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Abstract

The thesis examines the way that different agents, organisations and institutions
intervene in the cinema practice of South America. Using Argentina, Bolivia, Chile
and Peru as case studies, the thesis outlines the way state and institutional
organisations, commercial bodies, international interests and alternative practices
have converged, even with individual discrepancies, to develop a national and
regional cinematic culture at the beginning of the twenty-first century. Practices from
funding and production through to distribution and exhibition are investigated in order
to provide an overview of the most significant factors shaping the way cinematic

culture currently operates in the region.

I argue that on the one hand, state-run initiatives (heritage drives, film councils,
cinematecas, anti-piracy enforcement) attempt to reterritorialize cinema practice and
create a national context for films. On the other hand, commercial bodies,

international organisations and alternative practices frequently complicate or
deterritorialize cinematic culture. Their various actions have an effect on the types of
films that are circulated and disseminated amongst publics on the continent and in the
global sphere. The complex relations between these intervening interests mean that
cinematic culture is determined by various conflicting ownership claims. Furthermore,
the way in which which some organisations and practices gain strength over others
determines the type of access that local publics have to films and that which

filmmakers have to audiences.

The findings in this thesis are drawn from extensive field-work in the region and are
supported by theoretical frameworks and paradigms that are relevant to the study of
cinematic culture. I have made use of published literature from text books, press
articles, and official websites documenting various aspects of cinematic culture in
South America to literature documenting a global film context that has relevance to
my field of study. Participant-observation techniques and interviews with practitioners
in the region have provided me with grounded, primary-research material, while trade
reports citing statistical evidence such as production figures, box office data and

investments in funding have strengthened my findings.
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Introduction

By the beginning of the twenty-first century, cheap DVDs had become ubiquitous,
multiplexes had widened the scope and variety of material they were screening and
film festivals were increasing their presence across the annual calendar. There had,
apparently, never been a better time to engage with ‘world’ cinema. Why then, could |
not encounter any South American films? A handful would appear amongst film
festival catalogues or in special programs but these were few and far between. When
living in South America between 2004 and 2005 | experienced the wide spectrum of
cinematic works emerging from the continent’s diverse peoples and socio-cultural
makeup. | also realised that film funding and production was increasing. Nonetheless,
it was clear that problems of exhibition and distribution remained. Movie-theatres on
the continent were saturated with foreign products and many promising directors were
struggling to get their second, let alone third or fourth, film made. Governmental
bodies were frequently celebrating national achievement in filmmaking but local
audiences remained without access to the cinema of the region. At times films
travelled abroad but this did not always lead to significant gains for the cinematic
activity back home. I realised it was not simply a question of why this was the case
but a deeper question of who were the main contributors and what were the main

activities that were shaping this situation.

The features of contemporary South American cinematic culture mentioned above are
not systematic processes that work in a vacuum but are instead the result of
intervention from agents working in interlinking fields. From the initial stages of
production through to exhibition and later stages of distribution and conservation,
various interests are at work. These range from commercial investments in this high-
cost area to cultural investments in creating, adding to and maintaining an artistic
heritage. By understanding cinematic culture through this perspective, my focus is not
simply on a body of cultural products or the practice of film-viewing, but is instead a
look at the manner by which a collective notion of cinematic activity is given meaning
by a wide variety of perspectives and interests. More precisely, cinematic culture is
formed through the way in which cinematic activities operate in relation to particular

locations and socio-cultural moments. Yet these are complex relations as cinematic
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culture is both highly localised, with viewing often taking place amongst a relatively
small number of spectators in a fixed site, and highly globalised as film products
travel routes of transnational distribution. Contemporary activity is also the result of
specific historical processes that have brought cinematic culture in South America to
its present position. Although there is not one agent or organisation that controls the
way in which these elements come together, a central question can be asked which is:
who has ownership of South American cinematic culture? Is it the practitioners who
produce the cinematic works; is it the distributors and exhibitors who determine the
way the films may circulate; or is it the audiences who decide how and when to
engage with the material they receive? These questions raise subsidiary questions
such as how do organisations and persons intersect and compete when trying to gain a
hold on cinematic culture; what kinds of access to local cinematic culture are South
American publics allowed; and which discourses and conditions are applied when

various agents and organisations have an input into South American cinema practice?

By choosing to examine South American cinematic culture in this way | am not
seeking to deny the importance of the individual cinematic text, but | would like to
argue that there is a need for an overview of the region to more fully appreciate the
way in which films become part of a living culture. For this reason I plan to tie
together the multiple and interlinking factors that constitute and continuously develop
cinematic culture. As will be outlined in the first chapter, there are many excellent
studies on various aspects of South American cinema but these have traditionally
involved a focus on individual texts or historical moments and there has not yet been
an investigation into the multiple interests that affect cinematic culture in the twenty-
first century. Often these studies draw upon the wider region of Latin America but |
have specifically chosen to narrow the focus to South America as this area is bordered
industrially by the trade bloc Mercosur and has shared cultural traits that are not
always available in Central America or the Caribbean. I will be drawing on the
extensive research in the field of Latin American film studies (and will try to make it
clear whenever possible whether it refers to South America or Latin America) but will
be complementing it by using significant studies into national and transnational
cinema, cultural policy, commercial interest, new technology and indigenous media,
to bring to light the complex processes that are currently in operation. These areas of

interest provide an initial framework from which I will develop an understanding of
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the contemporary South American cinematic culture that I uncovered in the empirical
findings of my field work. In Chapter Two I will be discussing the exact
methodologies that | have used for this fieldwork but it is worth mentioning at this
point that it is these findings which allow me to give concrete details in support of the

claims that I will develop throughout the thesis.

Although the claims I will be making about the way in which cinematic culture
functions in the region can be applied to South America as a whole, | have selected a
small number of countries for analysis so that clear case studies can emerge. The
countries of focus are Argentina, Bolivia, Chile and Peru as they form a group that
spatially border each other, share similar languages (including the dominant language
Spanish), and have a number of shared policies and agreements. It would be
impossible to separate out their cinematic practices and analyse them country by
country as there is such as wide amount of overlapping and shared tendencies.
However, they do have some distinct attributes and for this reason the following
paragraphs include a brief overview of the characteristics, practices and bodies at

work in each country to allow for a quick comparison and reference guide.

Argentina (population: 39.9 million)

Film Industry: Of the four countries under study, Argentina has the most established
film industry with a history of sustained production and strong national distribution. It
had a successful “classical’ period throughout the 1930s and 1940s and although it
suffered under a number of repressive military dictatorships there has always been a
substantial annual output of films. It was a key player in the New Latin American
Cinema movement of the 1960s and 70s and found success with what was called the
New Argentine Cinema wave of the 1990s. It has two strong film festivals, the
Buenos Aires Independent Film Festival and the Mar del Plata International Film
Festival in which commercial, independent and experimental Argentine films are
exhibited. There are various film schools, particularly in Buenos Aires, that offer
training in film production and aspects of the industry. 74 national films were
premiered in 2006 yet it has to be recognised that only a small number of these gained
critical and public attention with 8 films gaining 86% of the box-office receipts for

national films. Like many countries, US dominance exists at the box-office with an
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83% share going to North American films in 2006.! There are increasing numbers of
multiplexes, particularly in western-style shopping malls, and the majority of these
exhibit a small number of national films. Many larger bookshops and record stores

sell Argentine DVDs alongside US films and other world cinema works.

State Support: The state-funded National Institute of Cinema and Audiovisual Arts
(INCAA) is long established and highly visible in Argentina. It offers support to
producers and filmmakers as well as runs festivals and events to promote Argentine
cinema. Although some films are made independently of INCAA the majority of
commercial and international successes are produced with some aspect of support
from this institution. INCAA helps to uphold and regulate the country’s cinema law
and runs a number of cinemas aimed specifically at exhibiting national films and other

Latin American or arthouse works.

