychological, social,
economic, or legal harm (Sieber, 1998), to theigpents in a study. The major purpose
of an IRB review is to ensure that the rights ofnfan subjects are properly respected.
These are important considerations since most peayplnot able to tell whether a study
follows appropriate practices. The investigatbemselves may not recognize all of the
potential risks. Thus, the IRB review acts asiatparty guarantor of a study’s ethical
soundness. In general, an IRB review functionsuligeas a critical reading of the

study’s ethical character (Lindlof&Copeland Tayl2610).
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Lindlof and Copeland Taylor (2010) go on to expldiat the ethical issues of
gualitative research are not different in most eespfrom other social-scientific
approaches. However by the high merit of the cdati&n which qualitative studies
typically take place, as well as the interactivatiens enjoining investigators and
participants, qualitative studies do pose spetiallenges. Interview studies are often
exempted from review because they are viewed asleerrisk. However, the IRB will
examine the interview guide anyway and possibly f§aestions that delve into illegal or
otherwise incriminating activity, matters of perabprivacy (e.g. sexual practices), or
past events that have caused psychological traamgarépe incident).

In order to minimize these ethical concerns in tesearch, the follow steps were
taken:

e Prior to inviting subjects to participate in thisdy, the researcher was reviewed
and approved by the IRB committee of Pepperdine/é&isity by submitting an
IRB application with all supporting documents.

e In compliance with the IRB guidelines and in ace@mce with Pepperdine
University policy on research involving human pagants, the subjects were
given informed consent and made aware of theitsighprotections under
federal, state, and university laws. The researekglicitly received permission
to use information obtained in the interviews fog purpose of the study.
According to Creswell (2009), an informed consemirf includes identification
of the researcher, the sponsoring institution,af the participants are selected,
the purpose of the research, and the benefitsrtzipants. In addition, the form

included notation of risk, confidentiality guaramt® the participants, assurance
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of the right to withdraw from the research, and aamf persons to contact with
guestions and concerns. A copy of the informed eeihdocument can be found
in Appendix B.
e The identities of all participants will be kept ¢miential. The researcher marked
the surveys with a number that corresponds to efgpsubject. This number
will be placed in the box at the end of the surthet says “For researcher use
only.” Please see Appendix A for this informatidn. addition, the names of the
participants are known by the researcher and willbe shared with any outside
audiences.
e The records of the subjects were protected in decme with Institutional
Review Board’s requirements. More specificallyg ttocuments were
electronically stored on the researcher’s persomalputer. All files were
password protected. After the close of this staitlpf the research documents
were purged from the researcher’'s computer files.
Process for the Collection of Data

Snowball sampling.This study employed snowball sampling. This istaf of
convenience sampling. With this approach to sampline researcher makes initial
contact with a small group of people who are raiva the research topic and then uses
these to establish contacts with others (Bryma@820Becker (1963) indicates that this
sample is, of course, in no semaadom it would not be impossible to draw a random
sample, since no one knows the nature of the usevieom which it would have to be
drawn. What Becker is essentially saying herbas there is no accessible sampling

frame for the population from which the sampledivé taken and that the difficulty of
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creating such a sampling frame means that such@each is the only feasible one
(Bryman, 2008).

In qualitative research, the orientation to sangpisimore likely to be guided by
a preference for theoretical sampling. Therensuah better ‘fit’ between snowball
sampling and the theoretical sampling strategyuafitptive research than with the
statistical sampling approach of quantitative reseaThis is not to suggest that
snowball sampling is entirely irrelevant to quaatiite research. For example, when the
researcher needs to focus upon or to reflect osiships between people, tracing
connections through snowball sampling may be a&bafiproach than conventional
probability sampling (Coleman, 1958).

Qualitative interview. Qualitative interviewing is usually very differeinbm
interviewing in quantitative research in a numbleways. Interviewing in qualitative
research is typically of the unstructured or semietured kind. Qualitative interviewing
is meant to be flexible and to seek out the wonaesvs of the research participants. For
some authors, this term seems to indicate afornméswiew (e.g. Mason, 1996), but
more often it is a universal term that embracesrutws of both the semi-structured and
unstructured kind (e.g. Rubin and Rubin, 1995).

Semi-structured interview. Bryman (2008) describes that this term covers a
wide range of instances. It characteristicallymsitb to a context in which the
interviewer has a sequence of questions that atesigeneral form of an interview but is
able to vary the progression of questions. Thestjues are frequently somewhat broader
in their structure of orientationfrom thosecharastecally found in a structured

interview. Also, the interviewer usually has sormem to ask additional questions in
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reaction to what are seen as noteworthy repliegeluse of an interview guide is
employed, it should not be too structured in itgl@ation and should allow some
flexibility in the asking of the questions.
Definition of Analysis Unit

The units of analysis for this study were Africamerican independent
filmmakers who were at least 18 years of age. €searcher included all of the
following positions within their definition of alfnmaker: Director, Producer, Actor,
Cinematographer, Writer and Editor. The survegvedld the flmmaker to also specify
any other positions that they may have held thata@tdall within the positions that were
previously listed. The filmmaker needed to haveased at least one film or was in the
process of creating a film for future release. therpurpose of this research, those
persons who identified as either Black, or Africamfrican American were considered
for this study. Merriam Webster (2012) definesttmen African American as an
American of African and especially of Black Africdiescent. It goes on to define the
term Black as a person belonging to any of theousrpopulation groups having dark
pigmentation of the skin. Per the 2010 censuskBkceflected in the Black alone-or-in-
combination population. One way to define the Bfapulace is to combine those
respondents who reported Black alone with those mgported Black in combination
with one or more other races. This creates thekBddmne-or-in-combination population.
Another way to think of the Black alone-or-in-coméaiion population is out of the total
number of people who reported Black, whether orthey reported any other races. This
example is just an illustration to show that argspandent who identifies as Black could

participate.
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Data Collection Procedures

The researcher conducted their study over a 2-wegkd. Subjects for the study
were solicited through word of mouth, face to faseetings, Internet web searches for
independent film related websites, and social ngting applications such as Twitter and
Facebook. The researcher made contact with filmnsaikgattending screenings for their
films that are to take place during the data ctilbecperiod. Ultimately the researcher
was able to obtain the participation of 16 filmmakior the purpose of this study. The
researcher introduced herself to the flmmakergane them a short synapses regarding
what the study examined. They were provided withresearcher’s contact information
and a written description of the study, which carfdund in Appendix C, in the efforts
to set up a future meeting or conference callferititerview to be administered.

The researcher generated a portion of the paatitgthrough social networking
websites, namely, Twitter and Facebook. The rebearsearched for independent Black
filmmakers on each of these websites and thentefiwvenade contact with them from
their personal profile. The researcher also madéactd with possible participants
through email addresses a@idntact Usfunctions that were provided on the flmmaker’'s
personal website. The use of social networkingaets for recruitment was utilized
solely for the sake of making private invitationa internal or direct messaging. At no
point did the researcher utilize these applicatiorsolicit participation in a public
manner such as posting on a filmmakésebook walbr throughtweet®n Twitter that
may have been seen by the public. Public contastrvat made as not to threaten the
confidentiality of those who elected to participatkist as with the participants that were

recruited during a face-to-face meeting, the sawailvorking population was greeted
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with a short description on what the study entadad then invited to participate in an
interview to take place during the data collectp@niod. The printed description that was
given during in person meetings also included tagpRrdine University Doctoral
Candidate’s (Researcher) Business card. Thisnrdton was provided so that the
person being approached could contact the resedyghghone or email to state their
interest in the study and/or to pose any questiort®ncerns that they may have had.
The template for the description of the study cardund in Appendix C.

The researcher made contact with each partichgparégmail in order to schedule
an interview with them. The interview schedule kapt on apassword protected Excel
spreadsheet in order to properly manage the tiote 8ilat were available. Once the
researcher received confirmation of participatios participant’'s name was logged onto
the Excel spreadsheet. Each participant receivechander the day before their
interview was to take place. The reminders welsrstied to the participant either via
email, or through text messaging from the reseaixpersonal cell phone.

Lastly, each of the flmmakers interviewed waseakk they could possibly
introduce the researcher to other Black indepentlemhakers that they may know and
that may have been interested in participatingpenstudy as well. The referrer was
asked to provide the possible participant withréssearcher’s contact information. Or if
the participant that they have referred agreedrdbearcher contacted them directly by
using the contact information provided by the nefer This action implored the
snowballing method that was previously describetthénmethodology section.

All participation in this study was considered ®\Jwluntary and could be

stopped by the participant at any time. All of shibjects were interviewed via phone
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and the process was digitally recordedand thers¢rédoed for coding. More specifically
the researcher was registered as a user for thedinéerencecall.com application. The
conference call allows for the researcher to retoednterviews and then download the
MP3 files onto their computer. From there, the MiR% were accessed by the
researcher, with a password protected log in, deioto transcribe the interviews.

Prior to the interview taking place the resear@mailed each participant with a
consent form that had to be signed and dated fwribre commencement of the interview
(see Appendix B). Once the form had been signegdhnticipant was provided with
instructions for the interview (see Appendix A)ltilately they were informed that they
would be asked a total of 18 questions that pettathe research and that possible follow
up questions may be asked for clarification orffertprobing. The participant
wasinformed that the interview was to be digitalgorded and then transcribed by the
researcher. The interviews lasted anywhere bet®@e50 minutes to complete, but the
exact time depended on the individual participartsthe end of the interview, the
participant wasto be asked if they have any questis concerns that they would like to
discuss. The participant had the right to not amsamy questions that were asked. In
addition the participant could choose to no lorggticipate in the study at any time.
Lastly, the participant was debriefed and thankedteir participation in the study.
Data Gathering Instrument

Interviews. Each participant was asked 18 questions that redaiae or more of
the five research questions that have been prdyiaentified (Appendix A).
Specifically, interview questions 1, 2, 4, 16, &id 18 relate to research question

number 1, 4, and 5. Interview questions 5, 6, 128and 15 relate to research
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guestionnumber 2 and 3. Interview questions 9ahd, 14 related to research question 1.
Interview question 9 relates to research questidntérview questions 10 and 13 relate
to research question 5. A matrix is provided belowlustrate which research questions

coincide with which interview questions in Figure 1

Research Question Interview Question
1 1,2,3,4,9,11,14,16, 17, and 18
2 5,6,7,8,12and 15
3 5,6,7,8,12 and 15
4 1,2,4,16,17,and 18
5 1,2,3,4,10,13, 16, 17,and 18

Figure 1. Research to interview question matrix.

Freeconferenceall.comin depth interviews were used to collect data using
freeconferencecall.com application to record thétmor to the commencement of the
interview, the participant was verbally asked #ylagreed to the interview being
recorded for the sole purpose of the interviewthdf participant agreed, then the
appropriate dial commands were entered to launehetording functionality for the call.
The researcher used the interview questions teatailata from the participants. The
interviews were all recorded and transcribed wandword by the researcher. The
researcher played all the transcriptions back wiedgling the transcription notes to
check their accuracy.

Data Management
The researcher transcribed the contents of thevietes into a soft copy format

on a Microsoft Word document that was stored oeragnal computer. The data was
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validated by listening to the taped transcriptslevheading the typed notes. The
recordings were also maintained by the researcdhttei digital format that they were
recorded in, and stored on the researcher’s pdrsomguter as well. The computer that
the information was stored on was password prafeciée researcher was the only
person that had access to information that wasadeltl during the interviews. Names
and codes that were developed during the durafitimecstudy were destroyed/shredded
by a mobile paper shredding company.
Data Analysis

Wiersma (2000) notes that in qualitative reseadala collection and data
analysis overlap because analysis naturally bespos after the onset of data collection.
This occurs because the researcher is constafelying to the working hypothesis and
unanticipated results. Furthermore, as data caleqirogresses, less data is collected
and more analysis is compiled. Creswell (1998) s:that data analysis, when graphically
depicted, follows a spiral shape that overlapsrapéats over and over. Leedy and
Ormrod (2001) endorse this model and agree that'@qually applicable to a wide
variety of qualitative studies” (p.161). Creswelptains that the researcher “enters with
data of text or images and exits with an accoumaorative. In between, the researcher
touches on several facets of analysis and circtasna and around” (p. 142).

In open coding, the investigator wrote down impiess and thoughts as she read
the first transcribed data. The researcher cremtalle in Microsoft Word in order to
list key words next to their respective interviewegtionsas they emerged during
analysis. Similar items were grouped together,ginen a name that stood as a common

link. The transcribed data was broken down intibssusf meaning (concepts),
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labeled,and critically examined. The coded uniitieaning were compared to other
coded units of meaning, and the concepts were ghgdyrouped together into categories
that encompassed the concepts. As additionavaegagathered, coded concepts
continued to be compared to the existing data ex)ddqtegorized; the categories
constantly underwent modification to incorporatevmeformation and were constantly
examined for coherence and explanatory capacitysiikger, 2005).

The second level of coding in grounded theory assalg axial coding, in which
similar categories formulated by constant comparharing open coding were
conceptually grouped together. Axial coding foclea the conditions that give rise to a
category (Phenomenon). The purpose of axial codagreassembling data that were
fractured during open coding. Categories werdedlto subcategories along the lines of
other properties and dimensions. A category stood phenomenon that was defined as
being significant to the participants. A constammparison method was used, with four
different types of comparisons: (a) comparing aldting subcategories to categories,
(b) comparing categories to new data, (c) layingpoaperties of a category and its
dimensions, and (d) exploring variations in theadatd reconceptualizing the categories
and their relationships. Axial coding categoriesewelated to subcategories to form
some explanation about a phenomenon. The invéstilgeked for repeated patters of
happenings, interactions/actions that represented thiat participant said or did (Strauss
& Corbin, 1998). As with the first example, repmhhappenings, such as
interactions/actions that represent industry drivamniers, were placed in one category to

identify a phenomenon.
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The third and final stage of analysis in groundesbty was the creation of a
substantive theory. This stage began with selednding in which a central or core
category was selected that integrated all othegoaies into “an explanatory whole”
(Strauss & Corbin, 1998, p. 146). The emergin@th&as constantly compared to the
data to ensure that it was grounded in the padtip experiences. It was also compared
to the existing literature to enrich understandhthe explanatory power. The
researcher reduced data from cases into conceptseds of relational statements to
explain the experiences of a Black independentizker. The theory was validated by
comparing it to the raw data to ensure it was gdednn the data.

Validity of Data Gathering Instrument

Validity is one of the strengths of qualitativesearch, and it is based on
determining whether the findings are precise frampoint of view of the researcher, the
participant, or the readers of areport (Creswelifler, 2000). Terms abound in the
gualitative literature speak to this idea, sucdesendability, genuineness, and integrity,
and it is a much-discussed topic (Lincoln &Guba)@0 Concerns about external
validity and the ability to generalize do not appas large within a qualitative research
strategy as they do in a quantitative research dme. key issues in discussions about
guality and rigor of qualitative research may bmmarized by three distinct positions
(Klenke, 2008). The conventional trustworthinesteda of internal validity, external
validity, reliability, and objectivity do not fitvaluation criteria in a naturalistic inquiry
but are similar to truth-value, applicability, c@tency, and neutrality in qualitative
research (Guba&Lincoln, 1985). First, there aralitgative researchers who openly adopt

positivistic criteria for qualitative research. rlexample, Mays and Pope (1995) claim
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that reliability should be a benchmark of qualitatresearch. Others (e.g. Kirk & Miller,
1986) note that “issues of reliability have recdiligtle attention from qualitative
researchers, who have instead focused on achigwiager validity in their work” (p.

42).

The second position calls for the establishmentistinct and separate criteria
from those adopted in quantitative research. kamgple, Morse, Barrett, Mayan, Olson
and Spiers (2002) encouraged qualitative resea¢beesist the urge to adopt the
validity criteria used in quantitative researchstead, they suggest that qualitative
researchers devote their energy to challengingdtien of a universal set of quality
criteria (whether qualitative or quantitative) ratlthan acquiescing to them. Likewise,
reconceptualization of traditional definitions efiability and validity based on the work
of Guba and Lincoln (1989) also reflects this secpaosition. Sandelowski and Barrosa
(2002) argued that the epistemological scope dlitqatise methodologies is too broad to
be represented by a single set of criteria. lnstdeey advocate that qualitative research
should be judged according to aesthetic and rteetiotbnsiderations, pointing out that
the “only site for evaluating studies-whether tlaeg qualitative or quantitative-is the
report itself” (p.8). And finally, the third po&h advocates a complete rejection of all
predetermined quality criteria. A theoretical leson of these divergent positions is
impossible as the core of their ontological episilegical assumptions is so different.

Internal and external validity are criteria usedjtistifying knowledge production
within the positivistic tradition. These criteaae based on an objectivist epistemology
that refers to an objective, knowable reality be/tme human mind and that specifies a

correspondence standard of truth (Salner, 198%)S&ner observed, the correspondence
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criterion of truth implies that “facts are out tee¢o which our ideas and constructs,
measuring tools, and theories must correspond{p. In qualitative research for which
positivist criteria are appropriate, answering goes about quality and rigor is less
likely to be based on clear, unambiguous criteRasitivist criteria such as reliability and
validity may be misleading in qualitative reseaactu therefore have been redefined by
various scholars. Although qualitative researchesing within positivist assumptions
may not necessarily use the teralidity to denote their methods of assessment, they
nonetheless utilize terms parallel to those of ¢tetive research designs (Sparkes,
2001).
Reliability of Data Gathering Instrument and Data Gathering Procedures
In qualitative research, reliability can be lookgzbn as a fit between what the

researcher recordsas data and what actually happéres natural research setting, (i.e. a
degree of exactness and depth of reporting) (BogBeatben, 1992). This is not
anattempt atstandardization; researchers who aagisy a particularsituation may come
up with diverseresults but both sets of findingglmibe consistent. Kvale (1996)
proposes that, in interviewing there may be as nigggimilar versions of the qualitative
data as there are researchers. Denzin and Lift88%) recommend that reliability as
replicability in qualitative research can be death in several ways:

e Constancy (Stability) of observations (whetherrmearcher would have made

the same observations and elucidation if they leghlmbserved at a different

time or place
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e Parallel forms (whether the researcher would haadethe same observations
and interpretations of what had been seen if tla@lyrfoticed other phenomena
during the observation)

e Inter-rater reliability (whether another observettvihe same theoretical
framework and observing the same phenomena wouwikl inade interpretations
in the same way
Studies reported by Cannell and Kahn (1968), irclwthe interview was used,

seemed to indicate that validity was a persistenitlpm. The cause of invalidity is bias,
which they define as a methodical or constant prsipe to make inaccuracies in the
same way, that is, to exaggerate or understatetbeneaning of an attribute (Lansing,
Ginsberg, &Braaten, 1961). In order to minimizesé types of occurrences Creswell
(2009) explains that statistical procedures oalglity subprograms in qualitative
computer software packages can be used to deteth@rlevel of uniformity of coding.
Miles and Huberman (1994) recommend that the ctamiyg of the coding be in
agreement at least 80% of the time for good qual@aeliability.

Oppenheim (1992) suggests several causes of biateimiewing:

Biased sampling (sometimes created by the resgamohadhering to sampling
instructions)

e Poor connection between interviewer and interviewee

e Changes to question working (e.g. in attitudinal &actual questions)

e Poor prompting and biased probing

e Alterations to the sequence of questions

¢ Inconsistent coding of responses
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e Selective or interpreted recording of data/tramsri
e Poor handling of difficult interviews

There is also the issue of leading questions. adliley question is one that makes
assumptions about intervieweegutis words into their moutfise., where the question
influences the answer perhaps illegitimately). @mdontrary,Kvale (1996) makes a case
for leading questions, arguing that they may beesgary in order to obtain information
that the interviewer suspects the interviewee miightvithholding. Leading questions
may be used for reliability checks with what theeimiewee has already said, or may be
deliberately used to elicit particular non-verbahhviors that give an indication of the
sensitivity of the interviewee’s remarks.

To ensure reliability in qualitative research, exaation of trustworthiness is
crucial. Seale (1999), while establishing good tyatudies through reliability and
validity in qualitative research, states that ttrastworthiness of a research report lies at
the heart of issues conventionally discussed adityahnd reliability” (p. 266). When
judging (testing) qualitative work, Strauss ando1(1990) suggest that the ‘usual
canons of ‘good science’...require redefinition idenrto fit the realities of qualitative
research’ (p. 250). In order to ensure reliabilityhis particular study the researcher
plans to utilize Gibbs’ (2007) suggestions for aeimg reliability in when conducting
gualitative research. The recommendations thateilised for the purpose of this study
are as follows: (a) Check records to make surethiggt do not contain noticeable
mistakes during transcription,(b) Make sure thatéhsn’t any change in the definition
of codes, a shift in the meaning of the codes duttie process of coding. This can be

accomplished by constantly comparing data withcthaes and by writing memos
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aboutthe codes and their meaning, and(c) Croskauetes developed by researchers by
comparing results that are independently derived.

In addition, the researcher utilized inter-codgte@ment in order to further ensure
reliability. This method is also known as crosgaking (Creswell, 2009). Ultimately the
research for this study will reach an agreemeng¢das whether two coders agreed on
codes used for the same passages in the texteRietesthat the coders did not code the
same passages of text. However, this was utitaedcertain whether another coder
would code it the same way, or with a similar code.