Independent Production and Distribution: There are a number of politically-
motivated grass roots organisations that show film screenings to local communities.
They normally operate out of non-commercial or illegal spaces and have strong links
to documentary and experimental filmmakers in Argentina and in other Latin
American countries. Other non-commercial but established cultural centres,
particularly in Buenos Aires, run programs of Latin American or Argentine film.
Although piracy is illegal there are still a number of regular stalls and markets where

it is easy to obtain pirate copies of both international and national films.

Bolivia (population: 8.9 million)

Film Industry: Bolivia is one of the least economically developed countries in South
America and the film industry reflects this in the lack of resources and funds available
for filmmaking. It played a substantial part in the New Latin American Cinema
movement, mainly through the work of Jorge Sanjines in the 1960s and 1970s, but has
never had a sustained commercial film industry. There has, however, been increased
production in the last few years with four or five films produced annually and in 2006
Quien mato a la llamita blanca (2006) broke all previous box-office records to

become the most successful national film on record. Large numbers of the population

! Recam (2008c) ‘Aproximacion al mercado cinematogréfico’ in Recam
http://recam.org/boletin_13_mayo_2008.htm#CINE_EN_CIFRAS_2007 (Accessed 14 March 2009).
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claim indigenous/Andean heritage and this is reflected in the identity and non-Spanish
language used in many films. A small number of film schools exist that provide
training not just in La Paz but in Santa Cruz and Cochabamba as well. There is a
relatively small number of movie-theatres in Bolivia meaning that there are few
spaces for exhibiting national films. As opportunities to work on 35mm are rare, many
filmmakers are making use of cheap digital technology for film production.

State Support: Conacine Bolivia is the state-funded national film institute and
provides support in both the promotion of a national film industry and the regulation
of the country’s cinema law. It has funds available to support film projects and the
majority of films produced in Bolivia are made with some type of support from the
institute though funds are very limited and dependent upon the repayment of funds
following commercial success. There is also a national cinemateca that, although
officially a private organisation relying on donations and philanthropic support, is the
legal depository for all works filmed within Bolivia. It provides an important role in
supporting contemporary national film through festivals and screenings as well as
preserving the heritage of national film. The cinema law does support a screening
quota system by which movie-theatres are obliged to exhibit a number of national
films but there has not been any success in implementing or making use of the quota

system.

Independent Production and Distribution: There are a number of independent video
makers making use of cheap technology to film shorts and documentaries but there is
little space for exhibition of their work although cultural centres such as the Alianza-
Frances run festivals and programs that allow national and independent works to be
screened. Piracy is prevalent to the extent that it is not commercially viable for stores
to stock DVDs as cheap pirate copies can be bought for a fraction of the price on
almost any street corner. Although the majority of pirate DVDs are copies of US films,

it is common for national films to be available on the street during their cinema run.

Chile (population: 16.4 million)
Film Industry: Chile is the most economically stable of the countries under study yet
has not had a sustained film industry. This is mainly due to the severe censorship and

constrictions placed on the film industry during the Pinochet dictatorship (1973-1990).
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Although Chile hosted the Vifia del Mar festival in the 1960s that announced the
political drive of the New Latin American Cinema Movement, the majority of Chilean
filmmakers were forced into exile with the onset of the dictatorship and this led to the
production of Chilean cinema outside of the national industry. In recent years there
has been increased production, concurrent with the reopening of film departments in
the major universities (that were closed by the dictatorship) and this led to around 12
national productions annually in 2005 and 2006. There are increasing numbers of
multiplex cinemas in western-style shopping malls and Chilean films can gain limited
distribution in these cinemas around the country. There are few older films released
for sale on DVD but stores are beginning to stock contemporary Chilean films.

State Support: The National Council for Culture and Arts was divided into
subsections in 2005 and this led to the creation of the Consejo del Arte y La Industria
Audiovisual (CALA) that regulates and provides support for all audiovisual
production in Chile. Cinema is seen as a key part of audiovisual production and is
supported by laws to promote production and dissemination. The new audiovisual
council brought together funds from various bodies such as the business orientated
Corporacién de Fomento de la Produccion (CORFO) and Pro-Chile that had
previously provided different levels of support. In 2007 the national cinemateca was
opened with the main aims of preserving cinematic heritage and providing exhibition
space. One of its most important tasks is to reclaim archive material as large amounts

of film were destroyed by the dictatorship or stored in hiding or overseas.

Independent Production and Distribution: Almost all films produced in Chile gain the
support of the National Council yet the proliferation of new film schools means that
some independent and experimental films are made. There are also film groups
working from indigenous communities, such as the Mapuche groups in the South, to
make politically orientated documentaries. Culture centres and universities provide
spaces for screening national films and other arthouse works. Piracy is far less prolific
than in other South American countries yet it is still relatively easy to buy copies of
contemporary national films through illegal street vendors.

Peru (population: 28.7 million)
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Film Industry: Peru has had problematic political and economic development which is
reflected in the lack of resources and funds available to filmmakers. There have,
however, been a small number of films produced each year from the 1970s with many
of these being made as coproductions. Each year, increasing numbers of shopping
malls are built with movie-theatres attached yet there are still large rural areas with no
access to the cinema and populations that do not speak Spanish as a native language.
US films tend to dominate the cinema screens but some national productions manage
to find exhibition in these spaces. At the same time, it is rare to find other Latin

American films exhibited in this country.

State Support: Conacine Peru was created along with a new cinema law in 1994 to
support and regulate the Peruvian film industry. Although there is a legal mandate for
the state to support cinema production and to create a national cinemateca and library
relating to national cinema, the government repeatedly fails to provide the funds that
are promised within legislation. In 2008, the film council announced that it was going
to consolidate Peruvian film archives in the Mueso Nacional but it acknowledged this

was going to be a lengthy task.

Independent Production and Distribution: There are grassroots organisations,
frequently with a political imperative, working to create independent productions,
mainly documentaries. These groups often work in rural areas and with indigenous
communities, with the aim of screening films as part of an education project.
Filmmakers tend to rely on culture centres and universities in Lima to screen copies of
national films and provide programs of Latin American work. Piracy is extremely
prolific with established markets and stores selling pirate copies yet it is still possible

to buy some legal DVDs in upmarket stores in urban areas such as Lima.

Although it is clear from this account that there are national specificities in the
cinematic culture of each country, overlap between practices and activities does take
place. It is within this context that these countries can be brought together. Analysis of
their cinematic culture can then be separated into the four major competing and
complementary interventions at work in the region. Each of these interventions plays

a part in using one or more of the practices of production, distribution and exhibition
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to develop South American cinematic culture and will form the basis for each of the
remaining chapters: Three to Six.

Chapter Three introduces the first of these interventions and examines state and
institutional involvement in constructing cinematic culture. It takes into consideration
the fact that transnational practices and global circulation do of course move
cinematic texts beyond country borders yet there are very important state
interventions at the level of production and exhibition that have an affect on the way
in which cinematic culture is created and experienced. In Section One, an analysis of
the construction or reaffirmation of cinema laws in recent years highlights increased
levels of state intervention in contrast to other industries in which products are
allowed de-regulated circulation through free-trade networks. It is an examination of
the specific legal conditions in which cinema is produced as well as the way in which
various types of cinema are prioritised and promoted through state legislation. While
the first section deals with these factors in regards to contemporary production, the
second section moves beyond this to study the way in which state institutions, and
other organisations endorsed by the state, develop an historical trajectory through
their emphasis on cinematic heritage and the nation’s cinematic past. Building on
these points, Section Three uncovers the way in which the interventions of the state in
cinematic culture happen simultaneously at a national level, with funds and support
being given to projects that can be bordered or understood within national boundaries,
and at a greater regional level as the countries form networks with other South
American countries. This is an examination of the way in which regional identity is
negotiated by nation states that have a degree of self interest in retaining and
reterritorializing national heritage and cinematic production but can also benefit
culturally and economically from reciprocal programs. Complementing this focus, the
final section explores how the state can fully incorporate the diversity of its own
nation, taking into account the varied identities and communities that come together in
creating a shared cinematic culture. This section raises questions such as whether it is
possible for peripheral subjects to be encompassed by types of cultural policy that are
working as much to sustain a commercial industry as to promote cultural practices.
This is particularly pertinent in the South American countries under study as there are
many indigenous communities who are marginalised by mainstream cultural practice

even though they have a history of contributing to national heritage. Each of the above
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mentioned aspects is thus scrutinised to understand how contemporary state practices
negotiate and develop aspects of cinematic culture, with priority given to certain

national formations.