Summary

Chapter 3 begins with reintroducing the purposegoals of the study. The
restatement of the research question lends its@tféormation that includes an outline of
the proposed data selection process, and defirofitime analysis unit of the proposed
research design. The section included discussiajuahtative research and grounded
theory. The plan highlighted the advantages amadgesntages of utilizing these research
methodologies, leading to the overall proposal g@ialitative analysis design for the
current study. Ethical considerations like thet@pcton of human subjects were
discussed in order to address ethical concerngmpbtance with IRB standards, which
was were also discussed. The process of datactollevas identified, outlined, and
detailed to include both semi-structured interviemd survey data collection. Validity
and reliability discussed and outlined how the efseoders would be demonstrated. The
researcher role was defined and researcher biaswtiased in order to add to the
agreement of validity of the study. Lastly, in-depiterviews provided valuable

information about the population studied and adddtie current state of knowledge.
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Chapter 4: Data Analysis and Findings

The purpose of this study was to examine the mmtina of Black independent
filmmakers regarding depictions and images of pessaif African Ancestry in the media.
Grounded theory was used to develop an understguaditneir flmmaking process and
motivations behind the images depicted in the filmjects. The use of grounded theory
allowed for the emergence of a core category whias: industry driven barriers.
Among the 16 participants, each of them identiisdaBlack or African American
independent filmmaker. The results from the datysis from the 16 interviews
produced a substantive theory about the processmking an independent Black film
with interactions, actions, and practices withia tore category that was previously
identified.
Demographic Data

The demographics of the flmmakers that were inésved included both male
and female participants. The researcher intendeaviotal of nine males and seven
females. The ages ranged from 31-60 years oltlofAhe participants identify as
African American. The number of years as a filmeralanged from 1-30 years. Twelve
percent of the participants reside on the East (Guolaite the remaining 88% of the
sample reside on the West Coast. All of the filrkera identified as one or more of the
following filmmaking positions: Director, Producekctor, Cinematographer, Writer
and/or Editor. Each of the filmmakers have congulair released a minimum of one

film project.
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The Core Category: Strategies, Conditions, Consegunees and Intervening
Conditions

Stauss and Corbin (1990) prescribe the types efjoaies identified around the
core phenomenon. They consist of causal condi{hgh factors cause the core
phenomenon), strategies (actions taken in respgortbe core phenomenon), contextual
and intervening conditions (broad and specificatitinal factors that influence the
strategies), and consequences (outcomes from thergjrategies). These categories
relate to and surround the core phenomenon inuahMmodel called the axial coding
paradigm. The final step is selective coding, lmck the researcher takes the model and
develops propositions (or hypotheses) that intateghe categories in the model or
assemble a story that describes the interrelatipradlcategories in the model.

The core category that emerged in this studyctdteintervening conditions and
consequences within the realm of independent filkinga The category ahdustry
driving barriersemerged consistently through my interviews. Witiese intervening
conditions, filmmakers who were participants hdtedent actions, interactions,
consequences, strategies, and situational fadtatsitey have experienced. In this
intervening condition oindustry driven barriersfiimmakers did everything and
anything to overcome the barriers that existed taaditional independent filmmaker and
secondly, as an African American filmmaker.

There were various stages in the intervening ¢mmd ofindustry driving
barriers,and it was not linear in any way. Participantskepof ways and choices they
had to make in order to overcome industry drivemié&a as a Black independent

filmmaker. Industry driven barriersvere composed of causal conditions, intervening
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conditions, strategies, and consequences withomastage process. Stages that emerged
from the data include:

1. Marketing

2. Distribution

3. Financing/Money

4. Artistic Expression
Figure 2 is a graphical representation of the 8tages oindustry driven barriers.
This intervening condition presents itself duriragious stages of the filmmaking process
ranging from the creation of a project, determinsogirces for financial backing,
distribution, and finding an audience to marketghgect to. The consequences of this
condition present themselves as outcomes from uBangtrategies that the filmmaker
has prescribed for each of the previously menticareds. More specifically the
consequences for the filmmakers involve the comiakesaccess of their film and the

audience perceptions towards their films.
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Figure 2.Core categories: Industry driven barriers
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Open Coding of the Interviews and Finding Core Pheomenon

By using an inductive, grounded theory approach résearcher identified themes
that arose from the responses that the filmmakars during the interviews. Within the
section below the researcher outlined the thenmasetherged from the core
phenomenon. The themes or codes emerged througimaitsis of each of the 16
interviews that were completed. The themes wegstified through the practice of open
coding and this helps to identify major categotiest support core phenomena. Each
section analyzes the themes that arose after dwajube responses of each filmmaker
for each question. Figure 3 is an illustrationihedf themes that arose during the open
coding process. In addition, the types of categowere defined for each question. As
previously mentioned, the types of categories ifledtaround the core phenomenon are
as follows: causal conditions, strategies, inteivgiconditions, and consequences.

For the purpose of this study each of the intereiesvhas been assigned a number
to protect their identity. The researcher hasaetéd quotes from each of their
interviews and referred to the participant by theéntifying number when referencing
guotations. As identified in Figure 1 in Chaptes8me of the interview questions
overlap with regard to their relationship to the@sated research question. Therefore
the interview questions will appear out of sequentkis method was used in efforts to
provide answers to the actual research questi@swire posed in the study. The
interview questions are reported under the firseagch question that it is reported to
respond to. For example, interview question 1liapb research questions 1, 4 and 5.
Therefore in the section below in response to éisearch question the researcher only

lists the answers once under the first reporteshigw questions that it relates to.



92

Thusin the example given, interview question 1 willy be listed under the subject
heading for research question 1 and will not ba& s&min or duplicated as responses to
research questions 4 and 5. The researcher dsmted which interview question falls
under which research question within the introcarcto the interview responses as well.
Each of the major categories that were identifeealicized underneath each of
the interview questions. An illustration of theeemes found during open coding can be
found in Figure 3. The quotes are used to sugpuattillustrate the themes that emerged
during the interviews. After the completion of thygen coding the researcher identified
one open category to focus on called the core phenon. The core phenomenon that

was identified isindustry driven barriers.

P&A
Industry
driven
barriers
Resources Role
Models
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Figure 3 lllustration of open coding themes.
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Research Question 1: Does the Filmmaker Use Theiilfs To Educate or Just
Entertain?

Question 1: Do you intentionally avoid stereotypickdepictions in your film
projects? This interview question answers each of the follgaresearch questions: 1, 4
and 5. Each of the filmmakers responded to thestion either in the affirmative or the
negative. Most of the flmmakers then went onxpaind on their answers and provide
the logic behind them. The responses yielded teehwa fell under the category of
consequences that show outcomes from using steategiluding the following: a
deliberate effort to avoid stereotypical depictiofifie themes that emerged from this
ideal are as follows: realistic depictions andestéypes are relative

Realistic depictiong&ilmmaker 14 stated that “early in my career | \&hsaid to
write the truth of characters because | thought theuld be seen as stereotypes. But as |
matured as a producer | give myself the freedojudbwrite the truth of the character.”
Filmmaker 9 states that they “cannot perpetuateanee stereotypical buffoonery and
kind of behavior that's been perpetuated througleméma here in America.” More
specifically the filmmakers feel that this is anpontant practice because they essentially
want to portray what they see in their everydagdiv This is not to say that stereotypical
images do not exist in reality; however it is tg Haat this is not the norm or the only
way that the Black culture can be defined. Filmarak6 supports this notion when they
say that “there can be some characters that aeosgpical just to represent that reality
that there are some stereotypical African Americafkdimmaker 6 indicated that this is

a necessary practice because “someone has to pr@wdlance.” Filmmaker 4 indicated
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that they are “trying to capture people in red tiiey aren’t stereotypical...they’re all
unique in some way.”

Filmmaker 5 explains that “the thing about sterpegyis that it's often used to the
filmmakers advantage.” More specifically the filrakers feel as though stereotypes can
be used to appeal to the senses of the audienloem&ker 5 goes on to say that “you
know that due to implicit bias of the audience...thetomes a hook by which you lull
the audience into a false sense of understandimghwiou take apart over time.”
Filmmaker 1 indicated that they “would not be opgmb$o using stereotypical subject
matter if it leads to an honest interpretationhaf tharacter, role, or film.” They went on
to say that they would “never take on a project thaposely perpetuates many of the
negative stereotypes and images of African Amerdataracters.” Filmmaker 16
indicated that they “intentionally look to craftree type of image or model of a figure
that is more dynamic, progressive, kind of unpredile, and outside the mold of a
stereotypical image.” The same filmmaker went@msay that they are looking to be
“non-dogmatic and broad, not just locked into tHeodentric perspective.”

Stereotypes are relativi@lmmaker 2 took the standpoint that “stereotypical
depictions are all relative.” They went on to #sagt if they don’t view something as
stereotypical they could easily avoid it or incldde In addition, filmmaker 2 feels that
it's all “dependent upon my upbringing, my defioitias a Black man, my sensibilities,
what | like to see and what | don't like to se@his statement indicates that what's
considered to be stereotypical will depend upontwba see in your daily life. Itis
possible that one characteristic that may be seateaeotypical to some may not appear

that way to another group. Even though the comiitgreanongst the viewer may be
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that they both identify as African American, thegaption of the image that’s being
presented may differ.

DiversitySome of the flmmakers were more specific as to tieyintentionally
avoid stereotypical images. They may feel that #pproach is overdone and that some
new and fresh images need to be seen with regdthti characters. Filmmaker 10
believes that “we don’t need to perpetuate the eganagery that those [stereotypical]
characters presented back then, now.” For exarkplemaker 18 feels that “there are
too many films out there that are not made by Afmiédmericans that depict us in a
negative way.” This filmmaker went on to say thdtdt of the characters in their films
“have been upstanding characters.” Filmmaker Tagxgthat one of the reasons they
got into filmmaking was to have a “way to controlhave some sort of input on the
projects” that they are dealing with and also tavé a voice in the process.”

Question 2: Are you making an attempt to create neyositive stereotypes
about africanamericans in your films?This interview question answers each of the
following research questions: 1, 4 and 5. Eaclineffimmakers responded either in the
affirmative or the negative. Following their resge they each went on to elaborate as to
why they felt that this was the case. The ove@tisensus was that each filmmaker is
looking to make a truthful depiction of what theesn the Black culture. The common
threads that emerged from these interviews dedit tive desire to create more positive
images, illustrate and/or create role models, depare developed characters, exhibit a
sense of social responsibility to the view andabemunity that they are depicting, and
lastly make sure that the depictions in their fikexbibit real or normal qualities. The

responses yielded themes that fall under the catefa@onsequences that show
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outcomes from using these strategies. More spadlifithe theme that emerged was to
be a realistic storyteller. The components thapstpthis theme core phenomenon are as
following: telling realistic stories well developetiaracters, role models, and diversity.

Telling realistic storiesFilmmaker 10 explains that they aren’t trying tecreate
the wheel” but they are “trying to depict Africanm&ricans in a normal light (e.qg.
architects, doctors, lawyers, psychologists, edusat Filmmaker 6 says that they are
“making an attempt to tell realistic stories...| jugint to show what happens in everyday
ordinary life.” Filmmaker 8 explains that it's tgaimportant that we “advance our
depictions of African Americans. Biggest problefint is that there is often a divide
between what is truthful and what is commercidilmmaker 4 indicates that they are
“not making an attempt to depict positive examplesause | do not think that positive
examples are the most productive.” They went ogatothat “If it's truthful it's
productive. That's my main goal, to release asmtuath as | see it.”

Well-developed character§ilmmaker 11 explains that they “look to bring more
human expression as opposed to a limited expressithe Black characters” that they
develop. Filmmaker 18 explains that they “mak&les to make positive
characters...there’s a lot of images out there thattaeally equate with what we really
do” so that’s what they strive for. However filmkea 17 describes that it's “not the only
mandate or requirement for me getting involved picaure.” Filmmaker 1 explains that
they are “looking to avoid films that promote stagges in future work. This is a big
goal moving forward. We need to produce more fithet kill negative stereotypes.”
Filmmaker 5 supports this when they say “that wainare of the lack of certain images

when we make a film. So our goal is to complicagedepiction of African American
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people of color but if I'm saying I'm making a ptige image, I'm really making a
mediocre film because if I'm avoiding an image.. alte limit the kind of film that | can
make.”

Role modelsFilmmaker 2 explains that they are “making an agieta provide
positive role models and influences.” Filmmakerekplains that they “tend to work on
projects that are more uplifting or on things wenw@® see. For me | would like to see
more positive images or things that depict us leter light.” Flmmaker 8 also
mentions that “less than positive stereotypes t@sdilms that might be commercial or
more easily produced, it's much more challengingresent truthful depictions of
African Americans....rather than trying to create stimng that will be profitable.”
Filmmaker 7 explains that they are a parent anttkigamore involved that they get into
filmmaking they “have a greater responsibility tbat | put out into the world.”

Diversity. Filmmaker 5 explains that “the reality is that A&n Americans are so
limited in their depiction that almost any imageasitive.” They go on to examine
whether “there is a balance of one image whichaallgou to responsibly display another
image without the whole world believing that trsghe only image that exists.”
Filmmaker 16 describes that “acknowledging thatestg/pical characters do exist” and
that “it’s just where’s our lateral flexibility tomove beyond that as we are.”

Question 3: Do you consider the perceptions that meblacks may formulate
after watching your film? This interview question answers each of the follayvi
research questions: 1, 4 and 5.The filmmakers regabto this question either in the
affirmative or negative. Thereafter most of therogeeded to elaborate as to why they

were responding in that fashion. The responsddedehemes that fall under the
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category of consequences that show outcomes frong tiese strategies. The themes
that emerged from the responses are as follow§taiity versus social responsibility.
The common threads that emerged throughout thgsasalf these interviews involved

ideals of changing Black representations in filnd aammercial viability.

Commercial viability.Filmmaker 6 puts it in simple terms by saying thig$ no
different from White filmmakers making a film faneir audience.” Filmmaker 2
explains that they do consider others’ opinionsifithe “standpoint that | realize as a
people we tend to rely on the media for our rei@atimderstanding of other races.”
Filmmaker 5 explains that when they make a filmythet only “think about what Black
people think but also what White people think, fgners think, Latinos think...I'm
beyond the duality of Black and White. Becausert'imake a film for the world, |
make a film for the world that I live in.”

Filmmaker 12 says that they do consider the viemigsaf non-Black audiences
because “it's a business and you want to be alpeaduce a film that’s going to
transcend because you want to tell a story. Thet\syou try to be as least stereotypical
as you can. If it's a human story that othersteela then we would probably view it
from the point of it just being more commercialigble.” Filmmaker 7 says that they
now consider the perceptions of others becausewimpmore about the distribution end
of it and hearing how executives who make decismndistribution and how they
think.”

Changing perceptionsFilmmaker 1 explains that “sometimes you have &pke
your films honest regardless of the perceptionsdtigers have prior to watching the

film. It's impossible to approach filmmaking trgrto avoid all misperceptions. People
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are going to have their perceptions, stereotypesoginions regardless. However, film
is a medium in which we can potentially change ¢hpsrceptions, stereotypes and
opinions.” Filmmaker 20 actively does this by faating “discussions with the audience
to see where they change their views or mine #feescreenings happen.” Filmmaker
16 explains that “for other groups to view us hthit's important for us to move the
narrow categorization because that's what strusttive mind, your categories” and that's
what shapes the viewpoints for “the rest of thdogld

Filmmaker 4 does not consider others’ percepti@tabse typically they are
“moving from my own observations and perceptiohgol think about what other
people will think of that the more mottled the ideand the characters become.”
Filmmaker 11 explains that the projects that theycairrently working on “are strong
projects and they either carry a universal them@icharacters are great characters and
race to me is not necessarily the highest pridrifilmmaker 4 states that they “have
never really had to think that way because | trgnike mainstream films. Even though
they're African American casts | try to stay wittihre mainstream guidelines.”
Filmmaker 9 doesn’t consider the perceptions ofBtatk audiences and says that they
are more interested in “how the mainstream puldeepts the truth. Although there are
some commercial elements and formulas that areseapgethat has to be in those films
for them to be successful.”

Question 4: Do you use your films to educate or jaentertain? This interview
guestion answers each of the following researcistopres: 1, 4 and 5. Each of the
filmmakers gave responses that indicate that titegreused their films to educate,

entertain or to do both (edutainment). Additionalbme of the filmmakers indicated that
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they desired to plant seeds for future thoughheirtaudience members. The responses
yielded themes that fall under the category of egaences that show outcomes from
using strategies. The theme that emerged is: iediogat which is a combination of
education and entertainment.

Educate or entertainMore specifically, filmmaker 2 explained that “iby’'re
going in to just be entertained you still may haw&ubliminal message that may be
planted then and it may not sprout until later mtife. You may reflect on it when you
watch the movie 10 years from now but it's therEifmmaker 1 explains that it is their
“goal to usually entertain and evoke emotion iniandes.” Filmmaker 7 explains that
when they first started “it was all about entemtaémt and making people laugh or feel
some sort of emotion. But now it's about beingiaihcresponsible. Education is an
underlying theme within everything that | do nowifmmaker 9 believes that we do not
have the “luxury of just continuing to entertairdanake the mainstream laugh at us.”
They go on to say that this is “one of the problewith getting films made that are of a
serious subject matter if you're an African Amenghecause they’re not accustomed to
us dealing with very complex and serious issues.”

“Edutainment.” Filmmaker 2 explains that they use their films ¢dlticate,
entertain, and inform.” They also added that tlgftouarious issues presented in their
films, they can “easily educate and inform buth&t $ame time we use a guise of
entertainment to draw in the audience that normadlyldn’t see it.” Filmmaker 6
explains that “education shouldn’t translate indoitog, it can be just as exciting if you
know how to titillate with the message that yowsending. This is show business so we

have to know how to do both effectively becausaakes for a great movie.” Filmmaker
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4 explains that they just try to “illuminate certahings and maybe show
underrepresented characters or underrepresentegs thiFilmmaker 17 chooses to do
both, however, they “think that it is dangerouptm the education first...If you're too
heavy handed then you defeat even the purposgdhdiave for yourself to educate.
You don’t have to have them teaching per se, hilnely feel edified by having watched a
story where Black people are central there is @tteto that.” Filmmaker 11 explained
that there is project that they are currently wogkon that has a historical context. More
specifically “the project is based on a book thatready in schools but with the
development of the film we’ve brought in an educatcactually write a syllabus to go
along with the film and develop a workbook comparfior the film.” Filmmaker 8 says
that they use their films to do both. They go @mention that this is “important because
people go to the movies to be entertained but at@ywant to learn something. Nobody
really wants to sit in the dark for an hour...and camne away wiser than they were
before.” Filmmaker 14 states that they like toddwoth and that they go “hand in hand.
By entertaining for me its not always laughing, mexy or buffoonery. Its having a true
emotional response to some universal theme. That'definition of entertaining...that
is makes you feel something.”

Question 9: What obligation, if any, does the Blackilimmaker have to the
Black community? This interview question answers the following reshajuestions: 1
and 4. Each of the filmmakers responded to thiste with thoughts that either the
Black filmmaker did or did not have an obligati@nthe Black community. Therefore
the T'theme that arose from this interview questiomig bf: Social Responsibility. The

guotes below illustrate each filmmaker’s stancwasghether they feel there is an actual
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obligation or if this is something that the filmnelkshould not have to consider. This
section also yielded codes that deal with positivages and accurate depictions. The
responses yielded themes that fall under the cateda@onsequences that show
outcomes from using these strategies.

Social responsibilityFilmmaker 9 believes that “we are the modern dagtgof
our culture. We are the keepers of the recor@dmrculture.” Filmmaker 8 explains that
“the word obligation implies that as a Black filmkea you are somehow responsible for
not only uplifting the race but satisfying the rase empowering or making the Black
community happy. That's not necessarily the jolmindependent flmmaker. There’s
always the question of ‘if I'm making a film abadtie Black community or about
something dealing with Black history of a Black nadive’ | am somewhat responsible
for the content because | am inherently represgnhia race.” Filmmaker 17 feels that
there is a tremendous obligation. They went asatpthat “if you're going to make
movies where you clearly have Black charactersné stories and interests in your
movie then you owe it to the community that birthledse themes and stories to be
responsible.” Filmmaker 6 says that “if they axpexting support from the Black
community, if they have been raised by the Blaakiemunity, if they are related to Black
people they have every responsibility not to endsstheir audience.” Filmmaker 5
explains that “they have an obligation to themseked if I'm going to make an image
of Step and Fetchit I'm going to have to live witland my children are going to have to
live with it. | have to determine within my ownluas what’s important. Who makes the
decision as to what's acceptable in the Black comityiwr not? | really think that if the

filmmaker makes a commitment to complicated charadhat overcome obstacles and is
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aware of issues of race and class they'll do rghthe Black community or any other
community. | think that there are some universathis and if | should decide that | want
to be cognizant of how my film impacts the Blackmsounity | have that right or not.”
Filmmaker 4 explains that “if you are aware of agrtissues that are happening within
this close circle then as an artist you have thvegpdo project them into the larger circle
and to get them into the public sphere.”

Filmmaker 11 says that they do not think thatfttmemaker has an obligation to
their people. However “there’s an obligation fiimimakers to be a part of the top heavy
decision making process and not just the cast @dymtion crew. | think it's important
for the Black filmmakers to be in those executivesipons so that they can make
decisions that affect the overall project.”

Positive imagesFilmmaker 10 says that they think “the obligatiortiie Black
community is to perpetuate positive imagery for just the demographic that you're
programming to, but for everyone in the communitg.kéep the images positive. We
don’t need to see the ‘Corner’ anymore.” Filmmak@&rexplains that they think that “we
owe the audience positive images. Not every fdrgaing to have that and you’re going
to have some negative things in films, that justgwith it. | think that we need to see
more African American people doing things in antapding way as opposed to the
negative. Why can’'t we be the lawyers, doctorg, Rresidents in the films? We have an
African American President but we’re still seeifpws that are portraying the President
as Caucasian.” Filmmaker 20 asserts that they t'teashow people in complicated or in
complex terms. There shouldn’t just be a simuligiewpoint of a male, a hustler, or

something like that who'’s always trying to get osarwomen.”
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Accurate depictionsFilmmaker 17 asserts that this “doesn’t mean tbatgan’t
have negative depictions or sad stories but | thuak you make stories for that audience.
Especially since that audience collectively, arfteotimes, are responsible for
generating those themes and characters. To maesstor them without consciously
considering ‘What am | putting out there?’ If iBsnegative story is there a
counterbalance? Am | being reckless? Am | bemogstereotypical? Those are the
kinds of things that | think you need to be resjiaegor to consider.” Filmmaker 12
says that we “do hold a level of responsibility lug can’'t be so sensitive about it... ‘oh
don’t do that’ or ‘we don’t want to show ourselvaghat light.” But if that's your reality
and there’s some truth and beauty in that reafityas long as its shows with taste and
integrity...” Filmmaker 2 explains that “there amnse Black filmmakers that don't truly
understand the Black community. There are othexsuhderstand it but can’t accurately
depict it. So the only obligation you have is ®thue to yourself. If you're completely
true to yourself then you won't try to tell a stahat you don't fully understand.” They
also went on to say that “it's your obligation to tthe research and to get viable
resources from that community so that you're ng@icteng inaccuracies and using the
guise of you being a Black person. Truthfully, smme on the outside looking in can’t
tell the difference so they’re counting on you &mdle it accurately and that could easily
turn into a falsehood.” Filmmaker 4 points out tthere are things happening in the
Black community that aren’t being spoken of in pcilor only being spoken of in very
close circles. | do think there is a responsipéis a Black flmmaker, if they are aware,

of those things. Because there are some Blacknf@dkers who aren’t aware of those
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things and who are either willfully or blissfullgnorant of those things and you can’t
expect those people to take on the responsibilispeaking on them.”

Question 11: If you could eliminate one stereotypal character from film
history, which one would it be and why?This interview question answers the following
research question: 1. Each of the flmmakers redpono this question with a specific
character or negative stereotype that they fealldhae eliminated or should have never
existed. This is due to the fact that the charaotey have caused some level of damage
to the Black culture in film media. The first therthat emerged after coding is:
Archetypes. This term can be defined as a veng&ygxample of a certain person or
thing. The codes that delineate the designatedsafellows: the Mammie, Uncle Tom,
Jezebel, and the Sambo. The second theme that esiregitgr coding is: character
development. More specifically the codes indi¢htd flmmakers had a desire to
complicate characters instead of eliminate themnffiim history. The second code under
this section is: historical acceptance. This deatls the notion that the filmmaker
believes that all characters have some sort obestl value that stems from negative or
positive depictions. The responses yielded themmasfall under the category of
consequences that show outcomes from using thedegses.

Mammie.Filmmaker 14 explains that “the mammie charactéifises. Not as a
knock to any of these actresses but it feels agtinthe Academy of motion picture arts
and sciences has long embraced a specific bodyatygpeharacter that they feel safe
with.” Filmmaker 18 would eliminate “films lik&he Help We're raising their kids but
we’re not good enough to go to the toilet. | wogide them a little props for showing

that there were African Americans raising thesedaaian people’s children but at the
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same time why do we constantly have to see us apeom?” Filmmaker 8 would also
eliminate the mammie or maid figure. They go osdg that “even though historically
Blacks and the underclass in general, have beguliservient roles its unfortunate that
people have come to see that image and expeqiebate of color should be second
class and should serve others. These are depaticcharacters that not only resonate
but reflect class and divisions of race in our stci Filmmaker 4 states that they too
would eliminate the “happy to suffer in this lifedause there’s glory in the next life
African American Saint. Which is normally playeg & woman, usually a maid. | do
think that that character in particular has propddden the most detrimental to African
American depictions in films and the perceptiorthyy populous that consumes certain
types of media. | don’'t see anything productivéhiat character because it doesn’t give
rise to action. Its such a passive depiction gbady’s experience, in particular our
experience, and what it does is present the statoisvith the notion that there will be
rewards in the by and by.”

Uncle Tom.Filmmaker 1 says that if given the choice they wioeliminate “the
Black guy that only dates White girls. | also jedd of seeing educated Black women in
roles that only date White men. Hollywood refuseshowcase a positive, educated
Black couple. We usually see Black men with a Hisp or Caucasian woman in
cinema.” Filmmaker 17 states that the most “dedge character in theatres right now is
the role that Sam Jackson playediango. For the record, | liked that movie a lot.
However the character was a ‘house nigga’ and lsjugt a despicable character.”

Filmmaker 6 says that they would eliminate the pleds, hapless Black male character
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typically portrayed as a big hearted ignoramus tiegids to be saved by a White
character.”

JezebeFilmmaker 11 says that they would eliminate “Ha&lerry for her
character ilMonster’s Ball | feel like it fulfilled every man’s fantasy bfving Halle
Berry. It's like the White male savior who has s@ih this Black woman and it’s
supposed to be a feel good story.” Filmmaker 3@ #saat they would eliminate ‘the
video vixen.” The sexually promiscuous Black womawuld be more of the stereotype.
| think that Black women are more than that.”

Sambo.Filmmaker 2 would eliminate this character becafs&ow hurtful it
was. All of the Blackface characters of the e2@ century. Our people and the
country were going through so much to be depiatatiat way. It was used to oppress
Black people and stereotype them and put themamm@tegory and keep them separate.”

Complicate instead of eliminaté&ilmmaker 5 indicates that they “don’t want to
eliminate, | want to complicate. The problem i$ tihat step and fetchit was negative,
it's just that he was the sole representationattime.” Filmmaker 16 explains that “it's
just the imbalance. The character doesn’t nedée teliminated, they could be portrayed.
Where is the array of heroic figures and the potgplt blend of this hero villain
layering of our human make up? The character tejpemeeds to be expanded, that's
the issue.”

Historical acceptanceFilmmaker 7 believes that stereotypical characegsall
a part of history whether we like it or not. Inkithere’s a message or a lesson in all of
that stuff. | don’t think that in this day and gaeople will come out and make stuff like

that now. | think to have historic characters likat informs our choices for now and |
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do believe that when people know better they'd eliben. | think it all teaches people
something in the end so | don’t think | would elivate anything.”

Question 14: How important is it that every facetm the Black community is
captured in film? This interview question answers the following reskajuestion: 1.
Each of the filmmakers responded to this inquiatisg that they felt that this was an
important or unimportant component for Black filmkimay. The themes that emerged
from the response were that of character diversitye concepts that were most
frequently mentioned within this phenomenon deatl whe following: diversity, the
African Diaspora and building the Black self-imaggne responses yielded themes that
fall under the category of consequences that shdaeomes from using these strategies.

Diversity.Filmmaker 20 states that they think “there’s a vehather spectrum of
Black life that doesn’t get depicted, that we neelring into play. It's important to
include communities that haven’t had the opporfutdtbe revealed to audiences.”
Filmmaker 16 says that “it would be important tpttaie the greater number of facets in
relationships and power dynamics figures and moahts deal with political, cultural,
philosophy, spirituality, and male/female relatibipsmodels.”

Filmmaker 8 points out that there has been at Id@syears of Black indie
cinema and we haven't really made enough stridearh equality to be able to have all
of the aspects of our lives link, with say WhiteEaropean themes, morals or values that
are exhibited. Ultimately it's important but weeait there yet. What's important is
really that we’re trying to get there and that weeirying to depict these things and move
beyond what is expected to be commercial. A latlements that are shown in

independent film are not considered to be commileacid therefore they won't get as
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much exposure. | think we are definitely makingdgts towards equality in that way.”
Filmmaker 7 says that what they would really likesee is “not really a Black thing or a
White thing, but | would like to see the humanighind the stories that are told and |
think that’s the thing that will give our storieone mass appeal. How can you connect
with everyone?”

Filmmaker 5 feels that it's important to captureymag facets of the Black culture
in films. More specifically they say “the more cpincated the better. The more varied
the images...I want Black superheroes and villainsfrpen and doctors. Diversity
works for me.” Filmmaker 17 explains that “you’get to be considerate as to whether
there’s another image to balance the potentialfjahee or tragic story that you want to
tell. We just need more product and more divetgees out there.” Filmmaker 11 says
that they “think that there is the idea that Bldgkerican life is somehow the same
across the board and it is not. | think that nmi® of perceptions and perspectives, Black
folks and how we live and what we do is more digastimes than we maybe allow to
be expressed. If your relationships with Blackgleare limited through how you may
see them through your work interaction, if you haedrue personal relationship, what
can your perspective be other than what you expaxbe? It's very important to show
all aspects because you're taking it out of thesetgd norm.”

Filmmaker 9 says that they think that “Spike hagagk said that we can't tell our
whole 100 million year history on the planet in dih@. It's important that all films
cover an aspect of it. Most of our films have tgebe untold, it's an untapped reservoir
of stories, an array of just fascinating heroesr@heould just spend the rest of my

career doing biographies and we wouldn’t even tdbelsurface. It's important that we
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have a variety of films and not just have one kide need these films to make up the
totality of our cinematic diet.”

African Diaspora.Filmmaker 12 explains that “the African Diaspora lug in
other parts of the world. Wouldn't it be interasfito understand our roles as Black from
African or from other Islands who have gone oveEtwope, Paris, and London, and tell
those stories? We talk about how Black films dbtremscend as well as other films
over to Europe, but it would be interesting to Bé&ck films that actually have been
done overseas and coming back to the U.S. Notisniymportant for us to make films
that Blacks can see in Africa, Brazil, or South Aire, we also need to be more open to
see films that come from Africa. Just like we teestars here we should be aware of the
Black stars in other countries.”

Building the Black self-imageFilmmaker 4 states that it's important to capture
our experience in every variation and shape tlete most accurately preserve a
document of our experience at this time. It's im@ot if you're a young kid growing up
that you are presented with the full range of elgperes. When | watchJames Bond
film 1 think “ah there’s some White kid somewheraléhe gets to watchames Bond,
Batman, Die Hard, 12 Angry Men” this whole spectrum of experiences. There is
always this White male character in the film whaildabe the good or bad guy,
romantic....all of these different ranges and reitetd of himself and he’s sort of
building his personality. Now if you're a Blackdkgrowing up the same way you’re not
seeing that full spectrum of characters on theescog on the television so your idea of

what'’s possible is much smaller.”
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Question 16: Is it your intent to change the portrgal of Black characters?

This interview question answers the following resbajuestions: 1, 4 and 5. Each
filmmaker responded to this question either indfigmative or the negative. Most of
them went on to provide explanations as to why fie#ythis way. The main theme that
emerged from the responses is: Character develdprii&ée themes that emerged from
this section deal with the desire to complicatecBleharacters, and the motivation to
show realistic portrayals. The responses yieltledhes that fall under the category of
consequences that show outcomes from using thedegges.

Complicating Black charactergrilmmaker 5 states that their intent is to
“complicate and to add to the mosaic. That's tdiaal step.” Filmmaker 7 says that
this is why they got into flmmaking. It was “becse | did not like what | was seeing.”
Filmmaker 17 explains that it's their intention ‘dagment the portrayal of Black
characters. My goal is not even to change sontieeo$tereotypes out there because it's
true and real. It's my goal to broaden the aperaurd show that there’s a lot more going
on in our community.” Filmmaker 4 says that thepri't want to eradicate the current
depictions of Black characters. 1 just think ttiegre’s a much wider spectrum and we
need to fill them all. 1 do want to change thealiby of the depiction of Black
characters.”

Realistic portrayalsFilmmaker 6 explains that “it's my intent to presémem
realistically. It's my intent to introduce chararg that are rarely seen here in the U.S. |
think that it's up to the people who know the crdtbetter than anyone else to move
forward with that.” Filmmaker 18 points out thate€’ve invented too many things.

We've strived for quality as independents and wedrte be cognizant of the things that
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we do and say as filmmakers. Once it's out th&esegut there.” Filmmaker 10 explains
that their “intent is not to change. It's to cee@bsitive images that African Americans
can represent and be proud of, when they see tieasmn the screen.” Filmmaker 11
explains that “it's about fully developed charastelt’s about allowing the lens to see
more subjects. It's important to me with the inmagof Black people in general that the
projects and the stories are full and wholly depetband the typical characterizations
that we are used to seeing.” Filmmaker 16 says‘thgbur commitment is to bring
something that has contributed to the communitytaedctharacters that have realness
then that's great. That's where | think that conmeint is and that whole crusade
(making a film) will be involved in that. Transfoing the state of what we see for Black
figures.”

Filmmaker 2 says that this is their indirect golls their “intent to make great,
memorable films in that I'll have characters thath relate to, be intrigued by, disgusted
with. Sometimes you make stories that aren’t trite .entertainment. True role models
should be in the home, or neighbors, or professirsan’t be to look at a character that's
made up for motivation.”

Question 17: How much Black history if any do youry to put in your films? This interview questic
responses to this inquiry was the flmmakers’ mation to include historical notes or

components in their films. The themes that emefged this section are as follows:

historical awareness and the inclusion of histarly avhen apropos. The responses

yielded themes that fall under the category of egaences that show outcomes from

using these strategies.
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Historical awareness and importandélmmaker 6 states that “any image that
endures is Black history. | don’t have to writscaipt about someone who is long gone
for the film to have historical significance. Irk that if it has a message that resonates,
that’s historical as well.” Filmmaker 16 statstthigey “try to put it in as much context as
possible because African American life without aontext of history with the
experiences we’ve had with things being eraseditediimarginalized, etc. In context it
would help with any portrayal of any figure.” Finaker 18 states that “people need to
be aware of what we’ve done and strived for intuatory because the history books are
not saying it.” “Filmmaker 17 says that “it's n@ally a consideration. It's going to
show up. If you're telling Black stories with Blatolks in them they have been raised
on the same stories | have.” Filmmaker 9 says“thdepends on the story. In
everything that we do | don’t think that you cah #&estory outside of the historical
context and background from which we have comeer&h history throughout every
story that I've attempted to tell thus far.” Filraker 5 states that their “characters are
almost always Black and what we’re trying to doharacter development so there’s
always history.”

Appropriate historical inclusionFilmmaker 10 says that they “don’t put Black
history in my films unless the film calls for itt if doesn’t call for it then | don’t touch
it.” Filmmaker 18 explains that “if you can geintthe film and it makes sense that's
great. | don’t think it's a necessity to have Bldustory in every film. It depends on
where the project is going and what you're reallwsg for in your story.” Filmmaker 7
explains that they “try not to make things a BladKjite issue. | just try to focus on the

person in the film.” Filmmaker 16 says that tHefthat they did “intended to go
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universal with it. When | did my theatrical drafivas coproducing it with a White
filmmaker and his sensibilities, and we were attengpto go in a universal direction
even though it started from an Afrocentric viewgdirFilmmaker 17 explains that they
are “working on something right now that has adohistory to it, but that’s just a
function of the story. We're not injecting thatitto teach anyone about anything.”

Filmmaker 8 states that “Black history is very imaat so | try to put in as much
as | can. | try to inform all of my projects witls much Black history as possible to
contextualize the contemporary issues and to stwolmow far we’ve gone and how far
we have yet to go to achieve equal representatiemema.” Filmmaker 20 says that
they try to put Black history in their films as ntuas possible. They go on to say that
they would be “very happy if | could make histofioarratives for the rest of my life.
But unfortunately there isn’t a lot of funding te Bble to do that. There’s a prejudice in
terms of financing that goes towards feature filrkimg. | think that there are so many
stories that have not been told, and have yet toldeso that we could continue to make
those types of films for a very long time. In myrofilmmaking practice | often will go
back to historical subject matter, but then | matidnalize certain elements to be able to
tell the story.”

Filmmaker 4 says that “thinking of the audienceyInot to make those
depictions overt. It's much more digestible if ymake it the subtext of the piece instead
of the text. | made a short film and we pulledecp from the James Baldwin
documentary calle@ake this Hammeand we put it in the film and it's really subtledc

nobody ever mentions it. | think those things wbest now as the sub, sub text.”
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Question 18: Do your films always have a messaggis interview question
answers the following research questions: 1, 45arkthch of the flmmakers responded
either in the affirmative or the negative. Mostloém went on to provide explanations as
to why they gave this particular response. Thenrtte@me that emerged from these
responses deals with the flmmakers’ sentimentatds/ithe importance of messages in
their films. The themes that emerged are as falabligation or requirement, overt vs.
covert messages, and thought provoking cinema.

Obligation or requirementilmmaker 2 states that their films do always have
message but “I'm not bound to that. We have aigabbn to always support the Black
community. But | need to put myself in a situatgmthat | can tell any story. | may not
get another opportunity to be a major filmmakefitmmaker 10 says “Yes. Every story
has to have a message for me. It has to have @ arad norms.” Filmmaker 9 says that
they “can’t see how we can waste this enormous ppity to make films without
having some form of message in it.” Filmmaker &yss‘Yes, there should be a message
conveyed.” Filmmaker 8 says that “there is dediyita message of positivity and
knowing one’s history. In order to move forward mest be able to look back and
understand where we are and how far we’ve contkeink it's very important when
you're presenting an African American-themed filohiave a message because it would
be a lost or missed opportunity to spend so munk &nd money and create a presence
without imparting some important knowledge or somportant message.”

Overt vs. covert messagesmmaker 20 explains that they “don’t necessarily
want the message to be clear- cut, | basically waaple to think about my films or the

images that | create. They don’t have to be stabtar on the nose.” Filmmaker 18
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says that “sometimes | look at my film in post-puotion and I'm like “oh yeah, it does
have a message.” When you have a message itsaatbing. | strive to have messages.
| want to make you think and say “I didn’t see tbasning.”

Thought-provoking cinemaFilmmaker 20 says that “I am trying to get people t
think and talk about the films afterwards. Hopifuwhen you see our films you want to
go out and talk to your friends about it after wauseen it. It's not mindless
entertainment, where you forget what happened @s a® you step out of the theatre.”
Filmmaker 9 explains that “people come to the ciagwhich is a communal
environment, to share this experience where yayoieg to take me from my reality to
another reality. And this reality is going to tséorm me hopefully, change me and give
me something to understand this phenomenon wdifedllFilmmaker 6 says “it's not
always a message you may be comfortable with. gblaéis to make films that make you
laugh and think. My characters are in everydaydifeations and you may not be
comfortable with the choices they made but yousng to learn from it. It's not always
going to be this ideal comfortable position thatrevén, but it's honest and it’s real. If |
can continue to maintain some honesty and realihyoiv we respond to certain
situations, then my job is done.”

Filmmaker 4 explains that so far their films dways have a message. However
they “try not to make a message of it. | usuatlglflike | have a question and if it's valid
its worth asking and considering. The film is grecess of investigating the question
and that’s it. 1 don’t want to tell anyone whag thnswer is or what to think. | just want
to take people on the journey of investigating tjuestion. Why is this the way it is?

Let's ask Why it is the way it is? If you havelaacacter who's stereotypical...why is
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that? Let’s investigate that...I think it's more duztive than just saying this character is
stereotypical or is not.”

Filmmaker 17 says that “hopefully your main chégatias got an arch that’s
believable and compelling and it's going to hit ®onery human notes that your audience
will connect with. There’s a message there, tloavgn that character experiences, there
should be a message or lesson in that.”

Research question 2: What barriers impede on the eation of an independent Black
film?and Research question 3: Will independent filmever be as widely received as
large box office releases?

Interview questions 5, 6, 7,8,12 and 15 all proxadewers to both research
guestions 2 and 3. Therefore the subject headintiis section states that of both
research questions 2 and 3.

Question 5: What barriers impede on the creation oain independent Black
film? This interview question answers the following reésbajuestions: 2 and 3. Thelst
phenomenon that was identified is: industry dribarriers. The responses yielded
themes that fall under the category of contextadliatervening conditions that hold
specific situational factors that influence thestgies. The themes that emerged after an
analysis of this interview question were as follodistribution, financing and marketing.
The second phenomenon that was identified is: ¢deksources. The themes that
emerged after an analysis of the responses aml@sd: opportunities, resources, and
limitations. Each of the flmmakers described amstes, from their experience, that dealt

with each of these components.
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Distribution. Filmmaker 9 explains that if you “don’t have yowmdistribution
mechanisms in place | don’t care how well donexaedient the film is made, if no one
knows about it then only your family is going todm about it and pat you on the back.”
Filmmaker 8 points out that “there are a numbenest platforms that are opening up and
the DIY (do it yourself) era is becoming quite pgsd Filmmaker 4 explains that with
distribution if an audience doesn’t have an appétit your film “it makes it much harder
and what ends up happening is that the distribdtoosy that it's harder for those
characters to reach the target audiences. Orabmyme based on a very small amount of
data that says audiences will not be able to fmdhterest in those types of characters.
So it makes it difficult because the prospect of idie feature film making back its
investment is very slim and then you reduce th#t wmaller numbers of African
American filmgoers.” Filmmaker 14 indicates thds ‘wrong to assume that they
[filmgoers] all have the same sensibilities. Thatmething that impedes independent
black film because there’s an incorrect perceptin@ everybody is having the same
sensibilities to start with so you only really metrit one way or you only come up with
one type of idea when there’s a whole gamut of |[gettyat you haven'’t hit because
you’re not taking into account the Diaspora of gdepgifferent ideas and backgrounds.”

Filmmaker 11 speaks to international distributionhieir response to this
question. They explain that “sometimes theredgw@nished value that doesn’t translate
culturally.” Filmmaker 7 points out that “a lot distributors will tell you that when they
go to sell in the foreign markets, that we do redt\well overseas.” Filmmaker 6

believes that it's a “false belief that our filmardt sell when our films have saved
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Hollywood. In the 70s when certain studios wereutlio go broke, Blaxploitation films
came in and saved the day.”

Financing. All of the filmmakers indicated that money was adte with regard
to filmmaking. Filmmaker 5 believes that there isesed for a “critical mass of funders.
That's both for the flmmaking community in geneaaid for the African American
community.” Filmmaker 10 explains that the bigegtion is “Will the movie make the
money back? Its normally an investor hurdle thathave to get over as producers.
Trying to convince them that it will if we shootrfa certain amount then you're
guaranteed this back through domestic, internatiamal all other revenue streams.”
Filmmaker 8 explains that as an independent filmen&kou don’t have the support of a
large studio. You can try to partner with prodastcompanies and other like-minded
organizations but you really have to have your fagdn place or you risk going
bankrupt from spending personal money.” Filmmalk&explained that “when you have
people who want to invest in your film then theytis impede on the goals and direction
of the film.”

Opportunities.Filmmaker 5 suggests that there are barriers “esty of the
way. Barriers in terms of writing, development gess, fundraising, distribution, and
just being included in the film festival circuitFilmmaker 16 suggests that the “barrier is
figuring out what to say in a pitch meeting. Howwle present that our films and
marketing strategies are going to be viable togobiack a return on the projects?
They've got to figure out how to deliver it and heavclose a deal and how to impact the

thought process of an investor. What are theyitaptor?”
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ResourcesFilmmaker 5 explains that some barriers are “stmattand it's just
that we have less money, we have less access édltivation that was required to make
these films. Even if you have that, you really é&v have very close ties with the
community. Some levels of mentorship that takastywough the unknown corridors
where decisions are made as to which festival yow'ior who's going to get this
funding.” They go on to say that “if you're not tbfat community and at the same bars,
or going to the same schools, churches or synagotjuen you're at a disadvantage.”