In the fourth chapter it is the role of the commercial industry, its impact and its
interests that are investigated. With the understanding in mind that a cinematic text
needs to be seen in order to enter into cinematic culture, this is an investigation of the
various forces at work in allowing a cinematic text, or a body of cinematic texts, to
gain circulation and thus form part of a living culture. For this reason in Section One,
the workings of both distributors and sales agents are taken into consideration to see
who has authority over distribution and exhibition in the region. It is also important to
analyse different exhibition sites to see the way in which cinematic culture is not
created uniformly within one cinematic space but takes place simultaneously between
commercial venues, in which profit drives programming, and arthouse or cultural
centres, in which other considerations can be prioritised. With this factor in mind,
Section Two focuses on exhibition sites and the negotiation of cinematic culture that
takes place within them. Examining these sites opens up ideas about new distribution
technology and its potentially democratising power: the subject of discussion in
Section Three. Although there was hope that digital-screening technology would
make direct distribution and accessibility easier, there is a need to explore how
cinematic culture is negotiated through regulated paths of distribution and whether
distribution in South America is still tied up with notions of commercial ownership. In
Section Four, this issue is explored further by focusing on DVD reproduction. The
fact that the processes involved in the commercial exploitation of cinematic works, in
the various ways mentioned above, often make use of global circuits of capital means
that films are frequently deterritorialized. This chapter, thus, throws into relief the
attempts by state organisations to reterritorialize and develop cinema practice in the

region.

The fifth chapter moves further away from persons and organisations working within
a bordered South American nation-state to see the way in which outside international
interests, insert themselves amongst the commercial and state drives to develop and
negotiate cinematic culture. Section One observes intervention taking place at the

level of production when other countries become involved with South American
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cinematic practice through coproductions. Often these practices add to the cinematic
culture of each of the countries that are involved, allowing processes of
transculturation to take place. Through these practices it is possible to understand the
way in which South American cinematic culture is bound to a place of origin, often
the nation, but continuously reaches out beyond that boundary through interaction
with foreign production. The second section looks at the way in which organisations
such as UNESCO take a paternalistic approach to these processes of transculturation
and how this has effect on the cinema practices that are encouraged. While this
approach is often concerned with indigenous filmmaking in the region, there are other,
international, bodies involved in funding a broader range of South American films and
these form the focus of Section Three. The final section examines what happens when
cinematic works are received and constituted within international film festivals and
how that affects their placement within an “original’ localised cinematic culture. At
the same time, although the various international organisations appear to take South
American cinematic culture beyond national boundaries, the practices they promote
often interact with the state organisations and commercial interests that have been

outlined in the two previous chapters.

The importance of the final chapter is in contrasting the interpolations of
organisations working within an official and endorsed capacity such as state
institutions, commercial bodies and established international foundations, with the
organisations and practices operating in the interstices. These are organisations and
activities that take place at a grassroots level, are unendorsed, often illegal and thus
providing alternative practices. In considering alternative practice, the work of piracy
is treated within the first section because activities, from distributing illegal DVD
copies to providing free movie collections online, are fundamental to the way in
which film products are circulated in contemporary South America. This mode of
distribution is often as important as legal forms in determining the types of cinematic
works available to and perceived as meaningful to local communities. Following this,
Section Two uncovers the grassroots organizations organisations that create sites for
exhibition, often with politically orientated filmmaking in mind, that circumvent
official or commercial networks. Their practices involve taking over space so that
they can provide accessible cinema to local communities free from commercial

intervention. The issue of access to cinema also draws into question the role of the
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internet and the various technological tools that it provides for developing a
continuous cinematic culture that is available to South American publics. For this
reason, a focus on the internet’s association with South American cinematic culture is
developed in Section Three. This section highlights the way in which the internet
provides space for democratic discussion of cinematic texts and allows a public
sphere to develop with regards to cinematic culture. These flows are not often made
visible in “official’ discourse but provide important platforms for a community-level
collective understanding of local cinema. The final section then examines the way in
which alternative practices can allow space for indigenous identities and whether
these practices can form a base for supporting greater cinematic production amongst
indigenous communities. This chapter thus interacts with some of the primary
concerns developed in the prior chapters but also allows space for the less-
documented and less well known aspects of South American cinematic culture to

emerge.

What is clear from an overview of each chapter is that there is a constant tension
within contemporary South American cinematic culture between the national, the
regional and the global, particularly when individuals or organisations attempt to
influence or take charge of certain cinematic practices. For this reason, | will be
paying attention to this tension throughout the thesis while also understanding it as a
bridging point that frequently brings together the diverse organisations and activities
that I will be documenting. Although I am unable to examine all the persons and
organisations that invest in South American cinematic culture, each of the areas that |
have examined plays an integral part in developing cinematic practice across the
region and thus should not be ignored when understanding how cinematic culture is

operating in South America at the beginning of the twenty-first century.



Chapter One: Research Context

South American cinematic culture does not exist in a vacuum and neither does
scholarship in this field. Although the region was frequently left out of world-cinema
guides and cannon forming text books in Anglo-European studies throughout the
twentieth century, there have been a number of important texts that readdress this
balance. As with much academic scholarship, they have often relied upon conceptual
frameworks that have developed in other fields but provide useful tools for framing
original analysis. It is a process that | have replicated in this thesis and, for this reason,
a wide range of literature has provided me with the contextual base and theoretical
paradigms for my research questions and findings. While 1 will be making use of the
insights of a number of scholars and studies to support my findings in subsequent
chapters, this chapter will review the most influential fields and commonly used

conceptual frameworks for my research.

Latin American Cinema

An understanding of film culture in the region has largely developed through analysis
of the New Latin American Cinema movement that had its inception in the 1960s,
grew in strength throughout the 1970s and continued into the 1980s. Drawing on neo-
realism and avant-garde practices from Europe, the New Latin American Cinema
movement made films dealing with the socio-political problems of the region amid
the backdrop of harsh military regimes. The majority of publications in English that
deal with Latin American film focus at some point on this political cinema and outline
the importance it had in creating a regional ‘Third Cinema’ that wanted to oppose the
imperialistic and hegemonic forces of Western culture. These publications have
ranged from journals and textbooks translating and reprinting the manifestos and
writings of the movement’s filmmakers® to scholars focusing on specific filmmakers

and their practices during this time.? Frequently there has been a swing between an

! Framework’s 1979 issues 10 and 11; Martin, Michael T. (ed) (1997) New Latin American Cinema,
Detroit: Wayne State Uni. Press.