Limitations. Filmmaker 1 speaks to limitations when they exptam
nomenclature for films with predominantly Black tasThey believe that they have
grown tired of the term “Black Film.” It's a terid# and foolish way to label a film. We
do not refer to films that have Caucasian leads ‘&%hite film.” Filmmaker 2 believes
that the biggest barrier “is the filmmaker themssl\ Not understanding that you don’t
have to have everything in place in order for yoedmpete on a larger scale.”
Filmmaker 4 explains that the “strata of Black euiers does not know what to make of
these different aesthetics or genres. Becauddrtigethat get released fall into such a
narrow point of view both in the types of films acttaracters featured, it creates a barrier
for indie filmmakers who are usually pushing foaddcters that are non-stereotypical.”
Another limitation that filmmaker 20 believes shibble considered is gender. They
stated that “sometimes being a woman can be agmoin terms of working with crews
and also talking to people who have finance.”

Question 6: Why do you think that attendance for inlependent films isn’t as
high as commercial releasesPhis interview question answers the following resha

guestions: 2 and 3. The responses yielded theraefathunder the category of
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contextual and intervening conditions that holdc#pesituational factors that influence
the strategies. The responses to this questidtegieghemes that suggest that marketing,
distribution, Print, advertising budgets, and nunmifescreens that the movie is shown on
were to blame with regard to the lower attendancabers for independent films.
Marketing. Filmmaker 11 believes that “a lot of independelmifnakers are
newbies and they don’t understand the value of etants enough to have started the
process of the production of a film and to stagagging the audience sooner rather than
later.” Filmmaker 8 explains that “there’s alsoam@sthetic, and because there hasn’t
been a lot of African American independent filmatistically, there hasn't really
developed a significant desire or taste for indepeanfilms. | just think if more films are
made more independent Black films, we’ll get usethese options and seeing these
films and not feel limited by what's available commially.” Filmmaker 17 indicates
that “it’s not as though Black audiences are clangpfor the product. Black audiences
particularly haven’t been raised culturally or ipgadent, art house, or alternative types
of storytelling.” Filmmaker 12 indicates that theare so many independent films and
that “people are not aware of them.” Filmmakereldves that “people think that they
cannot relate to our story.” Filmmaker 18 says thdependent films “do not have the
marketing that th&Veinstein Compangoes or other companies have. As an independent
you have to rely on word of mouth, little moneymminto film festivals. You can do
really well in film festivals and people will spree#he word about your films.”
Filmmaker 17 asserts that “until very recently yowldn’t get surgical with your
targeting of a message for a low budget indepeniilent You had sort of clunky

marketing tools at your disposal.” Filmmaker 8 laxps that independent films not only
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rely heavily on word of mouth but also “populariewvs, blogs, word on the street
because they don’t have the same P & A money inloelget. So that’s really the
difference...when you have a commercial release ‘hare/hole studio behind that.”
Filmmaker 11 conveyed that they thought that indepet film,Beasts of the Southern
Wild, was smart in terms of how that film rolled out. ej/lwent on to say th&ox
Searchlightdid a nice amount of testing on film in order tguie out the best marketing
strategy for the film. Films that maybe aren’th|d up by &ox Searchlightion’'t have
the resources to test the film and see what wevkat doesn’t work, to see the
sensitivities that the audience may have to thgestimatter or not.” Filmmaker 12
indicates that it's important for the flmmaker ‘tmderstand who their audience is and
who they are making it for.”

P & A (Print and advertising budgetsfilmmaker 2 explains that “for every
major film you see they spend at least 30 millioflats advertising it. That's every
billboard, every commercial spot you see, thoséhwir specials...that’s all a ploy to
get more people to come out and watch the movig.aB independent film...you don’t
see ‘The making of...” specials being broadcast ojpnreetworks about the independent
film. If you see anything its usually word of maut Filmmaker 12 explains that
filmmakers have to “create their own street teanctvis social media now.” They also
need to “team up with a marketing person immedydtelmake sure that they understand
how to reach your audience. It's not that they malt go, it’s just that they aren’t aware
of the film.” Filmmaker 16 explains that a “comroial release is gong to have a
budget. If it's a commercial release the formaglaithe sheer resources. Ifit's a 60

million dollar budget they’ve got d%0f it matching it with a budget on promotion. So
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they've got 20 million dollars going on promotioo it's an 80 million dollar project
because 60 maybe went into the film and 20 wenttim promotion or something like
that. With those types of models with how thepedite the budget, what chance do you
have?” Filmmaker 5 agrees that “you can’t compete that. Not on any level and
even those films, and there are films that are naa@eower budget, to break out is
essentially a miracle. It's a perfect storm th&eppened once a year where certain
publicists come together, certain awards happemhgwve to have a high level of quality
and then it could happen.”

Number of screen&ilmmaker 4 explains that “the number of screems tihese
movies have been placed on in general, black anid whk much smaller than the screens
that the big movies are being put on.” Filmmakea§s that “advertising dollars equates
to the number of people in the seats, so that’s yauyhave more people attending
commercial releases than independent films.” Fiaken 2 explains that “if you only get
one or two theatres then you need to sell a ceatmiount of tickets...and then have the
right contacts. You need to get that informationhte right people so that they can
consider giving you 5-10 theatres all over the ¢gunAnd if you do well there then
you'll get 500...then you’ll probably get another @pjunity to make another movie.”
Filmmaker 10 indicates that you “have to have tiieeaising dollars for radio and
television to get those trailers in the theatrea irmely fashion so that people are aware
that the film is even coming to town. If peoplentteeven know that your movie is in
that particular theatre or city then no one is gamcome and see your film.” They went
on to say that “an independent filmmaker couldtbay their movie is being

independently released and they are showing mBdia day. However one needs to
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consider that “for two of those showings peoplendrgoing to really be there because
it's the middle of the day during the week, so geajmn’t really account for that. And
you also have to think of what the split is witle tineatrical and the distributor once you
actually show your film.”

Distribution. Filmmaker 8 gives the example of the “African Ancan Film
Festival Releasing Movement (AFFRM) which is amlisition run by Ava
DuVernay...very successful independent filmmaker,rgladly relies on word of mouth
and different Black film festivals across the cayrnb support the film and then has a
strong social media campaign. She doesn’'t haventhreey for posters, buses or ads on
television.” Filmmaker 17 believes that “those wiayve the decision power about
making movies they feel... ‘Well why would you we neakiore of that if nobody is
asking us for that?’ This question presupposesthieaproduct is out in the market.”
Filmmaker 4 explains that the independent flmmagétrying to push a product that
isn’'t an easy commodity and then you’re only pughinn the tiniest window possible.
That makes it that much harder to reach the audieffoyou want to talk business | will
say that there is a monopoly on the distributiomptex in the U.S. It's just making it
harder and harder for things outside the mainstrt@aget on the screens and reach their
audiences.” Filmmaker 2 says “the simple answ#rasindependent film doesn’t have
the same distributing and marketing that a major iloes. So numbers wise you won'’t
have the same attendance. Any independent filbgtta major attendance is because it
did well on the independent circuit. So the majmmly look at the numbers.” Filmmaker
2 went on to say that “you’ll probably just haverZ23 theatres, go straight to DVD and

then from there’s you're trying to make your newxtjpct. “ Filmmaker 6 suggests that “it
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goes back to the belief that these films don’t haveaudience. If you start with that core
belief then you're going to be hesitant to putshene amount of marketing dollars
behind a film that you don't really believe in.”

Question 7: Do you think that independent film willever be as widely
received as large box office release3his interview question answers the following
research questions: 2 and 3. The filmmakers resgbtalquestion 7 either in the
affirmative or the negative. They then proceedeeipound on their response in order to
support why they felt this way. The responses weélthemes that fall under the category
of contextual and intervening conditions that hepecific situational factors that
influence the strategies. The overall responsethatsndependent film is a niche market
and that may be why it won’t be as widely receiaedarge box office releases. In
addition there is suggestion that alternative ifigtron plans will be the way for
independent films to reach more audiences. Las$ty/filmmakers indicated that there
are independent films with large budgets that aceassful but should not necessarily be
deemed as an independent film.

Niche market.Filmmaker 20 states that if indie films were to tw@e popular
“then it wouldn’t be independent filmmaking anymoigs always going to be a niche
market.” Filmmaker 14 states that “on purposeilitmever be as large as a box office
release because certain box office releases tygitthe broadest stroke imaginable.”
Filmmaker 4 believes that independent films “haveae immediate impact and longer
lasting impression.” Filmmaker 7 says that “indegient films are meant to be just that.
It's a way for very creative people who will noaditionally tell stories under the

Hollywood structure. That's a way for them to thiéir stories and tell it their way
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without being under the form of a studio.” Filmnealk7 believes that indie films will
eventually be widely received “but it will be digped over a great many more titles. By
definition independent films can’t be as big beeatiey would sort of no longer be
independent. The long tail phenomenon is a realaom it's already happening and |
think that...the dollars that are spent to buy tisket alternative or independent films
could come to rival big blockbusters. It may t&keindependent titles to equal that.”
Filmmaker 9 feels that indie films will not ever idely received because of “its very
nature if they had the same wide mainstream acceptas your major Hollywood
blockbusters then they will no longer be indepemdiems. But there will always be that
one or two that make it out of the independentutirand become either a cult hit and
make it to the mainstream. That’'s the Americaradreuite frankly.” Filmmaker 16
stated “Look what he Hurt Lockedid....there’s nothing in the cosmos that's sayimaf t
African Americans can’t pull off what they did. ¥@ust got to be savvy and very
involved in your approach with the timing of anade

Alternative distribution plansFilmmaker 8 points out that “it's not necessarily
that the films aren’t being made but they're natessarily being seen and they don’t
have a machine behind them.” Filmmaker 6 says‘than when the film has proven
itself, it still gets a platform release or it do&get released in thousands of theatres like
a film that struggles and costs more money.” Fibker 18 believes that it can. They
indicated that “if you have a good product | thinkan. With the surge of On Demand,
Netflix, and things of that nature people are logkio the independents now. Filmmaker
1 hopes that one day independent film will be widekceived. They explain that “it

usually comes down to distribution rights and bulfza film receives a lot of buzz and is
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distributed widely, yes. Until then most indepemdi@ms will not have a chance to
make a large profit.” Filmmaker 4 points out thate of the great things about digital
technology is that if you don’t reach your audiettere’s still plenty of other avenues
where you can reach them. People will either fiod or you can find them. Whether it
is streaming, Blu-ray, or YouTube. But the dowesslthat that's not really sort of a
track able asset.”

Filmmaker 8 feels as though “the tide is changimpgere seems to be a larger
presence of films that delve within the subjectteradf people of color and it's seen
more widely at film festivals now than they havebdefore. When Black films or
independent films are seen in the festivals, ma@®iblutors go to the festivals and they
might be more likely to acquire these films.” Thggyon to say that with the increasing
number of Black film festivals “it's really impontd that Black films not only be seen and
Black film festivals, but that more opportunitiesobse at regular festivals. The problem
is that most film festivals are really competiteved you're dealing with the sheer volume
of many different types of films. There’s no quotehow many Black films will be at
Sundancdut say that there are films that are perceivdok#ter or more interesting and
they aren’t necessarily Black that automaticallll decrease the number of films.”

The phantom indie filmEilmmaker 12 explains that “if you raise funds
independently it's considered independent so yame ha further define what you mean
as independent.” Filmmaker 2 speaks of the “watstrike of 2007/2008 you had so
many of the majors trying to cope with the lospadduction budgets. Most budgets were
cut by 50-80% sometimes, so you had a lot of peaple were used to big budgets that

were starting to make independent films. But thdependent film still had a budget of
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1 or 2 million dollars. Whereas someone that’sagfsymade independent films and has
only had 20 to 50 thousand to make a movie, théyhat that. Now | can make my 2
million dollar movie and | say I'm independent besa | don’t have a major studio
behind me.”

Filmmaker 12 explains that independent film hag “8pirit Awards right before
the Oscars and for years they would pride themseadnebeing the indies and a little bit
more casual. But it seems as though there wared filmmakers that had done studio
films and because the model has changed everyoee beg directors are trying to find
money themselves to make the movies that they ammhthey call that independent.”
Filmmaker 11 mentioned that “the big winner at 8perit Awards this year waSilver
Lining Playbook Weinstein controlled that project and it had a0235 million dollar
budget which in the independent film space is hugest independent films are really
made at the 5 million dollar mark and below. Itsvadso cast with a bunch of well-
known actors. It's great when movies like this geide because it's sort of in the theme
of independent filmmaking and it brings attentiorother independent films. It also
outshines them at an award ceremony that’'s supgodasl geared for independent
filmmakers.” Filmmaker 2 points out that “ther&arious films that were noted as
independent but if you notice their cast list, proibn quality...everything was
extremely high even though it was made for consaidlerless by Hollywood standards,
yet considerably more than a true independentirnfiaker 5 does not think that this is
even a fair question. They went on to say that I'Bronk that a 900 Ib. Gorilla is going
to command less space that a 5 Ib. weakling witbfahe resources, access, and

influence? Now that's a movie!”
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Question 8: How important is the commercial successf your films? This
interview question answers the following reseansésgjons: 2 and 3. Within this section
the filmmakers responded to this question by sgatuat they felt that commercial
success was either important or unimportant. Theaésethat arose from the responses
indicated that flmmakers were concerned with tltving dynamics: Commercial
success or viability, and alternative distributeord individual concerns. Financial
stability and/or artistic expression were alsoghhy discussed topic in the interviews.
The responses yielded themes that fall under ttegjosy of contextual and intervening
conditions that hold specific situational factdrattinfluence the strategies.

Commercial succesBilmmaker 17 explains that “it's a business. ltiydon't
make money you can’t make the next one.” Filmmdkexplains that commercial
success is extremely important. They go on talsalythe “goal is always to get people
in the theatres. This is a business. One carnr ewverol the commercial success of a
film. The key, for me at least, is to provide veaw with an honest interpretation of the
script.” Filmmaker 2 describes that it's also venyportant to them as well. They
indicate that as a flmmaker “they understand th&ifess as well as the creative. | want
to be able to make another movie and the only Wway/ltll be able to do that is if 'm
able to make my investors’ money back.” Filmmakeaupports this notion as well when
they say that “as a commercial artist | should &e/concerned with the commercial
viability of my films because if film A is successthen that's what's going to enable
you to make film B and film C. If film A is not sgessful then when you go to make the
proposal for film B it's going to make investorsdagistributors less than enthusiastic

about putting up the funds to make the film. ltiyye not aware or not tracking or
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concerned with the commercial viability of the mdjs after you make them then you're
not going to be to make very many of them. Whiakes it tough if you want to create
atypical depictions of the African American diaspor even just regional cinema with
people in different parts of the country which irgrgly makes your project sort of a
niche product which lowers the commercial viabihiyw can you possibly sustain
yourself with making these kinds of films when y@uhot generating a return on the
capital?”

Filmmaker 11 says that their “goal is always tbgmough butts in the seats to
pay the investor back and maybe have some graey\aé've paid the investor back.
That's always our goal. Its commercial succesthabwe can get to this again. If you
can pay your investors back and say that indepérifi@ns a viable investment and that
allows other independent films to be made.” Filmera& explains that celebrities that
you have in your film...play into the commercial asjpef it. That's just society, people
like celebrities.”

Alternative distribution.Filmmaker 8 explains that “films are being released
simultaneously on the same day when they opereitiths. They're also available on
VOD (Video on Demand), Netflix or Hulu. So it'srtkto really gauge commercial
success but it's also really important because kdrat's independent or not what the
success says is ‘yes there is an audience focahitent’ and ‘yes you deserve to have the
opportunity to make more films.” Filmmaker 10 éxins that their films “are going to
make money through VOD, home video and other amgillevenue streams. The

commercial aspect of my films doesn’t really mattebe because | know that more
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people are sitting at home watching TV now and teypressing that VOD button
instead of going to the theatres and spending $108 night out.”

Filmmaker 9 says “what Ava DuVernay just did witr lilm...I think you're
going to start seeing more of these. We’'re gomigke the distribution mechanisms into
our own hands, get the films to our audiences agdidey, we’re here”. The audience
will then say that they want to go to the movied ant only be entertained but they will
also want to be inspired and delve into some serigaues so that we can have a debate
and discussion with the group afterwards.”

Financial stability. Filmmaker 5 states that they've “never made a fommore
than $1 or 2 million. 1 don't live in that worldBut I'm looking for critical success and
I’'m looking for the ability to pay my bills. | haother motivations, | have kids, we own
a home, and both my wife and | have jobs. Soithalways nice to have some level of
financial support but that’s really not why we mdites.” Filmmaker 8 says that “it's
always important in terms of being able to havetla@moopportunity to make another
film. Visibility is very important. Commerciallif would be great if we could recoup the
amount that’s actually spent on the film production

Artistic expressionFilmmaker 9 points out that commercial successddéadour
ability to get more successes. Although this isdistic endeavor it can’t purely be that.
We're about creating a new Black film aestheti©isTmovement is about creating an
audience that is not accustomed to seeing serifisaA American subject matter in
films.” Filmmaker 12 explains that “the problemthat filmmakers are creative and they
are not business people and even though they’s¢ gteselling their film they are not

great at handling their business. A lot of timesytwill get funds from their investors
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and not be prudent about the money and make satr¢hiky’'re reporting to their
investors and make sure that the investors unaherskee process because anybody
investing in the film has to know that the likeldwof you losing your money is very
likely.” Filmmaker 18 says that they “have a cbssis of people that really like what |
do. I don’t really worry about the commercial sess because it will come. Right now
it's not pivotal in my career but | know that eveally it will be.” Filmmaker 4 explains
that “as an artist it's not important at all. Yowake the movie three times: you write the
film, you go out and physically make it and thés released. Each of those times is a
completely different experience.” Filmmaker 20 kexps that it's not important to them
“if it was | wouldn’t keep doing it. I've never rda any money off of my films. It's
more of an artistic expression and it’s also jushance to give that community an
opportunity to see images of themselves.”

Question 12: Do you think that it is possible forameone who is not a part of
the Black culture to make an accurate depiction thiaincludes a majority Black cast
or deals with the Black culture?This interview question answers the following resha
guestions: 2 and 3. Each of the filmmakers respomal¢his question either in the
affirmative or the negative. Most of them then tvem to expound as to why they had
arrived at their standpoint. The first of the tlesnthat emerged focuses on the accuracy
of the depiction. The codes that stem from thesrtl are research that may be done by
the filmmaker and the authenticity of the actulmhfproject. The second of the
phenomena is: limitations. More specifically, ttugle that falls under this category

speaks to the lack of understanding that the filkenanay have with regard to the Black
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culture. The responses yielded themes that faleuthe category of consequences that
show outcomes from using these strategies.

ResearchFilmmaker 14 states that “the beauty of flmmakimghat its not a
singular expression and it's a very collaboratitfereé | do think that they could
accurately, with the right team” make accurate ciggms. Filmmaker 2 explains that “if
you grew up in a Black neighborhood or you did yoyr job as a filmmaker is to be as
detailed as possible.” Filmmaker 1 says that “edgdirector should be able to provide
an honest interpretation of any culture. We avessel for storytelling. A storyis a
story. Characters are characters. Yes, we doddugal differences. However, it
really does take experience, research, and gamstgpnger understanding of the
material to produce accurate interpretations auces in cinema.” Filmmaker 11 says
that they “think that there are sensitivities thaton-Black producer would need to be
aware of or made aware of in order to tell a storg convincing way.” Filmmaker 8 says
that “what’s important is that you have well writter well-drawn characters in an
accurate setting and context.” Filmmaker 7 thitlke this is possible just as “a Black
person can make a movie that's not only about tiiea American culture. | think that
for most filmmakers if they do their homework aedearch and what they don’t know
they'll find out.”

Filmmaker 4 explains that “rather than working tbgic the way that the
guestion is posed | would sort of put the obseovatin myself. | do think that If | was
sensitive enough and did the research and approatciveh empathy that it would be

possible to produce something that takes heecettrath. So | don’t see why it’s not
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possible for someone to do it for someone who’sofhoty culture. It's tough and a lot
more people get it wrong than get it right.”

Authenticity. Filmmaker 20 states that “if we didn’t have somediories of
other cultures or races doing some of these stamesvouldn’t have some of these
stories at all unfortunately.” Filmmaker 12 expkthat if they were “to work on a
project where a White producer was trying to pradadlack film, | would have to
understand their reasoning for wanting to do it s@el if its genuine enough or if they're
just trying to tell you a story they think is goitmmake a lot of money.” Filmmaker 10
submits the example of the recent fiBetty and Corettahat recently showed on
Lifetime They indicated that “there was an all-White colywn to the director. Why
was it necessary to get a Caucasian person td thisanovie when there are qualified
African Americans out here to direct the movie? yWMre feel that White is right and that
they can tell our stories the way that we wantstaties told...doesn’t make sense to me
never has.” Filmmaker 9 explains that they “hdps bur brother of the other
persuasions would do us the honor and have thecegpdecline to interpret our history
and story for us. That is the greatest disserviagould never do that to our brethren of
the Jewish culture. How presumptuous of me tcktthiat | could tell a truly accurate
Jewish story. If | told a story it would have te fstom an African American perspective
of the Jewish culture.” Filmmaker 17 mentions QtueTarantino’s filmDjangoand
says that they think that Quentin “actually didesyvgood job. | don’'t know just how
accurate his depiction is because it's very stylizecause of everything he does. | think
that he captures the spirit of the brutality andaptures the depth of love that existed in

Black folks even back then.” Filmmaker 11 talkeatoa film that they are currently
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working on that was adapted from a book with prediamtly Black characters. They go
on to say that the film is being done by “two Jédwi8hite producers and I think their
approach to the story and the author of the bodkadiowing him to be a part of the
process, | think that's a very non-Hollywood mod&hey’re casting their
characterization and depiction and retelling ofltbhek in a film format is dead-on and
race is not an issue, it's them wanting to teleadgiful human story.”

Filmmaker 6 explains that “there’s always exampieson-Black filmmakers
who just want to tell a Black story and get it tigihat's key. That’s the problem that |
have with Spielberg when he directs Black filmséwese he misses the key elements.
When | readlhe Color Purpld said that he was not going to portray an Afritika it
was written in the book. How do you tell the stofythe Civil War and African
Americans are the reason why the war was won, ahtbrmention Fredrick Douglass?
He was his advisor at that time and convinced loimllow Blacks to fight in the civil
war.” They then go on to share a personal storgrevkhey had a discussion with friends
of theirs who are Jewish regarding the recent sel@d the filmAmistad Filmmaker 6
explains that they had this discussion “about Whulkes taking license to tell our story.
They replied with ‘well they're artists’ and thegye this whole speech. They also said
‘color shouldn’t matter’ and | said ‘maybe | showdect a film about the Holocaust’ and
then the response was ‘well there are limits.’whg is it that our culture is up for
grabs?”

Lack of understanding-ilmmaker 5 suggests that it's possible but “yoallye
have to be able to complicate characters and yee tuabe able to have an emotional

range. Many times a director or writer is workinigh a limited understanding of those
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people and they will limit their range on what taaharacters think or feel or the actions
that they take or they will fail to give them mattion. We can list thousands of
examples where you were clearly moved by a sdngidtwas directed by a White person
because the elements that | just discussed werastence.” Filmmaker 18 suggests that
“there are some people out there that are capalolen’t think they can really grasp the
culture. If you're on the outside looking in yoartt tell me how | talk or how | converse
with certain people. They can try but it reallyshhia come from us.” Filmmaker 16 states
that this is “possible, it's just a handicap. usf more of a long shot if | don’t have an
interment insider ship. Meaning if | haven’t bemnthe inside of the cultural experience.
If I had that experience where | authentically carpearound the culture, value, and
experience” then it would be possible.

Question 15: Do you feel that non-Black flmmakersre sympathetic to the
realism of Black characters?This interview question answers the following reska
questions: 2 and 3. Each of the filmmakers respdmal¢his question and stated whether
they did or did not feel that non-Black filmmaker® cognizant of the realities of Black
characters. The theme that emerged from thesenssp is Stereotypes. The themes
that came out of this section speak specificallgheoperpetuation of stereotypes by
filmmakers and also the Black flmmakers’ impressud the non-Black flmmakers’
awareness of the authenticity of Black charact@tse responses yielded themes that fall
under the category of consequences that show oetfnom using these strategies.

Non-Black flmmaker awareness of Black characteuthenticity Filmmaker 1
believes that “Hollywood continues to perpetuaseesitypes in cinema.” Filmmaker 2

states that non-Black flmmakers “aren’t sympathbgcause they don’t have to be.
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They just accept stereotypes in the media and #reraot consequences for doing so.”
Filmmaker 10 believes that “there are some thdlyrdan’t care. There’s some that

want to change our history if we allow them to. dAdhere’s some that really do care
about telling the story the way a story needs ttolte” Filmmaker 11 believes that “you
can be sensitive to something that you have nolity with. If you have familiarity

with something you can be more sensitive to it beeat’s true to you.” Filmmaker 12
explains that “if | understand their motivation drgke that they are willing to learn and
really understand the character then it would gea film. You can tell in the writing.

If their writing shows that they don’t understatiten you can see that they are not taking
the time to understand their subject matter.” FRilaker 16 explains that “in the creation
process with a film you're actually going from cept and script to development and
casting. The process of the actual flmmaking con@wvn to that gut sense about things.
You don’t have a gut feeling about something yoo'doave the cultural experience or
comprehensive encounter with that cultural expegeosr history.” Filmmaker 17

explains that they do not think that “White follksrntk of Black characters in a certain

way. Black filmmakers are not all purists and aeitethere are White filmmakers like
that. The reverse is also true in both groupser&@lare Whites that are sympathetic to the
authenticity of stories and doing right by thosareteters.”

Safeguards against stereotypEsdmmaker 8 states that they think that “it’s
harder for them in general to be realistic unlégsscript is well informed.” Filmmaker 5
states that Black flmmakers “are too focused enesitypes with regard to the White
filmmaker and how he treats us. I've suggestetittteamore people of color get

involved in the process, the less likely we're &b those stereotypes. That doesn’t say
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that Whites cannot do that without Blacks on thengrin the writing process, or the
actors. There have been some very bad films \eithesvery terrible stereotypes made
by African American directors as well.”

Research Question 4: Does the Filmmaker Feel a Sensf Social Responsibility with
Regard to the Content of Their Films?

Interview questions 1,2,4,16,17, and 18 all proxadswers to this research
guestion. As previously mentioned most of therineav questions overlap with the
research questions. Thus the interview questimaiscorrespond to this research
guestion have already been reported under therdisgtarch question that it wasdescribed
to respond to.

Research question 5: Are there any negative sterggtes in film that have done
damage to the Black culture?

Question 10: What, if any, negative stereotypes ifiim do you think has done
the most damage to the Black cultureThis interview question answers the following
research question 5. Each of the flmmakers respabal this question with a specific
character or negative stereotype that they feebkaa damaging to the Black culture in
film media. The theme that emerged after codindiishetypes. This term can be
defined as a very typical example of a certaingei® thing. The codes or themes that
delineate the designated phenomenon are as foltberug Dealer, Jezebel, or the
Buck.An additional topic that surfaced during theerviews dealt withthe poor
development of independent film projects. The tbeitmat relate to this component deal
with sub-par production and one dimensional charadn addition some filmmakers

indicated that that film actually does not have dagnaging effects on the culture. The
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codes under this section deal with dynamics su¢heasiewer’s home life or just that the
medium does not have the power to be damaging.

Filmmaker 6 tells us to “pick your poison. Doé®wing a pimp have more of a
damaging effect than showing a heartless drug dedbmes a heartless drug dealer have
more effect than showing a rapist or the Blackdnrtthe imbecile? They're all
negative!”

The Drug DealerFilmmaker 17 says that the roles that “narrowlyecthe
circumstances in which we live. Black folks daalltlive in the hood.” Filmmaker 11
says that “the Black male, thug, drug dealer, e&e the first shot and then his character
doesn't live beyond that moment” would be the ndashaging. They go on to say that
its typical and certainly has diminished the vabdfi¢he roles for Black men.”

The JezebelFilmmaker 17 says that they think that the rolésttover
sexualizeBlack folks” have done the most damagknnkaker 7 believes that “videos
have done a disservice to us more than films. €byeng women, making us look a
certain way, killing out men and everybody’s ragpwith gold teeth. | have a problem
with that kind of stuff.” Filmmaker 20 says thaimetimes you just get tired of seeing
Black women in music videos with hardly any clotle@sand they always got to be either
hoochie mamas or some kind of whore or somethkegthat.” Filmmaker 14 says that
they think that the fact that “African American wemhave been seen as the hooker, the
sex pot, the oversexed object of desire has ddéoieoh damage to our community in the
way people are perceived by people who don’'t knowlzetter.”

The Buck.Filmmaker 5 indicates that if they had to pick an&ould be the

show of “male virility and strength. | think thiatiying into the fact that we are not
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empathic or sensitive” are harmful. Filmmaker {ssthat they feel that “Black men
specifically have received a bad rap in film. Weaften seen as violent, sexist,
criminals, and that’s not really accurate at alltfee majority of Black men.”

The Coon.Filmmaker 9 selects the Step and Fetchit or Coohnedype “that’s
simply there to bring comic relief in a story. Has no relationship, no girlfriend or wife,
no kind of family life. He’s just there to make Whfolk laugh.”

Sub-par productionFilmmaker 8 explains that it's “the quality of fisywhat
concerns me moreso than stereotypes. It's redflgudt when you see bad films in
general, but when you see bad films that happée ®Black it makes you frustrated
because what that then says to the public anadhthestry is ‘Black films are destined to
fail’ or ‘Blackfilms can't find their audience’ dthey're just perpetuating
stereotypes.””Filmmaker 8 goes on to explain thetdt we tend to see is more formulaic
than negative in terms of stereotypes and formutla nggard to what works or if it sold
before. If it's a story about the ghetto and itrkeowell then you’ll see more of that.”
Filmmaker 2 explains that “we as a Black commuaitgept poor quality films. And by
that | mean we will support a movie that isn’'t walbduced just because it's a Black
project. | don’t like the stereotype that the Bl@ommunity will settle. | don’t want to
be that flmmaker that settles for bad audio, lberacting, bad picture, and incomplete
story lines. | think that our people deserve gentertainment.”

One-dimensional charactergziimmaker 11 explains that characters that are
“silent but present on the scene...are an underssa¢eelotype. | don't think it does
Black characters or the storytelling of Black peopt even give any depth to characters.

They are not developed human beings in terms abclexization.”Filmmaker 8 believes
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that this speaks to “the writing and creating mardepth characters and you will see
more of that in independent films than you will vidollywood films.” Filmmaker 16
explains that “there’s got to be an array of exgi@sso whether you judge the characters
as a negative...you're talking about in a narrateesentation there’s going to be a
diabolical or negative character and maybe a pasdiharacter. You can’'t have all
positive characters, that's not going to work imaarative. It's stupid to think that
negative characters are not going to show up; thdkiere legitimately just like
everybody else. They bring forward the narrating the aspect of the themes that make
the encounter happen. It's not that they’re proialec, but when you don’t have the
other end of the spectrum of characters, you dwve the broad dynamic of
character...the wise and poly-dimensional characteesl.people are not just Black and
White they have complexities and intricacies. Rasaracters will be heroic in one sense
and they they'll have flaws in one area. The sp@cts not full; it's not that negative
characters are doing all the damage. The damabe lack of fullness of the range.”

Film has no power to have a damaging effeSome of the flmmakers felt that it
was actually the home life of the viewer that haaternof an effect than film. Filmmaker
10 indicates that they “don’t think that films aally play a role in the negativity inside
the communities. | think it comes from the honteldesn’t come from what they see on
TV. | think that more negative images are on ti@guter or video games.”

Filmmaker 4 explains that “they don't really thitikat films have that much
power.” Filmmaker 9 thinks that “gangster rap Hase more damage to us as a people

than any one film.” Filmmaker 16 explains thatytloen't “feel like it's the negative
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stereotypes that have done damage. | feel likghe lack of broad representation of
images that is problematic.”

Question 13: How do you feel about the portrayal oBlack characters in
film? This interview question answers the following resbajuestions: 5.Each of the
filmmakers responded to this question and statatdither they felt that the
representations/portrayals were getting betterasa The codes that emerged state that
there have been representation gains and strigeaatlr representation. In addition
there are still areas for improvement. The cotasftequently appeared are as follows:
character representation, film industry positicarsj areas for improvement. The
responses yielded themes that fall under the cateda@onsequences that show
outcomes from using these strategies.

Character representatior-ilmmaker 14 says that they think “it has improved
greatly but still has limited scope.” Filmmaker &@tes that they think that “compared to
the 1980s there’s a lot more variety in the podrayiow. There are a lot more people
making films that are more reflective of differammmunities than it has even been.”
Filmmaker 5 indicated that they felt that portrayadkere getting better every day.
However we are overrepresented in many ways irt fsbthe camera, our numbers are
good in comparison to Latinos and Asians my wifissan TV but not in the movies.
Filmmakers tend to prefer watching the underclasgygle and overcome obstacles and
that appeals to their audience.”Filmmaker 4 sagsttiey think “what reaches us the
most is what we see on television and the 24 saredtiplex is still very narrow. | also
think that there’s a generation of young Black filakers who have grown up in a

changing society so | do think that they are ggttirmore right than wrong. Those films
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are hard to find...you have to be at a festival kdw think that in the realm the
experience is broader and you're seeing a widegeaf characters in the Diaspora.”

Filmmaker 18 says that there have been improvenagatshat “you don’t really
see a lot of the slave stuff like we used to ingady 1980s and 1990s. We're starting to
see professional African American people. I'm dladee that it makes me want to
strive to do that same thing as well. It's beenrdlinx of positive films out there within
the last five years and it's really making greatsss in the independent circuit and its
positive images.” Filmmaker 16 states that “thes®me diversity. We’ve got
intelligent characters and they’ll put us in a piosi of authority inside power dynamic
situations in the corporate or governmental realm.”

Filmmaker 1 feels that there is still improvemenbe made. More specifically
they feel that current day depictions in a var@t§ilms have been “outrageous,
unfortunate, clichéd, and stereotypical.” Filmnrakeé feels that things are getting better
however “Tyler Perry really oversimplified singlete kind of stories. He has done some
stuff that is actually pretty good and | think tihafs attempting to do better and
complicate his characters and stories. | think éln@iences are starting to tire of that one
note being played.” Filmmaker 16 believes that ‘tea’t have much alternative model
stance with it comes to power issues that showwqur characters. It's continually
hurtful to the community. That situation is goitaghave to get real transcendent for
something to shift.” Filmmaker 8 also feels thidiuete is a need for a lot more
improvement. They go on to say that they would/éléo see more honest depictions of
African Americans in film. | would love to see neadealing with everyday aspects of

life and not just violence and comedy but more clicaged layers and more well-written
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in-depth characters that represent the real peopdhe varying degrees of not just
culture, but class. That will happen with the ssscof more independent film.”

Film industry positions.Filmmaker 5 points out that there is “a big diffece in
terms of what directors, producers, and distrilsithy and what they’re looking for.
There’s always a need for improvement and thataeithe when we are represented in
other areas. We need to be VPs, funders, produtistsbutors. The more
representation the more we will have a stake in vevare represented in every level of
the filmmaking process.”Filmmaker 12 points outtthadependent film allows anyone
creating to create something and tell their stdrfge studio may not get it but
independent means “I'm going to go make it mysfnebody’s going to like it and if |
make it great enough everyone’s going to like ®ilmmaker 10 believes that “we need
to reach outside of the United States and try ¢@g@am or cast internationally and | think
we’ll have a much better go at a theatrical ruWOD. You’ll get more nationalities
involved in watching your film.”

Filmmaker 8 talks about independent filmmaker Ava/Brnay and how she has
helped to push a higher quality of Black films. eytgo on to say that “she not only
knows the inside game of Hollywood, she has ayegbd knack for the art of making
film and she knows how to make independent filmytap The best thing about her is
that she’s creating a new distribution channelthiatl helps to get her movies and other
movies out there and that will help with the vagyotepictions of African Americans in
film.”

Areas for improvemenEilmmaker 11 says that they “think its unfortungtat in

mainstream films there’s no risk. If you have aagrstory then you can be creative with
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your casting. And | understand from the studicspective why you always want the a-
list talent because a-list talent delivers at the bffice. But | think it's somewhat
limiting because there are so many talented Afrikarerican actors and actresses who
don’t get a minute to shineSilver Lining Playbookould have been done as a Black
film...would it have gotten all of the hoopla? Mayb®enzel did it but why is it always
that Denzel or Will Smith is the go to? | justrtkithat studios need to assess who they
cast when themes in stories are kind of univerdaled.” Filmmaker 10 states that the
portrayal of Black characters in today’s film igpical. Films that are coming out today
pretty much have mainstream characters that caukhly color.”

Filmmaker 12 points out that it's important foudios to “allow us to have
sequels. How many Black sequels do you see? Tadgen talking abodthe Best
ManandLove Jonegoming back...when’s it coming back? | don’t knovwyat takes 20
years to get a sequel. There is an audience éon.th
Summary

Chapter 4 begins with reintroducing the stepsweat accomplished in order to
complete the interview process. This section idetua synopsis of the timeframe within
which the interviews took place, the method of@bhg participation and the medium
through which the data was collected. The researtien went on to describe the actual
participants and provided demographic informatiuat tvas collected during the
interview process. The following section dealthitite actual coding of the data. It went
into detail regarding research approach that tipemxenter utilized in order to report

the results/responses that were collected on tiveguThe researcher also went on to
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reiterate how the responses from each of the suquegtions speak to each of the five

research questions that were initially introduge@hapter 1.
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Chapter 5: Conclusions, Implications, and Recommerations
Study Findings
The purpose of this study was to produce a thealatixplanation of the
motivations of the motivations of Black Indie Filnakers regarding depictions and
images of persons of African ancestry in the me@teen filmmakers who identified
as either African or African American were intetwed. All of the participants lived on
either the East or West coast. Data analysis ledeacausal condition callediustry
driven barriers. Industry driven barriensas a four stage process with intervening
conditions and consequences. For the purposesostiidy it was desired to examine
what template Black independent flmmakers utilizerder to create their movies.
Ultimately the researcher wanted to determine wdretiere was a distinct motivation to
create projects that would not resemble large/@orhox office releases. The following
five research questions were to be examined:
1. Does the filmmaker use their films to educate st gntertain?
2. What barriers impede on the creation of an indepenBlack film?
3. Will independent film ever be as widely receivedaage box office releases?
4. Does the filmmaker feel a sense of social respdngitvith regard to the content
of their films?
5. Are there any negative stereotypes in film thatehdone damage to the Black
culture?
The investigator used the qualitative approachrofigded theory for this study. The
stages in the process that stemmed from the camegpimenonindustry driven

barrierswere:marketing, distribution, financing and artistic eggsion. In this chapter,
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findings will be compared with existing literatuaiad discussed in terms of future
research, self-image effects, trends in funding, dstribution as well as character
development with respect to artistic expressionarallenging stereotypes.
Demographics

The demographics of the flmmakers that were inésved included both male
and female participants. The researcher intendeaviotal of nine males and seven
females. The ages ranged from 31-60 years oltlofAhe participants identified as
African American. Although the study was openhtose who identified as African, none
of the participants in the sample were actuallfsican descent. The fact that 100% of
the sample identified as African American coulddoe to the convenience smowball
sampling method. Participants who called intordeearcher’s designated
freeconferencecall.com number and met the criteeie interviewed. After each
filmmaker’s interview, they were asked by the irtigegtor to provide other Black
filmmakers that they knew with the information fbe study. A total of seven
filmmakers were recruited by the snowball technique

The number of years as a flmmaker ranged from $e20s. Twelve percent of
the participants reside on the East Coast whilegh®ining 88% of the sample reside on
the West Coast. All of the flmmakers identifiesl@e or more of the following
filmmaking positions: Director, Producer, Actorn@matographer, Writer and/or Editor.
Each of the flmmakers have completed or releasathanum of one film project.
Core Phenomenon: Industry Driven Barriers

Ample evidence suggests exists indicating thaktlaee significant barriers that

can inhibit the production of an independent fionany film for that matter. By nature
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independent films tend to have very small budgetsomparison to film projects that are
produced by larger world renowned movie studiokisTs an automatic barrier for an
independent flmmaker because more than likely thidlynever get access to a budget
that is as large as a typical commercial reled$es puts the filmmaker at an immediate
disadvantage that’'s caused by the way that theifittastry is constructed. In addition it
has been illustrated that as an African Americknrfiaker there are additional obstacles
due to race, representation, access to resoutisgghution, and marketing.

Even though this is the case, the filmmakers theewunterviewed understand that
this is just a part of what they signed up for.tHeathan worrying about the predisposed
industry barriers, independent filmmakers are mdy getting creative with the film
projects that they generate, but they are alsdingetneir own version of the “studio
push” that is commonly seen with large box offieeases. In reality a lot of the
filmmakers view this handicap as a part of thelesst of independent filmmaking. This
genre of films tends to be more intimate and pakonmany ways. It's common that
one could come in contact with the filmmaker durengcreening and proceed to have a
conversation with them in the theatre lobby regagdheir choice of allegory in the film
or have the opportunity to have a dialogue withftlnemaker and other audience
members during a Q & A following the screeninglod film.

The theoretical frameworks that were utilized ia thsearch can act as a scaffold
to interpret the industry driven barriers, as thegte to black indie filmmakers, and
point out the intersection between psychologicgbegiential and institutional disparities
that exist. To demonstrate how this works a statdérthat was made earlier in the text

will be used to show the overlapping nature oftthe theoretical frameworks with
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regard to this study. The researcher indicatatierlast sentence in the first paragraph of
this section that “it has been illustrated thahagAfrican American filmmaker there are
additional obstacles due to race, representatmogess to resources, distribution, and
marketing.” This reality speaks to one of the tietioal frameworks that were introduced
in Chapter 2: Critical Race Theory. This illusésin intersection between race and
power. More specifically that there isn’t an auntie for black indie films and/or they do
not sell and in turn the funding is sparse for ¢hejects which is a demonstration of
power amongst those who are in a position to pefudding for films. This causes a
domino effect because this now means that les& btdee films are being made and
distributed in comparison to those that are benegted by white filmmakers. With a
smaller number of black indie films being presertted lowers the level of
representation of alternative and realistic blackges to the consumer. The consumer
will then be forced to either consume poorly depelb or typical representations in other
black commercial film only because they are moeasible or they may even view
films where there is no black representation imtla all. When there is no black
representation in films the black consumer maybetdiscouraged or begin to
internalize feelings of conscious or unconscioderiarity or inadequacy. More
specifically the film goer may begin to make states like “Black people can’'t make
those kinds of films” when making a comparison fgreat film that has all white actors
and/or white crew that produced the film, excelleémaracter development and large
commercial success. This statement may be madeibethe consumption of films
with predominantly non-black casts or a minimal tw@mof black, leading or supporting,

characters that have stereotypical traits. Thekifidmgoer may even internalize
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statements like “I don’t see myself [Black peoptethis film, maybe we are not there
because we are not capable or skilled enough tovodved.” Statements such as these
speak to the second theoretical framework: thedsicgnce model.

The discussion below will address each of the tisetingt were identified to have
emerged from the core phenomenon. The themesethalted actually do not
specifically speak to the culture of either thenfihaker or the filmgoer except for those
sections that speak to the motivations behind ttigtia expression of the filmmaker.
The themes that did emerge essentially speak tmdle film industry as a whole and do
not appear to be related to systematic discrinonads listed in Critical Race Theory or
the negative effects that poor character representean have as outlined in the
Nigrescence model to a lesser extent. Howeveettiees appear to be an undertone
regarding race within the film industry that mayedeo be further examined in future
research. Each of the filmmakers appears to beatipg at a level where race matters
but it is not necessarily the sole defining fadtyrwhat they do. Each of the filmmakers
indicated that they do not just make films for lll@eople and that they want to be able
to appeal to wider audiences just as films in ogeres do. In addition some of the
filmmakers indicated that they plan to make filrhatthave predominantly white
characters in them, or even characters of otheibteck ethnicities, just as white
filmmakers currently do with regard to black chaeaizations. There did not appear to
be an assumption that they were automaticallydi$@dvantage because they were black.
However it was recognized that there are some siosnand isolated incidents where
race does come in play. Therefore the discusdioace was only included in the

sections below if it was applicable and/or if tlecept was mentioned during the
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interviews.Ultimately the industry driven barrighst were identified appear to have
transferability to most indie flmmakers irrespeetiof race. The themes that emerged
appear to speak to a typical experience that atgp@ndent filmmaker may go through
when attempting to create and release a film ptojadist of the themes that
materialized can be found in Figure 2 and aretilied in an axial coding diagram
format.
Stage 1: Marketing

Marketing is the key to making any product workheTassembly of films and
their marketing campaigns may be heavily influenog@owerful executives aiming to
maximize revenue through the execution of carefialippred strategy (Nowell, 2012).
It's required to generate consumer interest in yaject. With regard to the
independent filmmaker, this is arguably the mosta piece of the filmmaking process.
Although all other areas are of great importangeryghing may have been done in vain
if there is no one in the audience except for affeands and family members. The
Black indie filmmaker has made it clear that theyndt just make films for the people
they know. They create their films in order to tfet product and the message so that it
disseminates the ideas, storytelling or messagaghby are trying to convey. In order
to market a product you have to understand who gadrence is. Independent film is a
unique product in that a large studio format isadatays the driving force behind the
camera. Independent films can draw in a cultddkewing because of the subject
matter and stylization of the movie. In the forrtieg filmmaker doesn’t really have to

follow the rules and one may find like-minds in #ngience with similar sensibilities as
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the filmmaker. In turn this creates a niche matkat speaks to atypical genres and
discriminating tastes.