2 See for example Burton, Julianne (1997a) ‘Film Artisans and Film Industries in Latin America, 1956-
1980: Theoretical and Critical Implications of Variations in Modes of Filmic Production and
Consumption’ in Michael T. Martin (ed) New Latin American Cinema, Volume One: Theory, Practice
and Transcontinental Articulations, Detroit: Wayne State Uni. Press, pp.157-84; Chanan, Michael
(2006) “Latin American Cinema: From Underdevelopment to Postmodernism’ in Stephanie Dennison
& Song Hwee Lim (eds) Remapping World Cinema: Identity, Culture and Politics in Film, London:
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overview of the movement’s key players and a return to close textual analysis of the
films that were made. Importantly, the studies have contributed to two main strands of
thought with regards to understanding the broader field of Latin American cinema.

The first strand concerns its spatiality and the second concerns its historical trajectory.

With regard to the first strand, film practice within the New Latin American Cinema
movement both highlighted and problematized the geographical location of film.
Many filmmakers were forthright in their desire to create a pan-American movement
that worked throughout the various countries in Latin America,® yet scholarship has
pointed out that a national context was often a strong factor in their cinematic
production® and transnational processes with partners outside the region were equally
influential.®> For this reason Chon A. Noriega examines the conflicting metanarratrives
that have emerged (between the national, the regional and the global) and outlines his
reasons for putting together an edited collection which

attempts to advance scholarship beyond the particular transnational and
antinarrative critical framework inspired by the New Latin American Cinema
without at the same time losing sight of its political, formal and supranational
concerns.
Although the collection brings together disparate academic articles and thus cannot
account for a full picture of the region, each article successfully interrogates specific

film practice so that cinematic culture is not lost amongst generalisations.

Wallpaper, pp.38-51; Grant, Catherine (1997) ‘Camera Solidaria’ in Screen 38:4, pp.311-28; King,
John (1990) Magical Reels: A History of Cinema in Latin America, London: Verso; Lopez, Ana M.
(1997) ‘An “Other” History’ in Michael T. Martin (ed) New Latin American Cinema Volume One:
Theory, Practice and Transcontinental Articulations, Detroit: Wayne State Uni. Press, pp. 135-156;
Pick, Zuzana M. (1993) The New Latin American Cinema: A Continental Project, Austin: Uni. of
Texas Press.

% See for example Solanas, Fernando and Getino, Octavio (1987) ‘Towards a Third Cinema’ (1969)’ in
Coco Fusco (ed) Reviewing Histories, Halliwalls: Buffalo, pp.56-81; Birri, Fernando (1997) ‘Cinema
and Underdevelopment” in Michael T. Martin (ed.) New Latin American Cinema, Volume One: Theory,
Practice and Transcontinental Articulations, Detroit: Wayne State University Press, pp.86-94; Littin,
Miguel (1988) ‘El Cine Latinoamericano y su Publico’ in Festival Internacional del Nuevo Cine
Latinoamericano (ed) EI Nuevo Cine Latinoamericano en el Mundo de Hoy, México: Universidad
Nacional Autonoma de México, pp.41-6; Garcia Espinosa, Julio (1997) ‘For an Imperfect Cinema’ in
Michael T. Martin (ed.) New Latin American Cinema Volume One: Theory, Practice and
Transcontinental Articulations, Detroit: Wayne State University Press, pp.71-82.

* Noriega, Chon A. (2002) “Introduction’ in Chon A. Noriega (ed) Visible Nations: Latin American
Cinema and Video, Minneapolis: Uni. of Minnesota Press, pp.Xi-Xxv.

® Stock, Ann Marie (1997) “Through Other Worlds and Other Times: Critical Praxis and Latin
American Cinema’ in Ann Marie Stock (ed) Framing Latin American Cinema: Contemporary Critical
Perspectives, Minneapolis: Uni. of Minnesota Press, pp. XiX-XXXv.

® Noriega, ‘Introduction,” p.xiii.
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Furthermore, while some articles in Noriega’s collection situate themselves within a
distinct national context, others highlight the very specific nature of films crossing
borders in Latin America. The latter articles feed into the tendency of some scholars
to document the specificity of transnational exchange such as Catherine Grant’s
analysis of coproductions, particularly those employing several languages.” In a
similar manner, Zuzana M. Pick includes a chapter on the international film festivals
that showcased some of the earlier manifestations of New Latin American Cinema
movement and in this way places emphasis on the spatial distribution of the texts as
well as their production.? Following this focus on geographical sites, Paul Willemen
questions the context for viewing “third cinema’ in first world exhibition spaces.’ The
detailed moments of transnational exchange are further emphasised in Karen
Schwartzman’s personal analysis of how she curated a Venezuelan film festival in

New York.1°

The pieces of literature that | have found most useful in contextualising the impact of
the New Latin American Cinema movement on the cinematic culture that | have been
studying are thus the texts, such as those mentioned above, that deal with this
complex geographical interaction. They provide a useful link to cinematic culture in
the twenty-first century as they suggest why regional definitions continue to have
currency in film scholarship and that understanding their contradictions does not mean
that regional or national terms become redundant. It is within this context that
Deborah Shaw, writing about twenty-first century cinema, can state:

I have questioned the term Latin American cinema in that it renders certain
countries invisible, yet the term is clearly used and useful to discuss films
from Latin America.™*
Although I have chosen to study South America rather than Latin America itis a
relevant point as both these regions are invoked in a number of discussions from

scholarship to official policy and marketing material.

’ Grant, ‘Camera Solidaria’.

® Pick, The New Latin American Cinema.

® Willemen, Paul (1994) Looks and Frictions: Essays in Cultural Studies and Film Theory, London:
BFI.

19 Schwartzman, Karen (1995) “‘National cinema in translation: the politics of film exhibition culture’ in
Wide Angle 16:3, pp.62-99.

1 Shaw, Deborah (2007) ‘Latin American Cinema Today’ in Deborah Shaw (ed) Contemporary Latin
American Cinema: Breaking into the Global Market, Lanham: Rowman & Littlefield, p.4.
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With regard to the second strand of thought, studies on the New Latin American
Cinema movement have also been useful in situating specific socio-historical
moments for the films that were made. Much of the literature has looked beyond
establishing meaning in the individual texts to see the way in which films emerged as
a result of various external forces shaping and mediating their production.** These
studies frequently focus on the impact of historical moments such as regime change in
governments, economic crises and popular revolutions. Their work is thus able to
situate films in historical trajectories that provide a rich cultural context in which to
understand cinematic practice. The approaches in these texts have been useful for this
thesis as they demonstrate that it is possible to investigate socio-historical
circumstance as a means to uncover the industry forces and cultural developments that

have an effect on cinematic culture in the region.

Furthermore, although the majority of writing on Latin American film has focused on
the New Latin American Cinema movement, some articles are beginning to appear
that look at later filmmaking, particularly the cinematic texts that are working
between the commercial drives of contemporary global capitalism and limited state
funding and support. These articles are able to situate late twentieth and early twenty-
first century contextual factors that condition cinematic practice. For this reason, in
2003 Marvin D’Lugo said, of filmmakers in the region,

Struggling to survive creatively, compelled by circumstances to serve as
mediators between the business and art of Latin American film, they find
themselves forced to negotiate their own political and artistic visions in
accordance with the commercial demands of global film finance
arrangements.*®

12 See for example Barnard, Timothy (1997) ‘Popular Cinema and Populist Politics” in Michael T.
Martin (ed) New Latin American Cinema, Volume Two: Studies of National Cinema, Detroit: Wayne
State Uni. Press, pp.443-54; Burton, Julianne (1997b) ‘Film and Revolution in Cuba: The First Twenty-
Five Years’ in Michael T. Martin (ed) New Latin American Cinema, Volume One: Theory, Practice
and Transcontinental Articulations, Detroit: Wayne State Uni. Press, pp.123-42; King, John (1997)
‘Chilean Cinema in Revolution and Exile’ in Michael T. Martin (ed) New Latin American Cinema,
Volume Two: Studies of National Cinema, Detroit: Wayne State Uni. Press, pp. 397-439’; Pick, The
New Latin American Cinema; Stam, Robert and Xavier, Ismail (1997) ‘Transformation of National
Allegory: Brazilian Cinema from Dictatorship to Redemocratization’ in Michael T. Martin (ed) New
Latin American Cinema, Volume Two: Studies of National Cinema, Detroit: Wayne State Uni. Press,
pp.295-322.

¥ D’Lugo, Marvin (2003) ‘Authorship, globalization, and the New Identity of Latin American Cinema:
from the Mexican “ranchera” to Argentinian “exile” in Anthony Guneratne and Wimal Dissanayake
(eds) Rethinking Third Cinema, London: Routledge, pp.103-125.
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His statement follows on from Randal Johnson’s work in 1993 that addressed the fact
that Latin American filmmakers have historically been put in difficult positions in
which they rely on state support but find it hampers the artistic expression they wish
to put forward.* Tamara L. Falicov took these contextual concerns into the twenty-
first century when she investigated the uneasy relationship that has arisen in recent
years between television sponsorship and cinema in Argentina that is seen to be too
commercial.® Although much of this literature attempts to give an overview of the
Latin American region there have been concentrated attempts that work within a

national border such as the above mentioned study by Falicov.

Coming from within the region, there has been a relatively recent increase in literature
on cinema and these texts analyse (in Spanish) the exact socio-historical
circumstances under which film practice takes place. This work ranges from
Jacqueline Mouesca’s historical overview of filmmaking practice in Chile® to
Octavio Getino’s close examination of industrial factors across the region.*” Other
work takes into consideration political filmmaking in historical moments™ or
industrial moments that are shaping the way cinema is understood.™ In each case, a
clear social context is given which details the way in which cinema practice is not
taking place within an historical vacuum. Furthermore, the majority of this work
brings significant material to the study of South American cinema at the beginning of
the twenty-first century either through a regional summary or a localised focus that

can be used for comparative strategies.

14 Johnson, Randal (1993) ‘In the Belly of the Ogre: Cinema and State in Latin America’ in John King,
Ana M. Lopez and Manuel Alvarado (eds) Mediating Two Worlds: Cinematic Encounters in the
Americas, BFI: London, pp.204-13.

5 Falicov, Tamara L. (2003) ‘Television for the Big Screen: How Comodines became Argentina’s first
blockbuster phenomenon’ in Julian Stringer (ed) Movie Blockbusters, London: Routledge.

'8 Mouesca, Jacqueline (1992) Cine Chileno: Veinte Afios, 1970-1990, Santiago: Ministerio de
Educacion; Mouesca, Jacqueline (1988) Plano Secuencia de la Memoria de Chile: Veinticinco Afios de
Cine Chileno (1960-1985), Madrid: Ediciones de Litoral; Mouesca, Jacqueline (2006) ‘Un Largo
Camino de llusiones’ in Cristian Gazmuri Riveros (ed) 100 Afios de Cultura Chilena, Santiago: Zigzag,
pp.366-375.

7 Getino, Octavio (2007) Cine iberoamericano: los desafios del nuevo siglo, Buenos Aires: CICCUS.
18 See for example Bustos, Gabriela (1999) Audiovisuales de combate: acerca del videoactivisimo
contemporaneo, Buenos Aires: La Crujia; Jakubowicz, Eduardo and Radetich, Laura (2006) La
Historia Argentina a Través del Cine: Las Visiones del Pasado (1933-2003), Buenos Aires: La Crujia.
19 See for example Perelman, Pablo and Seivach, Paulina (2003) ‘La industria cinematografica en la
argentina: entre los limites del mercado y el fomento estatal’ in Observatorio de Industrias Culturales
1, pp.1-149; Torrico, Erick, Gomez, Antonio and Herrera, Karina (1999) Industrias Culturales en la
Ciudad de La Paz, La Paz: PIEB; Tamayo, Augusto and Hendrickx, Nathalie (2008) Fianciamiento,
distribucion y marketing del cine peruano, Lima: Fondo Editorial.
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National Cinemas

While the links between historical, national and regional paradigms in Latin American
film criticism have been instrumental in allowing me to broach contemporary practice,
I am equally indebted to the debates about other national cinemas. Many of these
debates have been used by scholarship on Latin American cinemas and thus offer
starting points with which to bring contemporary cinematic practice in South America

under scrutiny.

There has long been an academic focus on “national cinemas’, particularly in a
European context where works such as Susan Hayward’s French National Cinema®
and Thomas Elsaesser’s New German Cinema?! continue to define the field. What is
significant is that, following theoretical paradigms such as Benedict Anderson’s

"22 and Louis Althusser’s work on ideology?, these writers

‘imagined communities
query the extent to which a fully formed and un-problematic ‘nation’ exists. They
suggest that nation building is an on-going process, often alluded and referred to as a
‘myth’ making process, which intertwines with cinematic representation and
formation. Rather than pointing out inherent national signifiers that lie beneath
cultural representation, they reveal the way in which ideas of the nation and
nationality are discursive formations that reflect the temporal and spatial context in
which they are voiced. In particular, they reveal the nation’s fissured and fractured

quality.

It is the very questioning of the ‘nation’ as an ideologically sound concept that allows
writers such as Wimal Dissanayake to explore the ways in which under-represented
national subjects enter the cinematic field and find a place within national
imagining.?* He finds cinema particularly important as it has the ability to represent

the spatial and temporal aspects of nationhood in a dynamic way that is not

20 Hayward, Susan (1993) French National Cinema, London: Routledge.

?! Elsaesser, Thomas (1989) New German Cinema: A History, Basingstoke: Macmillan.

22 Anderson, Benedict (1991) Imagined Communities, London: Verso.

2% See for example, Althusser, Louis (2001) Lenin and philosophy, and other essays, New York:
Monthly Review Press.

* Dissanayake, Wimal (1994) ‘Introduction: Nationhood, History and Cinema: Reflections on the
Asian Scene’ in Wimal Dissanayake (ed) Colonialism and Nationalism in Asian Cinema, Bloomington:
Indiana University Press, pp.ix-XXix.
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necessarily possible in other mediums. It is within this context that Dissanayake sees
the potential for ruptures to grand narratives:

The homogeneity of the nation-state and its legitimizing metanarratrives begin
to be fissured when filmmakers seek to give expression to the hopes and
experiences and lifeworlds of the minorities whether they be ethnic, linguistic,
or religious. Films dealing with the privations of minorities serve to open up a
representational space from where the hegemonic discourse of the state can be
purposefully challenged and the idea of cultural difference foregrounded.?

In this way, cinema has the potential for exhibiting the contestatory voices that

provide the real, lived situations within contemporary nations. The national cinema

can thus be expanded to take into account multiple rather than singular identities.

However, the problem lies in the fact that a ‘national cinema’ may be named and
claimed by different persons. If there is already a difficulty in determining what
exactly constitutes a nation and its cultural signifiers, there is a far greater task in
trying to define what a “national cinema’ is. Toby Miller suggests that national
cinemas must be understood as part of cultural industries and are therefore usually
under the auspice of government policy®® while, on the other hand, Tom O’Regan
points out that “at some time or other most national cinemas are not coterminous with
their nation states.”?’ Trying to unpick this matter Valentina Vitali and Paul Willemen
suggest that

It follows that, when considering the question of a national cinema, it is

necessary to distinguish between two understandings of cinema: as an industry

and as a cluster of cultural strategies.?
This matter is complicated by the fact that in 1993 Stephen Crofts tried to outline six
different types of national cinema from European-Model Art cinemas to totalitarian
cinemas® yet his work was later refuted by Jerry White in 2004 when he suggested
that adhering to formal and thematic concerns was reductive and not explanatory of

what a national cinema is.*°

% Dissanayake, ‘Introduction,” p.xvii.