Deciding whether to market the film to just blakdiences or all audiences is a
decision that the filmmaker will need to make. &uesh has shown that if the movie
contains predominantly black characters thengbissidered to be in the black film
genre. However when films contain predominantlytevbharacters they are not
classified as being in a white film drama. In aidai films made with predominantly
white characters do not seem to promote the sasimhey with black audiences with
regard to watching the film. It appears as if klaodiences will more readily accept
films that do not have black characters in therogsosed to other cultural groups and
their selection of which films they want to watchhis statement may be bias or
assumptive however it is a notion that must be idened when making a decision on
how to appeal to certain audiences and which aadgeit is desired to reach.

Niche market. As previously described the independent film alisreaniche
market all on its own. Independent film can alsadentified as a genre. Separately
black films can be defined by a genre on their o@oupling each of these labels makes
for a unique cinematic presentation that can enemsigeveral different nuances that
speak to either independent film and/or the sdbmine of the project. A genre can be
seen as a product of the various discourses thatdieculated films which have been
deemed to share common characteristics (Browne3; M#tel, 2001; Naremore, 1998).
Audiences use genres to organize fan practicee(gaftly determined organizations,
conferences, and websites), personal preferencds\eeryday conversations and

viewing practices(Mittell, 2001). When you congidace as an additional nuance, this
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creates additional possibilities with regard toatirey a unique piece of art. As with any
type of art it's open for interpretation and theli@mce has to have a palate that is open to
seeing unconventional character portrayals thay stom the commercial formula that is
often seen with large box office releases. Itisjthb of the filmmaker to take this unique
situation and turn it into an opportunity to appieelhe senses of a sub or counterculture.
Therefore it's important for the filmmaker to fitldose people who the film will appeal

to the most. This can prove to be difficult be@atesstart, independent films have P & A
(print and advertising) budgets that are dwarfedhay of a larger box office release.
Therefore the filmmaker has to get creative withard to finding the audience that

would appreciate the body of work.

Finding the audience.This concept emerged as a theme from the core
phenomenon. When each of the flmmakers spoke dahewtudience that views their
films, the researcher found that each of them dasdiit in a unique fashion. More
specifically, in reality it's the audience thatdmthe film within the independent model.
When considering large box office releases it'degaasy to find these types of films.
They are literally everywhere in that they havgéaadvertising budgets, so you
constantly see images from the films wherever yakl! Commercial releases can afford
to place ads on the back of buses, billboards, mags, radio spots, commercials, “The
making of...” television specials and the list goes The marketing campaign for an
independent film is so incessant that it's hardaimyone who's paying attention not to
know what'’s in the theatres and when the film Wwélreleased. In addition it makes it
easy for the consumer to know about the film befisreelease and visit any local movie

theatre that has the same film on multiple screettsnumerous showtimes. The
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commercial film becomes iconic and people staimtorporate the marketing buzz and
the release of the film into their daily lives. Wa large commercial release you'll find
people waiting in line for hours to get a glimp$ehe new Star Wars epic or fully grown
adults in Harry Potter costumes who are waitinghiadnight showing. America’s older
generation will associate memories of their youithwhe Black and White films of
yesteryears that starred icons such as SidneyeRd#arilyn Monroe, or Josephine
Baker. In this case the film finds the audiencedose of its accessibility and
overwhelming presence in America’s communities.

Unfortunately,independent films do not have thearpmity to get
sensationalized in a manner that will build audesngrior to the film’s release causing
people to come out in droves for the opening weekdra film. With an independent
film it's often that the audience is built afteethim gets released. More specifically, it's
common for films to gain popularity after they hdaen seen by smaller audiences and
then its existence is spread by word of mouthaddition it's not uncommon for
independent films to become popular or gain a Yalhg months or years after its initial
release date. Therefore the independent filmmiadkest get creative with the way that
they market their films. Ultimately since the metikg presence isn't as strong, it’s the
audience that finds the independent film.

The independent film consumer consists of people arle looking for something
different. One could assert that the independbngber has an appreciation for artistic
expression, looks to film as a medium intellecstahulation and has the desire to be
ahead of trends or even create them. It takesqu@mudience member to do their

research to find out where the next indie film Vol playing. As an independent
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moviegoer it may take hours to surf the web, attendcreenings at art house theatres,
word of mouth or thumbing through their local altative weekly newspaper to find
listings for the latest independent release. Tdteah profile of the independent movie
goer is important for the filmmaker to consider wioeeating marketing strategies. This
clamoring for something new and unique createspgounity for the black indie
filmmaker to create fervor about black indie fila®ongst indie filmgoers. Adding
culture as a covert theme and creating a storyfiachas not been seen before has the
potential to bring in audiences and sensationdlizdact that something new and fresh is
on the screen for them to take in and analyze.

International markets. Targeting international markets is a theme thatrgete
from the core phenomenon. The interviews revetilatthere is the thought that Black
independent films should consider reaching oubternational sources in order to grab
the attention of those audiences. There is a pgorethat Black independent films do
not do well with international audiences. ThisIcooe due to cultural themes that are in
Black American films that are not transferrabletaliences overseas. However if the
right formula was put in place it is possible foe Black independent filmmaker to
penetrate an international market with their filMore specifically the Black
independent flmmaker should consider the contéttiar films and develop projects
that will translate to international audiences.iswill in turn make the film more
marketable and will widen the net that's cast toegate audience members. In addition
this creates an opportunity for a cultural exchangkin those international markets that
are comprised of persons of African descent. Taeklmedia content that international

audiences consume tends to be based on populareculhich has already been
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identified to often contain stereotypical themd$erefore just as a white teen in Middle
America learns about the African American cultue international comparative to that
may be the media images that are being consumgftigan countries, South America
and even parts of the United Kingdom for examiarticipating in international markets
allows the indie filmmaker to challenge the popuhaages that are communicated
internationally with alternative African Americamages just as it does in the United
States. In turn this could help to alleviate am@late stereotypes that may be held about
the African American culture abroad by both persoin&frican descent and those who
are not.

In terms of the titles they distribute themseh@&ghlik (as cited in
Guerassio,2003) says that distribution companetfatakes a "curatorial” approach,
seeking out and filling holes in the home videaseape. In practice, this can mean a
single film title that is not available, but mortem it means films produced in certain
areas of the world that are under-representedeimNtirth American market. Stehlik
opposes this to what he calls ttlearinghousanodel adopted by Amazon and Netflix.
As of today, he has said,

Facets Video hosts three exclusive video lineseAt€inema, a world cinema

label that has particular strengths in Europe; Qieca, a Spanish world cinema

label that features films from Spain and Latin Aro&ythe Facets Video label, a

world cinema label that has particular strengthigliddle Europe, the Middle

East, and American independents. (para. 8)

Stehlik has said that they acquire approximateblvesto eighteen films on a yearly

basis for a limited release on the Facets labef][another twenty for limited
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distribution, and four to five thousand new titeagery year for nonexclusive
distribution.Whereas distribution company: KinoesfThe Best in World Cinema
(although they demonstrate a particular strenglRussian cinema), and whereas
Criterion provides a highly restrictive selectidnfalist foreign films. Facets has carved
a niche within niche home video by distributingrfd from areas that are more under-
represented than other more recognized nationah@s. Stehlik has publicly
emphasized Facets' exclusivity, stating, “it ispaifficult [for Facets] to distribute
independent features that aim at a broad, middie+laudience, and which emulate
Hollywood films or television. There are other distitors that are perfectly capable of
moving these films into the marketplace” (Guerasa@p3,para. 15)

Cultural translation is not only important for im@tional markets but also within
the spectrum of American audiences as well. Duttvegstudy, filmmakers were asked if
they consider the perceptions that non Blacks naa lafter watching their films. Some
of the responses indicated that the flmmaker didnmake this consideration and others
conveyed that they do in fact make this considenatthen developing projects. The
number one reason that this consideration was msadeensure that their project had
marketability to outside or non-Black audiencesapipears that the filmmaker
understood that Black audiences would not be abdeistain Black independent films on
their own. More specifically during the interviewgmerged that Black audiences may
not have the palate for independent films becausg do not subscribe to a commercial
template. Therefore the Black independent filmmakest consider one of two things:

(a) they will need to find methods of marketingitligms to non-Black audiences, or (b)
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they will need to consider efforts that will dramvBlack audiences that may not be
accustomed to this unique film format.

Distribution companies maintain a sense of excltysthirough their access to
international cinema at film festivals and the alsition markets that occur there;
moreover, this process combines the sense of exitjusith that of cosmopolitanism.
Kino International regularly sends representatieethe festivals at Rotterdam, Toronto,
Cannes, and Sundance, and Zeitgeist likewise samwids to these festivals and others
that cater in international art cinema, such agiBeCertainly, this is not a surprising
practice on their part, as the markets at inteonatifilm festivals have served as crucial
links between the production and consumption ofldvoinema for many years. The
point is that by entering these markets and engagithese social arenas, these
companies position themselves in competition vatigér distributors, such as the
specialty divisions of the major Hollywood studiedjich often focus on theatrical
distribution. Even more importantly, participationthese festival markets aligns these
video distributors with a stratum of cinema culturteere select films gain early approval
and cultural consecration. This puts Kino and Zegtjin a privileged position to
internalize and subsequently disseminate the vakgerding cinema fostered at these
festivals (Herbert, 2011).

Alternative plans. Since independent filmmakers do not usually haleege
budget for marketing, alternative strategies mestentified in order to ensure that the
film becomes recognizable by audiences, film @ijtdistributors etc. The basis for these
alternative plans is to identify the opportunitibat will cost the least or nothing at all for

the filmmaker. The audience for an independent @buld potentially becomgartners
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with the film project in order to push awarenessrfrthe film among their own
communities and social circles. The independéminfiaker should look at their audience
as more than a ticket purchase or a box of popitom the concession stand. More
specifically, the independent filmmaker should ldokhe audience member to take more
of an active role in the process of marketing thigm. It's about “social capital” and
setting up good, memorable experiences for theeagdimember. People want to brag,
to share information with their peers about newdbithey haven't heard about yet. That
feeling is part of what makes talking about thetnedie film project
rewarding(McCluskey, 2012). The marketing tacticst are used to promote products
and services can be just as effective when applyieg to the independent film model.
Social media.Social media or networking can be used by an inoidget
filmmaker as an alternative plan for marketing.isTdpproach allows the filmmaker to
grow brand awareness, engage in a dialogue witielaces, increase opportunities for
sales and partnerships, and lastly reduce marketisty or compensate for a small or
lacking budget. Experts suggest that if one ptansse social media as a marketing tool,
then that it's important to use multiple applicagdanstead of just one. For example,
there are numerous sites that are currently popguleln as: Facebook, Twitter, Vimeo or
YouTube. Though it takes planning and signifidame investment, spreading the word
about a movie over several networks not only hgtpsgain exposure, it can keep the
filmmaker from getting lost in a site that getsliaiis of posts a day (Chessher, 2011).
Websites such as these can help independent filensdkiild their brand, as well as to
get in touch with the audience that will view thigim. Leads, links, and referrals can

come from relationships that the filmmaker estdigssby participating in not only the
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popular local social network, but from anywher¢ha world (Chessher, 2011). Ina
recent study by the Pew Research Center (Duggare&rir, 2013) it was determined
that young adults (users under 50 or more speliifiages 18-29) are more likely than
older adults to use social media. Women are mkeé/Ithan men to be on these sites.
Those living in urban settings are also signifibantore likely than rural internet users
to use social networking. In this study, those ttiantify as black (non-Hispanic)
comprised 68% of internet users who use social ording sites. Twitter proved to be
the preferred method of social networking with 26P4ts users being Black in
comparison to 14% white and 19% Hispanic. Only@%bhe users surveyed utilized
Pinterest for social network while 18% of the Wiptaticipants utilized the site and the
remaining 10% was comprised of the Hispanic usAfdcan Americans were shown to
be more likely than whites to use Instagram. Thdied yielded the results of 23% of
the users being black, 11% were White and 18% Wespanic. When examining
Facebook usage, 72% of the participants surveysatted that they lived in an Urban
area. Taking social network usage into considemas important for the black
filmmaker. It could provide information as to wisdties to utilize for their campaign
push as well as what cities to bring their moveesot screenings.

In addition the filmmaker can gather informatiogaeding awareness,
perceptions, and interests of their audience thr@mechanism such as Twitter hash
tags. This allows the flmmaker to filter conveisas that only apply to their film
projects. This is a simple, but laser-focused tagyet several opinions in a concentrated
setting. The big difference between offline wofehmuth marketing and conversations

that happen in the digital world is that the filmieacan observe online buzz much more
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directly and mine information from it much moreiei#ntly. Facebook can be used to do
that same thing. One of the first things thatratependent filmmaker does is to create a
Facebook page specifically for their independdnt firoject. This is a free way to create
one central location for audience members to gol@ath about the development of a
film project, events related to the release offtine, funding efforts, and even complete
listings of the cities and theatres where the filith be available. This is the answer to
the good old fashioned website because it offeneraban interactive experience with
the film, and higher traffic by the consumer. Entpesuggest that the flmmaker carve
out a really deep engaging experience for the ngmée This can be done through
creating a unique online event for them to be aplafiicCluskey, 2012). The

moviegoer will remember this experience for a Meng time, and this could potentially
be a way to sensationalize the indie film in a Emfiashion to the emotional connection
the American moviegoers may have with large comiakreleases.

Word of mouth.Word of mouth, one of the oldest communicationdpd an
effective marketing tool. Research findings shbat people rely greatest on family and
friends when making a buying decision (Richard Kllél & Associates, 2006). In a
study involving the analysis of the long term ef$eaf social networking it has been
determined that the consumer will take an investtatest in a product long after its
social media launch. Even though this study speagsoductsthe filmmaker can still
utilize this knowledge and apply it to the markgtof their films. Word of mouth has
long been the best way to advertise a producthbwtlong does that buzz last, especially
in the digital age? Customers-turned-volunteeafidradvocates” are still much more

likely to buy and recommend products than they vberfere they got involved in the
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marketing campaign a year before. When a campiigs over a volunteer advocate,
the goodwill can last for awhile. For example, 9@Pthose who said right after the
campaign that they were likely to recommend thelpcb remained likely to recommend
it a year later (McCluskey, 2012). While onlinezkus capturing media attention, 80%
of word of mouth occur offline (Richard K. Miller &ssociates, 2006).

In the past, record companies have useget teamso push singles and new
artists that were soon to be introduced. This statiec can be utilized within the indie
film schematic. This is also known as buzz mangtiBuzz marketing, with its heavy
does of theatricality, was honed by Hollywood stgdiliquor and tobacco companies,
and other marketers whose products were eithetdthin traditional media or simply
had too short a self life for a full-blown ad cangpa(Richard K. Miller & Associates,
2006).

Marketers are now reaching outewangelistswho are already die-hard fans of a
brand, and persuading them to spread the wordghrtheir existing social networks.
Evangelists should bafluencers or people who have large social networks andjacel
communicators, andromoters people who talk positively about the brand. Eigpes
of characteristics are easily found within the enflim audience member. It was
previously mentioned that the indie filmgoer widl their research to seek out
independent films. This leads to the assumptiahttie same person will want to take an
invested interest in the film project in order teate future opportunities to see more
independent films. Marketers have become obsesg#kdinding ordinary people to
endorse, criticize or simply spread the word almewt movies and new products on

blogs or other consumer-created media (Richard ieM& Associates, 2006).
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With the Black independent film world one of thesbexamples of the DIY (do it
yourself) concept is that of AFFRM which standstfoe African-American Film Festival
Releasing Movement. It's an art advocacy movenmwered by people and
organizations choosing action over excuses. llaaxpthat they are the people “who
don’t wait for the go-ahead. They claim to se®a yand they work towards filling it
with meaning(African-American Film Festival RelaagiMovement [AFFRM], 2012).
They go on to invite participation on their webditesaying “if you like us, if you care
about the diverse images in cinema, if you ardndic to roll up your sleeves...we want
you to join us. Together, we will cultivate dynanaiudiences for flmmakers of color to
share their stories, their way” (para. 1).The filakimg distribution initiative started by
American filmmaker, marketer, and film distributéwa DuVernay, incorporates the
word of mouth approach into its marketing formitore specifically, AFFRM has
created opportunities for volunteers who are logknfoster Black film, to volunteer,
and be apart of a team. Once the volunteer logsewmwill receive working updates,
film information, assignments, and other exclugo@s and details. All volunteers must
attend a Skype orientation session for an overabeA~FRM and the various volunteer
duties. There are four teams that one can be apdrbs Angeles, Philadelphia,
Washington D.C., or digital. Each of the teamisaaded up by a city captain. The
volunteer captain will reward the volunteer witHardolocks for completed tasks as they
move along a grid that has been created. The dswaclude items such as gift cards or
an all expense paid trip to Sundance.

Test or free screeningslust because you are making a singular artistiorvis

does not mean that you can’t consider who the aadiér your vision might be. Many
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if not most of the marketing tools that filmmakees use to reach their audience should
not hamper their creativity, and might even enhan(®eiss, 2010). Like a product, a
film can be used in the same fashion when it camegsving out free samples. Free
screenings can be advantageous to the filmmakeagus is with giving out free samples
for a new product that has been developed. Usiisgnodel will allow audience
members to share their honest opinions about limesfith friends and family in person
and through online social media such as Facebdogspand videos (McCluskey, 2012).
A test or preview screening is a process wheredslected audience provides feedback
to the producers of a film prior to its completiohhese are also known as production
screenings, as elements of the story and charaaerstill be refined before the film is
finalized and delivered to a distributor. Partanps are selected on the basis of their
capacity to mirror the film’s intended audiencei{t;2012).

Filmmakers should consider this method becausédlih@ip to explore what
actuallyplaysand how nuances of the film translate with theienek. Filmmakers need
to be sensitive and aware of things such as clilt@@al, or gender undertones in their
films and how they may affect the perceptions efilewer. A screening will even help
the filmmaker to find their audience. A plethofaeatertainment is available on multiple
platforms, with social media giving unprecedented/@r to consumers to pass judgment
even before a film’s public release. Taking a syref the viewers that watched the film
is a valuable way to analyze key elements of the $uch as characters, plot, pacing, and

recommendation to friends (Griff, 2012).
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Stage 2: Distribution

In the majority of media industry studielstribution primarily refers to that
sector of the industry that orchestrates and actishgs the movement of commodities
from producers to consumers. Indeed, in its indaltrdominant form, it is the
bottleneck through which the mass of productionstrpass in order to reach their
potentially vast audiences. In critical politicalbb@momic theory, however, distribution can
refer to the general dispersal of wealth in a ggciEhese two meanings of distribution—
the process by which specific commodities circylatewell as the social allocation of
wealth, are best understood when set in relatioh @ne another. In this sense,
distribution is a determinant moment when the eagn@nd cultural value of a
commodity is produced. Conceptualizing distributionhis way is particularly important
for understanding cultural commodities, as thelue@as so closely tied to the formation
of ideas, beliefs, and social identities. Thuseassg how such commodities accrue
cultural value requires analysis of the ways inchilthe forms of their exchange bear
upon their relative value in general (Herbert, 2011

Pierre Bourdieu’s (1987) work on social fieldstéagnd cultural stratification is
instructive on this point. “Taste,” he famously w&0"is a practical mastery of
distributions which make it possible to sense tuitrwhat is likely (or unlikely) to
befall...an individual occupying a given positionsiocial space”(p. 466). He elaborated
how such taste values, dispositions operate in the world of cultural production and
circulation, and two elements of this seem paréidulgermane in the context of specialty
home video distribution. First, he differentiatetvweenarge-scaleandrestricted

production.According to Bourdieu, “Where large-gcptoduction ‘submits to the laws of
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competition for the conquest of the largest possibarket, the field of restricted
production tends to develop its own criteria fag #valuation of its products™ (p. 120).
Second, this process of production and of the prtoolu of value resonates with a larger
social sphere. For both the commercial and art-edralltural producer, he writes, the
ultimate and often indefinable principle behind ¢i®ices finds itself continually
strengthened and confirmed by his perception ok#tective choices of authors
and by the representations authors, critics, tidigguand other publishers have of

his function within the division of intellectualldar. (p. 120)

Number of screensThe Black independent flmmaker needs to consiaatrthe
number of screens that their films will be playedi®very small in comparison to large
commercial releases. Therefore this limits theoopymities for the film to be seen by the
targeted audience. For typical Black independiénsf it's common to see that the film
will be shown on one screen in a specific art hdabeatre with limited show times over a
1-2-week period. In 2004MC launchedAMC Selecta program where 72 theaters,
roughly one quarter of the chain's reach, commibtegl screen each to showing art house
films.Today, 60 theaters make up the cor@&bBICiwith another 18 theaters jumping in
when they feel the film makes financial sense f@irtmarket. To figure out which
theaters should be involved, VP of Specialty angiiative content Nikkole Denson-
Randolph, reached out to distributors to hear tit@iughts on markets that tend to
support independent film. They also choose cirdugised on demographics, but more
important are the indexes of where past indeperfderg have done wellNicholson,

2010).
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What matters most, when it comes to getting irhattse theatres, is
marketability. If a filmmaker has a relationshigitwa distributor who then has a
relationship with a company likekMCithen the better the chances are that the
independent film will be featured on one of tha@reens. It's important that the
distributor believe in the product and understdredrtiche market of independent film. If
they can prove that they know their audiences atié\® in the content, then film houses
such aAMC will support this type of unique film content (Miglson, 2010).