2 Miller, Toby (1999) “Screening the Nation: Rethinking Options’ in Cinema Journal 38:4, pp93-97.

2" O’Regan, Tom, (2002) ‘A National Cinema’ in Graeme Turner (ed) The Film Cultures Reader,
London: Routledge, p.160.

%8 vitali, Valentina and Willeman, Paul (2006) ‘Introduction’ in Valentina Vitali & Paul Willeman (eds)
Theorising National Cinema, London: BFI, p.2.

29 Crofts, Stephen (1993) ‘Reconceptualizing national cinema/s’ in Quarterly Review of

Film and Video 14:3, pp. 49-67.

%0 White, Jerry (2004) ‘National Belonging: Reviewing the concept of national cinema for a global
culture’ in New Review of Film and Television Studies 2:2, pp.211-32.



Chapter One 27

What these studies have in common is that they struggle to set out straightforward
parameters for the classification of national cinemas. It is for this reason that some
critics find the use of ‘national cinema’ redundant. Andrew Higson states

my intention overall is to question the usefulness of the concept of national
cinema. It is clearly a helpful taxonomic labelling device, a conventional
means of reference in the complex debates about cinema, but the process of
labelling is always to some degree tautologous, fetishising the national rather
than merely describing it. It thus erects boundaries between films produced in
different nation-states although they may still have much in common. It may
therefore obscure the degree of cultural diversity, exchange and
interpenetration that marks so much cinematic activity.™
While these various factors suggest the concept of a “‘national cinema’ may be better
left aside, it does not make the study of the ‘national’ in cinema practice impossible.
Instead, these somewhat contradictory, but always complex, approaches to national
cinemas point to the fact that there are varied and competing interests who make use
of aspects of the ‘national” such as filmmakers themselves, commercial organisations
and government bodies. Paying attention to the multifaceted issues that have arisen in
the debates on national cinemas provides an ample base with which to take a nuanced
approach to understanding how aspects of the national continue to operate in

contemporary South American cinema.

Transnationalism

One of the best ways in which to understand the enduring appeal of a “national’
context is to acknowledge that it exists side by side with equally important
transnational processes. Rather than erasing the importance of the national, studies of
transnationalism in film have often been able to point towards the intricate movement
between different national locations that characterises much cinematic activity.
Through careful analysis of filmmaking and distribution trends, twenty-first century
work on transnational cinema takes into account the way in which film interlinks

national locations with a global situation at the turn of the century.

3! Higson, Andrew (2000) “The Limiting Imagination of National Cinema’ in Mette Hjort and Scott
Mackenzie (ed.) Cinema and Nation, London: Routledge, p.64
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The focus on the transnational has been explicit in dedicated text books such as
Transnational Cinema: The Film Reader®” covering a global context; more regional
efforts such as Transnational Cinema in a Global North: Nordic Cinema in
Transition;* and various journal articles.®* As a concept, it has been given political
weight when Elizabeth Ezra and Terry Rowden assert
because transnational cinema is most “at home” in the in-between spaces of
culture, in other words, between the local and the global, it decisively
problematizes the investment in cultural purity or separatism.*
This is accentuated in the work of Hamid Naficy when he examines the interstitial
modes of production in exilic filmmaking and posits a relationship between
filmmakers and a nation (be it their homeland or current domicile) without confining

the work to one concrete space.®

What often links scholarly writing on a national, transnational, or even supranational
context, is the aim of understanding the capacity of cinema for ‘fair representation’ of
various subjects and communities. Close analysis attempts to determine whether
diverse voices speak or are silenced in relation to their national domicile or homeland.
This is a theme that runs throughout this thesis as I attempt to uncover the extent to
which South American cinema is able to incorporate the varied communities in the
region. However, the majority of academic writing on this matter privileges the
examination of a small collection of films, individual filmmakers, or a group of linked
filmmakers, that has textual analysis of films at its core. Criticism that | have found
influential takes place in essays such as Crofts” ‘Reconceptualizing National

»37

Cinema/s’”" or Tim Bergfelder’s ‘National, Transnational or Supranational Cinema?

»38

Rethinking European Film Studies”™ which move beyond this approach and outline

the importance of reception and contextualisation of the cinematic texts. These studies

%2 Ezra, Elizabeth and Rowden, Terry (2006) ‘General Introduction: What is Transnational Cinema?”’ in
Elizabeth Ezra and Terry Rowden (eds) Transnational Cinema: The Film Reader, London: Routledge,
ppl-12.

%% Elkington, Trevor G. and Nestingen, Andrew (eds) (2005) Transnational Cinema in a Global North:
Nordic Cinema in Transition, Detroit: Wayne State Uni. Press.

% See for example Bergfelder, Tim (2005) ‘National, Transnational or Supranational Cinema?
Rethinking European Film Studies’ in Media, Culture and Society 27:3, pp.315-32.

* Ezra and Rowden, ‘General Introduction,” p.4.

% Naficy, Hamid (1999) Home, Exile, Homeland: Film, Media and the Politics of Place, New York:
Routledge, pp. 125-150.

%7 Crofts, ‘Reconceptualizing National Cinema/s’.

% Bergfelder, ‘National, Transnational or Supranational Cinema?’
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are able to examine transnational processes within wider circuits of global film flow

so that concerns with who and what is available on screen may be dealt with.

Although not widely used within film studies, the theoretical work on transculturation
that developed in Latin American studies has been an equally important critical
concept. The term transculturation was coined by Fernando Ortiz in his work on Cuba
in the 1940s in an attempt to explain reciprocal processes of cross-cultural
adaptation.*® Although work in this field has remained mainly within Latin American
studies it has been taken up by scholars such as Mary Louise Pratt who have
broadened its scope to include the way cultural meeting has taken place in various
post-colonial sites.“’ In particular, she has highlighted the importance of “contact
zones’: the discursive sites in which different cultures come together and adapt to one
another. The use this concept has for film studies lies in the way in which it allows
sites of power to be interrogated and the exact processes that take place in
transnational exchange to be uncovered. Rather than assuming that border-crossing
processes will have a straight-forward effect on cultural practice, transculturation
examines the complex ways in which producing and receiving culture are conditioned
by the interactions that take place. For this reason, | have taken into account the
theoretical work of transculturation when looking at transnational film practice taking

place inside South America and with partners outside the region.

Film Festivals

An area of study that has been influential in giving concrete examples to transnational
film processes is the emerging field of film festival research. Bill Nichols made
important inroads into this area in 1994 when he situated the consumption of Iranian
film in international festival sites.** He focused on the way in which films are
received when taken out of their original cultural context and the methods festival-
goers use to negotiate cultural difference apparent in the films:

There is a reverie in the fascination with the strange, an abiding pleasure in the
recognition of difference that persists beyond the moment. Even though the

% Hernandez, Felipe (2005) ‘Introduction: Transcultural Architectures in Latin America’ in Felipe
Hernandez, Mark Millington & lain Borden (eds) Transculturation: Cities, Spaces and Architectures in
Latin America, Amsterdam: Rodopi.

“0 Pratt, Mary Louise (1992) Imperial Eyes: Travel Writing and Transculturation, London: Routledge.
* Nichols, Bill (1994) ‘Discovering Form, Inferring Meaning: New Cinemas and the Film Festival
Circuit’ in Film Quarterly 47:3, pp.16-30.
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festival-goer receives encouragement to make the strange familiar, to recover
difference as similarity (most classically through the discovery of a common
humanity, a family of man [sic] spanning time and space, culture and history),
another form of pleasure resides in the experience of strangeness itself.**
At the same time, he also saw the potential pitfalls in the power of film festivals to
channel processes of spectatorship in certain ways when he asked

to what extent does the humanist framework encouraged by film festivals and
the popular press not only steer our readings in selected directions but also
obscure alternative readings or discourage their active pursuit.*®

This concern points towards an emerging theme in film festival research, mainly the

processes of mediation that is at work within the festival sites.

The way in which festivals can have a determining power over the reception of texts
is a facet considered by Julian Stringer. He investigates the power dynamics of the
international festival that he believes are important to any understanding of
contemporary world cinema now that the theatrical markets for films have shrunk
around the world and festivals constitute the sole formal exhibition site for many new
titles.** Although much of his analysis focuses on individual cities and their
relationship to international festivals, rather than the relationship between spectators
and text, he makes an important acknowledgement of the fact that the film festival
circuit mirrors the uneven development of international film culture. He outlines a
core centre of film festivals that determine the attention which is placed upon key
films while festivals and films at the periphery go largely unacknowledged. This
phenomenon has, in turn, led to Elsaesser’s suggestion that

certain films are now being made to measure and made to order, i.e., their
completion date, their opening venue, their financing is closely tied in with a
particular festival’s (or festival circuit’s) schedules and many filmmakers
internalize and target such a possibility for their work. Hence the somewhat
cynical reference to the genre of the “festival film”, which names a genuine
phenomenon but also obscures the advantages that the creation of such a
relatively stable horizon of expectations brings.*

*2 Nichols, ‘Discovering Form,” p.18.

* Nichols, ‘Discovering Form,” p.20.

* Stringer, Julian (2001) ‘Global Cities and the International Film Festival Economy’ in Mark Shiel
and Tony Fitzmaurice (eds) Cinema and the City: Film and Urban Societies in a Global Context,
Oxford: Blackwell, pp.134-44.

*® Elsaesser, Thomas (2005) European Cinema: Face to Face with Hollywood, Amsterdam:
Amsterdam Uni. Press, p.88.
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While these studies are able to examine the way films entering film festivals are
situated outside of their home context, many also use this as an opportunity to explore
what this means for the “national” within or attached to the film. For Janet Harbord
film
does not float freely above national borders, but attains part of its value and
meaning from its perceived origin and the paths of its circulation. These paths
are located within as well as cutting across national borders; to conceive of
global flows as outside of the nation omits the tension between national and
global economies, the force-field in which film circulates.*
To see the paths and flows of films, Harbord gives due attention to sites such as film
festivals with an added focus on journalism — ‘the main mediating function of

247

festivals to the general public’™" - so that films can be understood to exist in an

international context that does not necessarily deny their residual national elements.

To date, there has been some analysis of the impact film festivals have on South
American film, mainly through historical analysis of the Vifia del Mar festival in
Chile during the 1970s*® or the Pesaro film festival in Italy*® and the Havana film
festival in the 1980s,° but there is still work to be done on the way contemporary
South American films interact in these global sites. Marijke de Valck notes that

one of the most pressing complications concerns a discrepancy between the
unproblematic presentations of the cream of various “national cinemas” at top
festivals in the West, on the one hand, and, on the other hand, the second-rate
selections that are left for the newer festivals in Third World countries.>
This is an area that needs further study, particularly with regards to South American
cinema, so that the structural aspects and power play at work in festivals can be
determined with regards to how they situate films and how they have lasting affect on

their production and circulation.

Cultural Policy

*® Harbord, Janet (2002) Film Cultures, London: SAGE, p.71.

*" Harbord, Film Cultures, p.68.

*8 pick, The New Latin American Cinema.

* de Valck, Marijke (2007) Film Festivals: From European Geopolitics to Global Cinephilia,
Amsterdam: Amsterdam Uni. Press.

%0 Kleinhans, Chuck and Lesage, Julia (1986) ‘Havana Film Festival Report: New Latin American
Cinema’ in Jump Cut 31, pp.70-71.

*! de Valck, Film Festivals, p.71.
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In a similar manner, cultural policy in the region is a subject that is touched upon,
particularly in the work of Johnson,> but it is a topic that is given far less attention
than, for example, cultural policy in Europe. Nonetheless, the various studies on
cultural policy are able to provide a base for further research in this area. On the one
hand, cultural policy scholarship attempts to examine the link between national and
transnational flows of cultural goods. While critics such as Toby Miller and George
Yudice have been able to provide historical overviews that confirm cultural policy is
not a particularly new discourse, they have also been influential in outlining the way
in which twenty-first century policy has particular relationships with global
economies.>® Their approach has involved looking at how state organisations promote
national works of culture inside and outside the nation from stages of production
through to distribution. Often a national context is imposed upon work from a range
of policy initiatives such as funding, tax-breaks, import and export laws, exhibition
quotas and official awards. However, much work on cultural policy has been quick to
point out that these initiatives often come across problems when attempting to
formulate an ‘ideal’ version of national culture that does not include the variety and
heterogeneity within its national borders. There is also a focus on the problem
national policy faces when coming up against the seemingly deterritorialized global
flow of goods and peoples.

On the other hand, cultural policy studies also provide a way of looking at the way
institutional intervention frames larger structural processes. Much of this perspective
developed from the concern that cultural studies were too dedicated to textual analysis
and the struggle over meaning within the text, thus giving insufficient attention to
institutional conditions that regulate culture.> There was a desire to see the way in
which cultural works such as films were formed and circulated by institutional

frameworks and networks. Jim McGuigan states
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that is what cultural policy is principally about, the conditions of culture, the

material and, also, the discursive determinations in time and space of cultural

production and consumption.™
This manner of thinking is particularly useful for South American film studies as,
following my previous arguments, there has been a tendency to focus on individual
cinematic texts while there should also be an understanding of the conditions that
form these works. The cultural policy approach is also useful because it outlines the
way film circulation is institutional and formalised even when seemingly free in its
flow through global channels. For this reason, it is possible to examine both the
cultural practices and bodies that have been regulated on a visible level through
government edict, and the private practices that appear to be de-regulated but may be
at the whim of market regulation and thus still under the control of state policy.> The
extent to which policy plays a part in film production and circulation is unlikely to
decrease in the coming years because, as David Hesmondhalgh points out, cultural
industries are now as important economically as ‘durable’ goods industries.”” In South
America, at the beginning of the twenty-first century, this is an aspect of cinema that
has drawn the attention of government bodies and agencies and their response is thus

in need of due attention.

Furthermore, studies on South American cinemas can be aided by texts on cultural
policy that make the case for the way in which factors such as the state can still
influence cultural forms, even in the light of global flows. Nonetheless it is worth
noting that the scope and the origin of writing on cultural policy often means that
cultural policy is given a wide overview in which tendencies in the West are
presumed as the norm or the detailed studies only refer to European countries and the
US. For South America to be duly considered the emerging cultural policy work in

this region needs to be expanded.

Commercial Exhibition and Distribution
One of the most significant insights that work on cultural policy brings to the field of

South American film studies in the twenty-first century is the examination of how

% McGuigan, ‘Cultural Policy Studies,” p.34.
*® McGuigan, Jim (2004) Rethinking Cultural Policy, Berkshire: Open University Press.
*" Hesmondhalgh, David (2002) The Cultural Industries, London: Sage.
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cultural policy negotiates the fields of art and industry with regard to promoting
cinema. Miller and Yudice point out that

clearly, audiovisual policy across sites shares a dilemma — the commerce-
culture relationship. There is always a struggle between (i) the desire for a
viable sector of the economy that provides employment, foreign exchange and
multiplier effects; and (ii) the desire for a representative, local cinema that
transcends moneymaking in search of the opportunity for society to reflect
upon itself through drama.®

Although Miller and Yudice are making a global point, Johnson confirms that it is a

factor that is important to Latin America. He states that

the fundamental opposition between commercial and cultural interests is often
at the root of tensions which have arisen within Latin American cinema over
the last few decades and has often shaped state policies of support of local
industries.™

This tension between industry and art is a concern for both those researching cinema

and those practising it.