The filmmaker also needs to think outside of the Wwhen it comes to the
screening of their films. More specifically, filnmsay not always be shown in a
traditional movie theatre setting. Depending anftim content, the filmmaker can
partner with certain organizations that have amdgehat supports the contents of the
film. For example, in February 2013 the fiBoul Food Junkiewas screened at a local
Long Beach, CA community center by the Coalitiondddealthy North Long Beach
(Portner, n.d.). Another example would be for daaationally themed film to partner
with a local K-12 educational group to screen tfigm. Ultimately, finding unlikely
sources and uniting with local communities can atscease the number of screens that
the independent film actually gets shown on.

Film festivals.There are hundreds, and maybe even thousandéndestivals
that exist around the world. Filmmakers can finchprehensive lists for film festivals in
their own city just by going online and conductam&oogle search. Film festivals are
one of the foremost dynamic curatorial mechanisn@ur film culture. Festival
programmers can use their role as gatekeepersategitally challenge dichotomous

valuations of film as either art or commerce, améatilitate ways of looking that allow
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for difference rather than enforce nationalisticdels of homogeneity (Rastegar, 2011).
The goal of a film festival is not only to show thest of the best but to also define film
culture on local and global scales by cultivatindplic notions of quality and taste. There
is a science to the film selection process for figistivals. Therefore it is imperative that
the Black flmmaker focus on making a quality pie¢evork that will stand up to the
thousands of submissions that are competing fpoate be showcased within a
particular festival.

This is a great opportunity for the Black indepemdémmaker to showcase their
unique film project to an audience that is lookiagake a critical approach to viewing
films. This is the platform to showcase Black ipdedent films that contain characters
that are more realistic and well developed andnaltely stray away from the stereotypes
that may be seen in large commercial releases.blHu& filmmaker can utilize both
African themed film festivals and festivals thatezao all cultural backgrounds in order
to generate a following in several different maskefAs one of the most powerful
curatorial filters of the film world, festivals atke first line of defense; they are the point
of crossover between audiences and filmmakerspatieeques and multiplexes. This is
the perfect chance for the Black filmmaker to ¢eirtfilm out to audiences that may or
may not have seen their films had they not beeturfed in the festival. The
exclusionary nature and characterizations of qualtforce conventional paradigms of
valuing film either through box-office earningsaitical acclaim. These constricting
parameters not only render illegible cinematic g®litges that flourish on the margins of

film culture and wider society, but also obscurgvttinema reflects social, economic and
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political realities (and fantasies), and informs mdlividual and collective consciousness
(Rastegar, 2011).

Alternative plans. A filmmaker should always ask themselves: wheré nwi
movie go once it’'s finished? The obvious answeha the film will end up in a movie
theatre. Soundslogical but due to advancemerné&cimology, limited resources and
opportunities, today’s independent filmmaker hasxplore other avenues with regard to
releasing their films. During the interviews witre filmmakers all of them were realistic
regarding the limitations in opportunities thatytweould have to show their films. At
best, a flmmaker is afforded with a few screena latcal theatre that usually shows
independent or niche films. The screenings cagadrmom one night engagements to a
few weeks. It's also common for the screeningsdeur in large city markets where
there is an audience who actually seeks out incteperiilms. There is a very small
window of opportunity to push a film and be ableathieve commercial viability.
Therefore alternative plans for distribution mustdought out by the filmmaker.

It's important for the independent filmmaker todia distributor that believes in
their product, and who is looking to expand thekmawith quality films that include
alternative insights and images. During the intamg, most of the flmmakers explained
that there is a perception that Black independénsfdo not do well or more specifically
that there isn’t an audience for them. Findingstridbutor who understands how to
market independent films and get the movies inéohthnds of the right consumer is key
with regard to the commercial viability of a film.

There are numerous distribution companies thaloatang to do independent

films justice. Home video distributors have playedritical role in shaping the
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historicalshift ofquality cinemarom theatrical to domestic contexts. Distribatio
companies such &ino International, Facets Multimedia, Zeitgeistrigs,andMubi
(formerly The Auteursa streaming media website)," are mentioned ineveder to more
fully understand the creation and dispersal ofarstiof value and quality in the home
video arena. Sources indicate tKato Internationalprovides an eclectic mix of foreign
films and silent film classics, and Facets spexgaliin international, documentary, and
children's films Zeitgeistfocuses on documentaries and a handful of seléetiau
Despite these apparent differences, however, phm, refine, and complicate quality
home video by drawing upon and redeploying qualitiexclusivity, exoticism,
intellectualism, and social activism (Herbert, 2D1The distribution process must
recognize the unique brand that is independentditich make efforts to exploit these
nuances so that they are effectively translatedeaonsumer.

Video on demand (VOD.Media distribution is undergoing yet another
transformation. There has indeed been a protiteraf new means for the
dissemination and consumption of moving images.Adiog to Herbert (2011),

This has caused as much experimentation as wasrstenearly days of home

video, as the Hollywood studios and other majorteoinproviders assess new

technological possibilities, such as internet stieg and VOD, and economic
models, such as subscription-based access to tofaeh4)

Although VOD has been around for over a decadestreceived little scholarly
attention in terms either of the independent cineoeme or of media convergence
(Hilderbrand, 2010). Knowing this, the independi@nimaker may see this as an

opportunity to use VOD as a vehicle for gettingrtfiems out to the masses. There are a
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few distribution companies that are in the busiregshowing independent films via
video on demand. This may be the answer to théelthmumber of screens that an
independent filmmaker has access to once theyseelbair film projects.

In 2006,IFC Filmsinitiated the new distribution model that has camdefine
the company’s innovations: synchronized VOD avadilgowith theatrical exhibition. In
fact, the VOD window, typically spanning a coupfermonths, actually makes films
available to viewers for longer than a film wousdt at a local theater. IFC Films
debuted day-and-date releases for theatrical arid With a la carte pay-per-view
pricing with CSA: The Confederate States of Ametioder the bannéFC First Takein
2006.IFC Films has expanded this model with more extensive lisgoffering far more
VOD features than it releases in theaters. Cugengbromotes simultaneous art house
releases als-C in Theaterscult and horror offerings d5C Midnight, and films
acquired at festivals that will not be releaseatheally aslFC Festival Direct
(Hilderbrand, 2010).

DVD. The DVD market has dropped off, and television eks have been
talking about audience drift for years. Independa@m¢éma, in particular, seems to be in
crisis as the economics simply do not add up angrtidilderbrand, 2010). It seems as if
the DVD may be turning into what VHS is to Americamsumers now. In the
publishing industry, print-on-demand is also popwéh small, independent presses that
appeal to a niche audience. It is less common mwitependent DVD distributors, as the
substantial upfront costs involved in producingaddnasters necessitate a wide retail
release rather then incremental sales from MOD anufacture on demand (Schauer,

2012).
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Digital technologies have provided greater acocesksd means of film and media
production for those historically disenfranchiseahf the process, thousands more films
are being made each year than can be catalogwdioved. Programming decisions
about what to include or exclude in film festivdigectly affect public access to
independent films by determining what films critwwste about, and what distributors
pick up for theatrical, DVD, or online release (Rasmr, 2011).

Indie filmmakers may consider this as a vehicldigtribute their films. However
one must note that this type of distribution appéarbe on a slow decline. Working
with a distributor that specializes in niche mask&buld be imperative if the filmmaker
is looking to take this approach. However DVDsigtdaot be counted out all together.
DVDs allow for the movie to haveew legsand reach more viewers. More specifically,
for someone who may not live in a city where thevimavas screened, this person can
now buy the DVD once it's released so they tooegrerience the project. Having the
DVD available with online vendors (e.g.,Amazonaiso important. Once an
independent film consumer buys an independent@BWib on the site, the application
will then track their buying behavior and make maooendations based on previous
purchases. Therefore it's possible that if oneBiadie film has been purchased, the
consumer will then receive recommendation emaildiims that they may like or that
other people have purchased in addition to thatiBpdim.

Streaming. In a recent.os Angeles Timearticle, the head of Home
Entertainment aBonyPicturesacknowledged that DVD sales were declining rapithgt
Redbox wascausing industry confusion, that Bluwag likely never to have the same

impact as DVD, and that digital downloading showexe growtt{Fritz, 2010).One
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possible model for new media art cinema can be isere website calleubi, which
was originally called’he Auteursin an interesting gesture toward quality. On this
website, one can stream any number of both classlwuse films, as well as more
contemporary prestige pictures. The company wamddrin 2007 with funding from
Goldman Sachs, and it was conceived as an onlithet dor under distributed
films.“More importantly, the goal was to overconrag-space barriers for people who
like art cinema, so that one could watch an inddpetfilm on their laptop for instance”
(Herbert, 2011, p. 15). Although the original irttehMubi was to make such movies
available for free, the vast majority of their offeys cost around $3. Unlike other
distribution models, including some online firméubi does not ask for any minimum
from the rights holders in payment for the serna€eutting the movie online, and they
split the revenue 50/50 with the rights holder wy &lm that gets streamed.

Other websites, such as Hulu and Netflix, are baexgra popular source for the
film consumer to stream video of TV shows and mevigonsumers can subscribe to
these services and use the applications to finejpeddent films. Both of these services
will allow for the viewer to discover and be expode independent films that they may
not have known about prior to coming across thgept@n these applications. Some
filmmakers are choosing to exclusively premiererthns by using online services such
as these.

Stage 3: Financing

The journey to raising money for an independent fihn be a difficult one.

Finding funding for any indie film can be difficulbut finding financing, distribution,

and an audience is particularly tough for Africaméyican filmmakers who tell outside-
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the-box stories of ordinary Black Americans. Tleg keason why securing coin for such
projects is so problematic it isn't only race, agitee filmmakers, but it's certainly a
factor. Many say studios make business decisiossdan the idea that White people
don't want to see movies about Black people (D&0&2). Finding money for films
proves to be even hard for Black flmmakers becafiske product that they are selling.
More specifically, there is a perception that therét a market for Black films or that
they will not appeal to a broader audience. Tloeeeif you cannot prove that there is a
market for your film, then no one will want to irstan the project.

Low budget. Art films are aimed at small niche audiences, megthey can
rarely get the financial backing which will perrtatge production budgets, expensive
special effects, costly celebrity actors, or hudeestising campaigns as are used in
widely-released mainstream blockbuster films (HRB10). Because of lower budget
ranges independent films are forced to do more l@gh.But as digital technology has
caught up with the indie film marketplace, muchheigquality movies have been able to
be made at drastically lower budgets. Moreover 3A&- Indie Modified Low Budget
Agreements on theatrical features with budgetgesd than $625,000 (or $937,500 if
casting diversity requirements are met) began bieicrgasingly used to bring most of a
film's actors aboard for $933 a week, with oneny tkeads making approximately
$65,000 allowing many traditionally small-budgéinfs to shrink to the mid-six/low-
seven figure range (Goldstein, 2012).

The Internet, awards coin and a friendly studio lcalp get a film green lit, but
odds are steep (Dawn, 2012). Banker Myles Nesteltad in Dawtrey, 2012) says that

“We're seeing a lot of big-budget opportunities) $&illion-plus productions, which is
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very attractive to us” (para. 7).LaCour(as citedawtrey, 2012) says, “It's reflective of
the demand in the foreign market for bigger indejeen films. Independent producers
are filling the void that the studios are leavinghe marketplace” (para. 9). Also,
organizations such as the National Black Progrargr@ionsortium (NBPC) develops,
produces and funds media content about the Blagkreence for public media outlets,
including television, digital radio and online.ngé 1991, NBPC has invested more than
$10 million dollars in iconic documentary conteot public media outlets, including
PBS and PBS.org; trained, mentored and supportidceese array of producers who
create content about contemporary black experiearesemerged as a leader in the
evolving next-media landscape (Black Public Me@i213). This black owned concept
speaks to the power struggles that were defindédercritical race theory. Creating
opportunities for internal power help to preverd thscrimination or gaps in funding
distribution that may occur when utilizing other dets or resources that are not tailored
to black media content.

Art film directors make up for these constraingscbeating a different type of
film, which typically uses lesser-known film act@sd modest sets to make films which
focus more on the main thesis (Hick, 2010). Owsitjve note, a low budget can add to
the aesthetic of the independent film. Howevés ihportant that the quality of the film
is not compromised just because the budget fofilthavas lower than desired.
Oftentimes Black films can be labeled as bdow budget because components such as
the lighting, production, and acting are poor ilgy. That is why it's important that
first and foremost, a quality script has been dgwedl so that it can transcend the fact

that the budget behind the film is not as largbe filmmaker’s creativity in establishing
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a quality film project with a lower budget is justother nuance of what independent film
is.

Commercial viability. The interviews with the filmmakers all indicatectithey
wish to make more than one movie. The goal foringaa movie is to create more
opportunities for the filmmaker to continue makprgjects. This means that they must
make a film that has commercial viability and thdity to possibly turn a profit.
Investors look for the commercial viability of @nfi before they will even consider
providing funds to the effort. A smart film investand the same goes with investment
in any arena, will put money into something thalt ati least return that investment and
also draw a profit. Therefore, it is the job of thdependent filmmaker to convince
investors that Black independent film has an aumid¢hat wants to see films in this
genre.

Investors

The trend appears to be the investors are lookingégw and fresh film projects
to put money into. In this era of studios drillidgwn on franchise tent-poles, the majors
still want to release mid-range action films, thest want someone else to foot the tab,
especially as the cost of their franchise tentpotentinues to soar past $200 million.
The indie sector is benefiting from the decliningerest of the majors in financing mid-
budget projects in the $50 million and under rangmancers have been showing a
growing interest in the indie sector, funds areilatoée for high-quality projects even
without stars attached (Mcnary, 2012). Findingestors that are interested in funding
black projects is a must. Just like the previpuséntioned National Black

Programming Consortium there are other instituttbvas exist that are looking to
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specifically fund black media content. If thoseeyqf funding groups are hard to find it
may behoove black business investors to creatindifig coalitions that pool funding to
add additional resources that are dedicated touging positive, high quality black
independent media content.

Stars have long been willing to cut their fees orknfor small scale in return for
backend pay on labor-of-love projects and low-budgare fare. After decades in which
investors often received returns and profits befmters began participating, this allows
actors to feel they're making fairer deals (Golidst2012).

Return on investment.The independent flmmaker, distributors, and esakynt
all parties involved in filmmaking are looking farreturn on their investment. Each of
the filmmakers interviewed indicated that you hawvée sure to at least pay your
investors back and then look for whatever is lefthe end for them. An investor may
not want to continue to invest in film projectghey do not get the money back that they
put in. Providing a return on the investment &sips to nurture a future working
relationship between the filmmaker and the investbthe filmmaker has a reputation
for a return on investment, then the financer waint to work with that filmmaker in the
future as well.

Alternative methods. Today’s trend in independent flmmaking calls foe t
filmmaker to become creative with alternative rax@streams, as well as sources for
funding. There are opportunities for grants, fiestival awards, contests, and funds
from investors that can all help to build the budge an independent film. The issue is
that none of these sources for financing are easgrme by. There are disparities in

funding due to access, culture, gender, and muake that need to be consider as an
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independent flmmaker. The researcher believasttiasuld be beneficial to examine a
collectivistic approach to financing for indepent&immaking.

The researcher suggests that most of the investofiims are non-Black.
However there are wealthy members of the Black camties who may be interested in
assisting to close the financing gap for Black petedent film. Forming a funding
coalition of Black investors would allow for thedi@pendent Black filmmaker to be able
to reach out to investors that share their ethniciust as White flmmakers have the
opportunity to reach out to investors who are &l8ute. The goal of this Black indie
film investor group should be to create a platfdomquality Black independent films to
flourish within the market. The selection procskeuld be as stringent as it is with non-
Black counterparts in order to ensure that theityal the projects does not diminish.
Ultimately it would behoove the Black independelmimaker to develop such an entity
so that it will change the perception that Bladin§ are not marketable.

Crowdfunding. Crowd funding takes advantage of the desire fointdependent
filmmaker to seek out projects that they want ®. s€he audience can now have a vested
interest in a film project that’s looking to beeated. Self-distribution channels, the
Internet, and the occasional friendly studio hapened up options for indie filmmakers
of all races, and grassroots funders sudKielsstartelandIndie-a-go-gohave been
helpful (Dawn, 2012Kickstarter,launched in 2009, has helped members raise adtotal
$32 million for film projects. The largest singlmaunt was $345,000 f@lue Like Jazz
a religion drama based on Donald Miller's memowxBorough, 2011). Along with
social networking campaigns, the filmmaker can atiseand bring awareness to their

films through the use of this funding method. Imoees are usually offered to the person
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that chooses to contribute to the funding of aneriitin. Reward levels can be set up for
certain levels of contributions. This is anothpportunity for the filmmaker to get
creative and also generate engagement surrourftkrfgrh project. For example, the
filmmaker could offer a mention in the closing atear a signed poster from the film.
In order for the independent filmgoer to invesaiproject, they need to believe in it as
well. Therefore the filmmaker needs to make shat they take any and all opportunities
to generate an interest in the film project.
Stage 4: Artistic Expression

Artistic expression is one of the main focusesaioindependent film project.
The obvious premise for an independent film is thallows for a format where anything
goes. One of the most recent trends in indeperdeama has been for filmmakers to
avoid using traditional screenplays in making tfiégms. The filmmaker is able to
subscribe to a self-devised formula and idealswaad how an independent film should
be presented. In most cases, there is not a$augeo that is involved that could
potentially have influence on the artistic outcomi¢he project.Most independent
filmmakers scoff at the possibility that someorgeahay have the ability to influence the
artistic outcome of their films. However, giverethuge financial risks that a feature film
entails, the conventional screenplay allows steaecutives, producers and financial
backers to have a clear sense of the film theyraidang (Murphy, 2010). As with any
artist, the goal is to make a body of work thainginal and open for interpretation by
the viewer. At times, this may mean that the auckewill be left scratching their heads

because the message of the film was not understdodever this is the beauty of the
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independent film because while some may scratdhlibads, others wiljet itand be
able to appreciate the uniqueness of the art form.

Diversity. Almost all of the filmmakers expressed concern wiard to the
actual representation of African Americans in flmmd television. More specifically each
of them were concerned with either the type of@éepntations being shown, or the lack
of the representation of Black characters in tosléifns, as well as behind the camera.
Smith et al. (2012) found that in 2008 five AfricAmerican directors headed up a total
of six of the top 100 productions. Nearly 63% o ttharacters with speaking lines in
those six films are Black. In the other top 94 8lfrom the same year, less than 11% of
the characters with speaking lines are Black. @eduogether, numbers from the top
100 do resemble U.S. population figures, as 13.2&tl gpeaking roles coded that year
went to Black characters. The U.S. Census Bure@@0O)2ndicates 12.6% of the nation’s
population then was African American. In 2008jrailar number (13%) of overall
speaking roles in the top 100 movies went to Blgwkracters, but that percentage rose to
50% in films with Black directors. Only one of thap 200 movies from 2007 and 2008
was directed by an African American woman. Hollpaanovies directed by African
Americans are significantly more likely to includé&ican American characters with
speaking roles than movies not directed by Afridamericans (Smith et al., 2012).

What all of this suggests is that in order for Aém Americans to be able to see
more of themselves on the screen, there needsaabrescious effort to get behind the
camera. Having African Americans in positions &stdBlack actors, write screenplays,
direct and produce projects, the audience will thegin to see more Black projects that

are made for, and by African Americans. In tuh® images on the screens are more
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likely to be accurate and act as a better repragentof today’s Black culture. However
in order for the accurate depictions to be seetiie responsibility of the flmmaker to
make more of a conscious effort to include well@eped characters and story lines
within their films. A common theme that was expgexs by the filmmakers is the
importance to include all aspects of the Africaadpiora as well as historical references.
It is important to show the various facets of tifeéidan Diaspora because it will allow for
multidimensional storylines. Irrespective of cuétuno two people are alike. The same
is true of African Americans across the country #ralglobe. There are cultural
differences that span from city to city, statettites and country to country. This creates
a treasure trove of cultural illustrations that b@nused to create film projects that have
never been seen before.

Although diversity is important, the filmmaker masant to consider what outside
audiences may think of the project. Andrew Weaassjstant professor at Indiana
University, whose specialty is media psychologynisoto a study that maintains that, all
else being equal, audiences are less interestking a film that has a cast which is less
than 70% of their own race, whether the viewer hité/or Black. A second study, which
focused more on the reasons for such a swing,rdeted that a key factor was whether
an audience feels a film includes them among tenghed audience. For the most part,
the movies are not marketed to white audienceslsecomes the default that if a film
has a black cast, then its not made for any audietieer than that demographic (Dawn,
2012). At times, the filmmaker has to make a maidecision as to what audience they
are making the film for. Most filmmakers would séat they make the film for

themselves and if people like it they like it, ahthey don’t they don't.
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Well-developed charactersFor those flmmakers who felt that avoiding
negative stereotypes was not exactly necessasgasitmore so due to the motivation to
present honest depictions. As mentioned previausthapters one and two,
stereotypical images do in fact exist within théune and they should not necessarily be
avoided. To avoid these undesirable charactersdyost be untruthful with regard to
how life actually is. For Black audiences and filakers a consideration should be put
forth to make sure that characters are well-dewogMore specifically, a one
dimensional character can tarnish the quality flfraand make it less appealing to an
audience that may be looking to be intellectudilyalated. There are films out there
that contain these “one note” characters and thdtseare painful and quite noticeable.
Bad acting and character development in films esult in a missed opportunity to
entertain and inform the very audience that canseéothe film project. In addition poor
character development can tarnish the reputati@nfiidnmaker and can cause them to
even lose longtime or future followers of theinfipbrojects. In the past, so many Black
film projects have not done the Black culture jesstivith regard to overcoming the
constantly appearing stereotypical archetypesrder to change the negative
perceptions about Black film, the storylines thatke up the films must go through
changes as well.

Social responsibility.Out of the filmmakers that were interviewed the pbam
was split as to whether the Black independent fisken had a social responsibility to
theirBlack audiences. Some felt that there wasfmite sense of responsibility to show
Black characters that were non-stereotypical. difiteon, some of the filmmakers

actively incorporate Black history and culture fgc@to their films in order to showcase
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the importance of Blacktraditions.OtherBlack indegent filmmakers are simply looking
to make a film that contains well developed chanac(irrespective of race) and
storylines that are complicated. The researchieJss that neither one of those
approaches are incorrect nor that they actuallytadde landscape and variety of films
that are produced by Black independent filmmakétswever, one could challenge the
actual Black independent film moviegoer to be nsweially responsible with the films
that they choose to support. The research shav8tack audiences do not always look
for independent film projects, may it be due tdeaw exposure. Therefore the challenge
is to get Black audiences who are used to largenzential releases to try something

new, and support films that are different from wtiety are used to.

Black film does not have to be the only medium Whych the culture attempts to
create a sense of social responsibility. Howelar,and media images are effective
ways to educate and inform the viewer regardingasshat deal with culture and race in
today’s society. Therefore the opportunities aexe in order to change the perceptions
of non-Black viewers and also to promote a posisiei image in Black viewers.

Thought-provoking cinema. The last theme that emerged from the core
phenomenon: industry driven barriers, describesnipgrtance of thought provoking
cinema. The research suggests that the consumBiack films are starting to look for
something that is more mindful. Typically largexauffice releases contain Black
characters that have stereotypical traits, or #reynot developed. It appears that the
Black independent flmmaker is looking to changat flormat and create cinema that will
encourage the viewer to intellectualize the conténihe film. In addition there is a

generation of Black independent filmmakers thathawesire to make their audiences
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engage in a dialogue after films. The goal offilmemaker is not always to push an
agenda or provide an answer to something, but¢oweage the viewer to take their own
stance and make their own assertions about whajukesaw.

Recommendations and Conclusions

The theoretical frameworks that were utilized fustresearch are supported by
the responses from the flmmakers. More speclficaith regard to the Cross Model of
Nigrescence, the importance of positive black insagas a constant theme that was
discussed. Each of the filmmakers indicated thaas important for there to be an array
of black characters that demonstrate the compéesxdf the African diaspora. This helps
to ensure that the self image and awareness ofd¢heer are acknowledged. During the
stages where the self image is challenged it ionapt to have material that is well-
developed and complicated so that the viewer damnalize and intellectualize these
images so that it has meaning in their lives. rifitiely each of the flmmakers indicated
that it was important to see oneself in a diffetagitt instead of constant
characterizations that paint a picture of an unedsbbped black psyche and pride.

The use of critical race theory was also suppontigigin the research findings as
well. Each of the filmmakers speaks to the faat there are disparities with regard to
the funding and support of studios when it comasdependent black film. There is a
perception that there isn’t an audience for blacependent film because black
audiences do not have a palate for thought progo@imiche cinema. This perception
may not be intentionally racist however it doesaict have an undertone that the rational
capabilities of the black filmgoer is not conducteeany film apparatus other than those

that contain poorly defined images. This says itk filmgoers should accept what
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they are given and sends out the message thas thlighat is desired of black audiences.
The money that is put behind large box office redsathat contain stereotypical
characters is what drives the continuing perpetnatf these images. If black audiences
were to widen their scope with regard to film camgtion or even stop supporting films
that contain less than desirable images, the lapdsof black film would in fact start to
change.

By using history as a tool the black independdntrfiaker can look at other black
art forms and glean information regarding how thegrcame industry driven barriers.
For example, African American choreographer andvsttAlvin Ailey had to overcome
numerous barriers dealing with preconceived notabtut race and capabilities only to
become one of the most successful dance compamiles world. He founded the Alvin
Ailey American Dance Theatre in New York in1958heTworld renowned Alvin Ailey
Dance Theatre has created a niche in the worlduoéelthat not only presents black
culture but it does so with originality, qualitynf@mances. In addition to that the group
has been able to transcend racial lines by makiagtesentations translate to and
incorporate other cultures and make it more palat&io their consumption.

Ailey had a way of allowing the dancers to bringrtiselves into their stage
work- this was a reflective alteration from thethl#ly stereotyped behavior solicited
from Negro artists before the post-war era. Adey his contemporaries revised the
minstrel stereotypes, investing them with persaondhs drawn from their own
experiences. Aided by the nationalistic reassestd the civil rights era, Ailey
fostered and important pedagogical shift that ereaxged the enactment of core black

performance strategies in concert dance. Theategtes include subversion, secrecy,
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rupture, participation, dynamic interaction, andigwe all, the pleasure of rhythmic
musicality (Guillory & Green, 1997).

Ailey created his company with three goals in mitmdemploy the scores of
excellent black dances in New York who had no perfog homes; to create a repertory
company that could perform both modern dance dassd new works by Ailey and
other young choreographers; and to give artisticevtio African American experience in
terms of concert dance. Ailey integrated his comypaithin the first 5 years, adding
Asian and White dancers into the multi-toned Afnidemerican mix. Though the
company always featured its African American astighough integration Ailey sought to
subvert the critical eye that cannon see beyongl raccording to Ailey (1989),

Some people like to put black people in a box. éx@ample, when we first went

to Europe [in 1964], many said: oh look at thosecklpeople do this and that. It

was as though only black people could move in oerays, and black people
were limited to certain movements. | wanted petpleee us as people. Further,
| think that having people of all colors and cuttsisomewhat universalizes the
material. It takes color out of the bag, out &f thce bag; it makes it easier to see

simply as art. (p. 9)

With regard to the black filmmaker it's importantfind that same balance in that
their films. Independent black flmmakers can dsosuccessful if they use some of the
same methods that Alvin Ailey did. More specifigdiley caused a shift in the minstrel
stereotypes that were popular at that time. Hehdgdby drawing from his own
experiences as well as that of the dancers. Tdeklllmmaker can do the same by

complicating the characters that are presentedkin ilms. Telling the filmmakers own
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story is the best way to draw in the audience amkrate a sense of relatedness. Rather
than constantly presenting the stereotypical charsathat have been overdone, the black
indie filmmaker can take the opportunity to shovaretters that resemble a larger faction
of what blacks really look like. The strategieatthe used to jolt the dance world can be
applied within the realm of black indie filmmakia¢so. More specifically Ailey made a
point to be radical, rebellious and interactivelwhis audiences. The black flmmaker
should do the same and aim to make movies thaledga their audiences to ingest
images that they may not have seen before. Thysality will incite a change in the
filmgoer to seek out black indie film projects tisascribe to a formula that is
nontraditional and create a wider audience thdtawittinue to support these projects.
Ailey’s goals to employ black dancers and cregtéatform/company to stage the

modern dance work can be seamlessly translatelddk imdie film as well. Black indie
filmmakers can deliberately cast up and comingloastors who put on quality
performances. It is known that celebrities biimghe viewers but it's also important to
showcase new and fresh talent in order to keegshaniginal and unique. Employing
black filmmakers behind the screen is also impart&tudies have shown that when
there is a black presence on the filmmaking shuis,ihfluences the accuracy and quality
of the images that are coming across the scredry Was effective in creating a space
for new talent as well as a place for the blackcean the art form. Independent film has
the ability to do the same thing by collaboratinghvether black filmmakers and making
the black indie film push a collective effort. fugpting each other’s films creates a sense
of community among the black indie community aneinsures the success of each

project because of the pooling of resources thet @ammaker may possess. Black indie
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filmmakers may also consider creating their owrrttigtion firms and/or supporting
those that already exist such as Ava DuVernay'sR#Fand its recent launch ARRAY
which is a multi-platform distribution label. Ingmrating a collectivistic instead of
individualistic approach could prove to be a bettay to cover more ground with regard
to marketing, funding, networking, audience saditdn and much more.

Incorporating non-blacks into the process may bersideration as well. As
previously described, Ailey did in order to be atidgermeate the support of other
cultures as well as to create new and unique pigicesrk. Based on the makeup of the
film industry it is often that the majority of filmakers will be White. Therefore it may
be difficult for a black filmmaker to participate this industry and not have to work with
a White constituent at some level of productiotheffilm. As previously discussed in
this piece of work, white flmmakers are constamtigking black films but from their
perspective. Some of the films are a success @@isocontain several inaccuracies
regarding the authenticity of things such as treratters and cultural references. The
filmmakers that participated in this study all aggie¢hat it's not necessary for White
filmmakers to continue to make black stories. Titia market that black filmmakers
should dominate in. However they also statedithvaas important for a white filmmaker
to do their research and possibly include blackvareembers, writers, actors etc. into the
filmmaking process when creating a black projéittis will then act as a safeguard to
ensuring that the appropriate and truthful depintiare made in films. However it is
undeniable that just as Black filmmakers have gla@e some White flmmakers who
have made film projects that have had an impat¢herlack community. Based on the

discussion with the filmmakers there is a percepti@at not all black people have a taste
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for Avant Garde film. Therefore this may suggéstt it may take more than a black
audience to sustain black independent film. Witleyds incorporation of non-black
dancers into his company he was able to bring tside& audiences while still

maintaining the black premise of the art form. dlandependent film can do the same
by creating films that are relatable on a humaellend not necessarily heavy in culture
related content. Although the examination of blackural issues and themes is
important and necessary, it's also just as impoittabe able to finesse a balance that
will relay a black message not just for black andes but also to those that are not apart
of or familiar with the dynamics of the culturey Bsing a model such as this it ensures
that blackness is at the forefront of the art flaumh also makes it easy for consumption by
all racial groups including those of African Amexicand African descent.

It's easy to be misled by the research when itlsp&athe bright outlook
regarding independent films and financing. Theorepusually do not take culture into
consideration. Therefore the Black independentrfibker must understand that their
approaches to filmmaking and audience receptivemess be very strategic. Ultimately,
the Black filmmaker must prove that their films Mgéll if given the opportunity. The
research suggests that the films that sell incthdmes that can translate across
audiences, and not just Black filmgoers. The Bliacke filmmaker that intends to make
Black film must consider that if they want to reachroader audience outside of the
Black community, that they must develop a storg linat the non-Black moviegoer can
relate to. If the filmmaker chooses to target Rlaadiences it is important to consider
the historical references and damage that steriealyimages have had on the Black

culture. Therefore it is suggested that the filmardie responsible with the images that
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they portray. More specifically, characters shdagddcomplicated, truthful, and realistic
in order to have a positive impact on the Blackiancke member.

Black independent filmmakers might also considerghresentation black
independent films within their own movie housesor®ispecifically black communities
can engage in community building by erecting arhatse that only screens black
independent films. This will create a space facklindependent films that may have
had trouble with being placed in other independiémttheatres. In addition this will
enact exposure and easy access to independengfiday eventually change the
palate of the film consumer. In addition this abpbtentially create a culture that is
more critical with regard to the films that theyneame. Building a black art house
theatre in a high traffic area alongside otherhesses that will complement the
experience (i.e. coffee shops or black bookstasdshot only build black communities
in a positive manner but can also aid in creatisgrase of social responsibility and the
appreciation of arts and culture in that neighbotho

The research and interview questions did not sigadif examine the dynamics
of an independent moviegoer, but that may be censtas future research. This
information would be helpful to the independenniihaker so that they can have a
specific profile for their consumer and hopefulyatn how to reach them in a more
efficient fashion. Future research could furthissdct different minority groups within
the independent flmmaking realm. More specifigalhe groups could include the
examination of the motivations of Women, Gay, Lator Asian filmmakers, and explore
the industry driven hurdles that they may experesred their historical involvement in

the film industry.
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Summary

This section discussed and analyzed the studynigsdand conclusions that the
researcher drew from them. In addition the demagradetails regarding the study
sample were dissected. The core phenomenon #satdentifiedjndustry driven
barriers,was dissected and presented the four stages thatigemtified therein. The
stages that were identified are as follows: mankgtdistribution, financing, and artistic
expression. Lastly, the researcher provided recemndations for further research,
possible practices and a model for the filmmakesrtgage in with regard to making the

black indie filmmaking process an optimal one.
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APPENDIX A
Interview Questions

Instructions

This study deals with “Examining the motivationsBd&ck Indie filmmakers
regarding depictions and images of persons of Afriancestry in the media.” The
interviewer will ask you the 18 questions listedblaethat pertain to the study previously
described. You will be asked to provide open enmgsgonses to the questions that you
are being presented with. Your responses willgending digitally or videotaped for
transcribing purposes. This interview will take- @0 minutes to complete. A copy of
your interview may be provided upon request afterdlose of this study. You can
choose to stop your participation in this studgrma time without consequence. Your
name and the titles of the movies you've directdtinet be shared with any other
audiences other than the researcher. This infoomét just for identification purposes
for the researcher.
Please select one of the following options:
| AGREE to be recorded for the purpose & ihiierview
| DO NOT AGREE to be recorded for the purpaisthis interview
Please specify all flmmaking positions that you hae held or currently identify as:
____ Director ____Actor ___ Writer

____Producer ____ Cinematographer Editor

____ Other (Please Specify):

Age:

Gender. Male Female



Ethnicity:
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How many years have you been a

filmmaker?

Name of film projects you've completed and/or relesed:

Please answer the following questions:

1.

2.

10.

Do you intentionally avoid stereotypical depictiang/our film projects?
Are you making an attempt to create new positiveresitypes about
African Americans in your films?

Do you consider the perceptions that non-Blacks roagnulate after
watching your film?

Do you use your films to educate or just entertain?

What barriers impede on the creation of an indepenBlack film?

Why do you think that attendance for independdnidiisn’'t as high as
commercial releases?

Do you think that independent film will ever be aglely received as
large box office releases?

How important is the commercial success of youndiP

What obligation, if any, does the Black filmmakeavke to the Black
community?

What, if any, negative stereotypes in film do ybink have done the most

damage to the Black culture?



11.

12.

13.

14.

15.

16.

17.

18.
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If you could eliminate one stereotypical charaftem film history, which
one would it be and why?

Do you think that it is possible for someone whamasg apart of the Black
culture to make an accurate depiction that incluaesajority Black cast,
or deals with the Black culture?

How do you feel about the portrayal of Black ché&gesin today’s film?
How important is it that every facet in the Blackramunity is captured in
film?

Do you feel that non-Black filmmakers are sympathai the realism of
Black characters?

Is it your intent to change the portrayal of Blatlaracters?

How much Black history, if any, do you try to patyour films?

Do your films always have a message?

Researcher Use Only:
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APPENDIX B
Consent for Research Study
“Examining the motivations of Black Indie Filmmakeegarding depictions and images

of persons of African ancestry in the media”

I , agree to participatearrédbearch study being conducted by

Tara R. Jiles, M.Aunder the direction of Dr. James R. Dellaneve.

| agreeto be recorded for the purpose of this study
|l donot agreeto be recorded for the purpose of this study

The purpose of this study is to examine the insagitt motivations of
independent filmmakers who identify as African 6Adrican descent. There are
approximately 20 filmmakers who will be participagiin this study who are at least 18
years of age. The questions included in this sudeal with, but are not limited to, the
following: the methods of the flmmaker, what tgpef messages and portrayals the
filmmaker incorporates into their films, and hoveytfeel about the images of Blacks in
current commercially released films. The duratbthis study can take from 30-60
minutes to complete. All of your responses willdigitally recorded or videotaped (with
the permission of the participant) during a facéate or phone interview.

The researcher will ask a total of 18 open-endegstons that deal with the
subject matter described at the beginning of tlhegqutures section. You will be asked to
respond to these questions for any length of tintle your own insights, personal
experiences, and opinions. Follow up questions peagsked by the researcher for

clarification purposes. Due to the length of thieiiview the participant has the right to
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request rest periods or breaks at any time. Omeeterview has been completed the
participant may request a copy of the transcrighefinterview for their own personal
records. The researcher will provide the participaith this information after the study
has been completed.

Participants will not be offered compensation of kimd for participating in this
study. However the possible benefits to societahbse of this research, may include the
discovery of possible methods that can be utiltrechange the negative images of
African Americans in the media throughout independigm. You will receive a copy of
this consent form for your records via fax, emailthrough duplicate copies signed
during the interview. There is minimal risk witkgard to the participation of this study.
At most, the participant may experience boredommental fatigue due to the length of
the interview.

PARTICIPATION is voluntary; refusal to participatall involve no penalty or

loss of benefits to which | am otherwise entitltdunderstand that 1 may

discontinue participation at any time without pdgair loss of benefits to which |
am otherwise entitled.
In the event of physical injury:

| understand that in the EVENT OF PHYSICAL INJURulting from the

research procedures in which | am to participate, form of compensation is

available. Medical treatment may be provided at own expense or at the
expense of my health care insurer which may or nwyprovide coverage. If |

have questions, | should contact my insurer.

Participant Name (Print):

Participant Signature:

Date:
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Researcher:

| have explained and defined in detail the resegmatedure in which the subject
has consented to participate.

Principal Invatirg

Date

For answers to pertinent questions about the relseanrd your rights you may contact the
following persons:

Dr. Doug Leigh (GPS IRB Chair): Dleigh@pepperdide.e

Tara R. Jiles, M.A. (Researcher): Tara.Jiles@pefperrdu Phone: XXX. XXX. XXXX

Dr. James R. Dellaneve (Dissertation Chair): JabDekaneve@pepperdine.edu
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APPENDIX C
Email Template to Solicit Participation in the Sgud

| am currently a Doctoral candidate in the Orgatnirenl Leadership program
within Pepperdine University's Graduate School diéation and Psychology. | am
currently in the dissertation phase of the proglsindissertation focus is on changing
the negative images of African Americans in the méldrough independent film. The
title of the research ig€xamining the Motivations of Black Indie Filmmeak&egarding
Depictions and Images of Personsof African Ancaattiie Media.

| will be seeking male and female independent fiklkars who identify as Black,
or of African descent and who have created at leastfilm or are in the process of
creating a film for future release. The participanist be at least 18 years of age. The
goals of this research are as follows:

e |dentify whether the filmmaker is consciously matied to make films that
speak to alternate and/or provide more realistmati@ns of Black characters
and culture

e |dentify possible patterns that may exist withintdandependent filmmaking
that can be used to possibly change larger or comatlg released film
projects

e Create an awareness to the effects the exposamnefant negative imagery
in the media on the Black psyche

e Create a sense of social responsibility in the gores to be more selective

and/or open-minded when supporting certain Blaokgdrojects
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The interviews will not take place until early ordyMarch 2013, pending
approval from the Internal Review Board (IRB). Haw@g | was hoping to engender your
interest and support. Specifically, if you are ratged in participating, or know of
someone who meets the criteria, please let me layone@sponding to this email or
calling me directly.

It is important to note that participation is volary and offers no compensation.
However, participation in this study will be extrelypvaluable to the exploration of
alternative film consumption in the Black commuratywell as creating a dialogue

regarding the impact and social responsibility &dR filmmakers.

| look forward to hearing from you!

Tara R. Jiles, M.A.

Ed.D. Candidate

Graduate School of Education and Psychology
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APPENDIX D

Completion of IRB Training Certificate

A Protecting Human Subject Research Participants - Windows Internet Explorer provided by Health Net, Inc.

Fie  Edit iew

Favorites  Tools  Help

(5] B @ ‘e_’h ) search <5 Eaverites & 2 _\ = |

fickiress (4] http: fphrp.nibtraining. com/usersfeert, php7e=622441

pr

v Bl oo Lnks >

& Certificate of Completion

The Mational Institutes of Health (MIH) Oifice of Extramural Research
certifies that TARA JILES successfully completed the NIH Web-based
& training course "Protecting Human Research Participants”.

Date of completion: 02/10/2011

Certification Nurnber: 623441

& Done

B Interret
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APPENDIX E

IRB Approval Letter

PEPPERDINE UNIVERSITY

Graduate & Professional Schools Institutional Review Board

March 19, 2013

Tara R. Jiles

Protocol #: E0113D18
Project Title: Examining the motivations of black indie filmmakers regarding the depictions and
images of persons of African ancestry in the media

Dear Ms. Jiles,

Thank you for submitting the revisions requested by Pepperdine University's Graduate and Professional
Schools IRB (GPS IRB) for your study, Examining the motivations of black indie filmmakers regarding the
depictions and images of persons of African ancesiry in the media. The IRB has reviewed your revisions
and found them acceptable. You may proceed with your study. The IRB has determined that the above
entitled project meets the requirements for exemption under the federal regulations 45 CFR 46 -
hitp:/Awww_nithitraining. com/chsrsite/quidelines/45cir46 himl that govern the protections of human subjects.
Specifically, section 45 CFR 46.101(b)(2) states

(b) Unless otherwise required by Department or Agency heads, research activities in which the only
involvement of human subjects will be in one or more of the following categories are exempt from this

policy:

Category (2) of 45 CFR 46.101, research involving the use of educational tests (cognitive,
diagnostic, aptitude, achievement), survey procedures, interview procedures or observation of public
behavior, unless: a) Information obtained is recorded in such a manner that human subjects can be
identified, directly or through identifiers linked to the subjects; and b) any disclosure of the human
subjects' responses outside the research could reasonably place the subjects at risk of criminal or
civil liability or be damaging to the subjects’ financial standing, employability, or reputation.

Your research must be conducted according to the proposal that was submitted to the IRB. If changes to
the approved protocol occur, a revised protocol must be reviewed and approved by the IRB before
implementation. For any proposed changes in your research protocol, please submit a Request for
Modification Form to the GPS IRB. Because your study falls under exemption, there is no requirement for
continuing IRB review of your project. Please be aware that changes to your protocol may prevent the
research from gualifying far exemption from 45 CFR 46 101 and require submission of a new IRB
application or other materials to the GPS IRB.

A goal of the IRB is to prevent negative occurrences during any research study. However, despite our best
intent, unforeseen circumstances or events may arise during the research. If an unexpected situation or
adverse event happens during your investigation, please notify the GPS IRB as soon as possible. We will
ask for a complete explanation of the event and your response. Other actions also may be required
depending on the nature of the event. Details regarding the timeframe in which adverse events must be
reported to the GPS IRB and the appropriate form to be used to report this information can be found in the
Pepperdine University Protection of Human Participants in Research: Policies and Procedures lManual (see
link to “policy material” at hitp//www pepperdine edufirb/graduate/).

Please refer to the protacol number dencted above in all further communication or correspondence related
to this approval . Should you have additional questions, please contact me. On behalf of the GPS IRE, |
wish you success in this scholarly pursuit.



Sincerely,

s

¢ o,

Doug Leigh, Ph.D.

Chair, Graduate and Professional Schools IRB
Pepperdine University

Graduate School of Education & Psychology
6100 Center Dr. 5th Floor

Los Angeles, CA 90045

Doug Leighi@pepperding edu

W: 310-568-2389

F: 310-568-5755

cC: Dr. Lee Kats, Vice Provost for Research and Strategic Initiatives
Ms. Alexandra Roosa, Director Research and Sponsored Programs
Dr. James DellaNeve, Graduate School of Education and Psychology
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