Although films are cultural works of art, they rely on highly commercialised
transactions for their distribution and exhibition. While studies on the meaning found
within texts can disregard their industrial constitution, an understanding of cinematic
culture, and the way films become accessible to publics, needs to take into
consideration the commercial flows that allow films to be seen. A number of scholars
at the beginning of the twenty-first century have been paying attention to this aspect
in global film cultures with careful consideration of the socio-economic factors that
play a part.® There have also been South American scholars, particularly those based
in Argentina, who pay attention to commercial flows and circuits.®* These studies are
noteworthy for the consideration they give to film distribution and exhibition and, in

this way, provide an economic and industrial context that is particular to the locations
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in which the films interact. They allow cinematic culture to become significant in

itself rather than a subsidiary interest to the films which circulate within it.

Furthermore, the work of these scholars often intersects with that of writers
interrogating contemporary global capitalism and the way in which uneven
development allows power to reside in traditional dominating regions such as North
America and Europe. Critics such as Saskia Sassen look at the way new
communication technology allows the potential for global capital to be directed and
used from almost any point in the world yet there is a continuous reiteration of cities
(particularly established metropolises) as financial centres in which hierarchical and
spatial inequalities are reaffirmed.®” This factor points to one of the main issues of
film distribution: the fact that Hollywood continues to dominate the global sphere
with the majority of DVD sales in foreign countries pertaining to US films. This in
turn leads to a review of the ‘media imperialism’ argument originally put forward by
Herbert Schiller in 1976 in which US culture was seen to be dominating and eroding
indigenous cultural forms in other countries.®® The majority of recent writing such as
that of Janet Staiger® and John B. Thompson® works against some of the main tenets
of the “media imperialism’ argument such as; the idea the US has complete
dominance; the assumption there is an essential, pure indigenous culture being eroded
by Hollywood; and that there is a causal effect by which spectators will accept the
ideologies put forward in the media they watch. However, these writers do
acknowledge that there is unequal development in the processes of production and
distribution which makes it harder for non-US films to gain distribution and leaves
many films and filmmakers working in smaller film industries at the periphery. This
type of analysis explores the extent to which certain cinematic texts are allowed to
dominate distribution channels, by examining the locations and positions from which
they speak rather than the innate qualities within the text. It is an issue that is
particularly important for South American films as they rely on global routes of

commerce, even within their own nations, for their cinema to take root. Of equal

62 Sassen, Saskia (2002) ‘Introduction: Locating Cities on Global Circuits’ in Saskia Sassen (ed)
Global Networks: Linked Cities, London: Routledge, pp.1-25.

83 Schiller, Herbert (1976) Communication and Cultural Domination, New York: International Arts and
Science Press.

% Staiger, ‘A Neo-Marxist Approach’.

% Thompson, John B. (1995) The Media and Modernity: A Social Theory of the Media, Cambridge:
Polity Press.



Chapter One 36

importance is the fact this issue applies to the internal working of South American
cinematic culture because urban, city-based, directors often find it easier to gain

distribution than rural or regional projects speaking from the margins.

Technology and the Public Sphere

As a means to understand many of these processes, it is useful to examine the new
technology that makes the contemporary circulation of film unique to the current
global situation. From changes in screening capabilities to new methods of
replicating and circulating film products, technology has been able to transform the
context of films in their exhibition and reception. Although scholars have picked up
on the fact that new digital practices in filmmaking have had a profound effect on the
cinematic text,®® a small number of academic studies have also begun to look at the
way digital exhibition and distribution are changing the cinematic culture in which
these texts circulate. Recent studies such as those by Stuart Hanson® and John
Caldwell® investigate the effect the new exhibition and distribution techniques are
having on global film industries while work on film piracy has proven how
technology allows illegitimate and alternative networks to circulate and disseminate

films as part of localised cinematic culture, albeit in an illegal form.®

Complementing these studies is work that examines the technological developments
affecting home viewing, in particular the move from widely available VCRs in the
latter part of the twentieth century to DVD players and computer screens in the
twenty-first. These advances, which give increasing control to audiences wishing to
interact with cinematic works, have concurrently given VCR and DVD companies an

increasingly influential part in the reception and contextualisation of films. This factor

% See for example Belton, John (2002) ‘Digital Cinema: A False Revolution’ in October 100, pp.98-
114; McKernan, Brian (2005) Digital Cinema: The Revolution in Cinematography, Postproduction and
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is touched upon by Grant when she suggests the way that ‘extras’ added to DVD
products (such as interviews with the director and ‘making of” sections) can give
extra-textual information to the spectator that help inform their interaction with the
film.” It is thus important to pay attention to the scholarship on film and DVD
technology that moves beyond mere assessment of the new technological forms to see
their affect in the production, circulation and reception of films.

At the same time, any look at home viewing technology has to take into consideration
the same concerns voiced by the scholars who are working on issues of distribution or
access to cinematic and media forms. Although much of this new technology is
relatively cheap, and supposedly universal, large numbers of economically
disadvantaged communities in South America do not have access to these forms. It
has frequently been the case that the internet has fostered engagement with cinematic
culture and discourse on the national and regional context of films. Nonetheless it
sometimes takes scholars working within the region such as Erick Torrico, Antonio
Gomez and Karina Herrera, who are based in Bolivia, to point out that not everyone
has access to this new technology.” This concern intersects with studies on the public
sphere, particularly post-Habermasian studies, that examine whether or not
technology such as the internet can bring about the democratic discursive meeting
space that Jiirgen Habermas envisioned.”* In looking back towards the public meeting
sites of eighteenth century Europe, Habermas made claims for these sites to be seen as
a space that allowed citizens to engage in critical debates dealing with topics of public
importance. He was optimistic that this space could be achieved in contemporary
society in a way that allows cultural and political participation. Using these ideas in
the twenty-first century, many scholars” concur with Todd Gitlin’s point that

technology has in fact led to a plurality of public spheres and that the democratic
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potential is hampered by larger socio-economic conditions.” Nonetheless, these
factors do not diminish the importance of examining how citizens involve themselves
in cultural discourse and there are thus twenty-first century conceptions of the public

sphere that reflect upon the complexity of public engagement through technology.

A number of scholars have applied the concept of the public sphere to cinema such as
Michael Chanan’® and Miriam Hansen’” and have thus widened the way in which
cinema can be understood to engage audiences. Within South America there has been
a history of public engagement with cinema that was intensified through the New
Latin American Cinema movement and there is thus reason to see how the concept of

the public sphere can be understood with relation to twenty-first century practices.

Indigenous Media

Of importance to the concept of the public sphere is the issue of how minority voices
and peripheral identities can be represented. Although the public sphere is meant to be
a democratic space of engagement, indigenous communities across the world are
particularly susceptible to exclusion from political and cultural debate. It is for this
reason that John Hartley and Alan McKee have called for the promotion of an
‘indigenous public sphere’ with relation to communities in Australia.”® Their work
follows on from anthropologists such as Faye Ginsburg who see the importance of
defining the fields of representation that are available to communities with indigenous
or aboriginal concerns.” Scholarship in this field, particularly the studies focusing on
indigenous media, plays a two-part role. Firstly they outline the film and media that
comes from within these communities and document works that are made by rather

than about the people involved. In this way they suggest that it is not only
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ethnographic work or documentaries made by onlookers that offer cultural
representation. Secondly, they question why these works remain excluded from wider

circuits of cultural discourse.

South America has large numbers of indigenous communities yet they are not often
considered in official discourse surrounding cinematic culture or even in academic
overviews of the cinema of the region. Scholars such as Jeff D. Himpele®® and Freya
Schiwy®! have made important inroads into analysing indigenous media practice on
the continent, particularly in the Andean region. Nonetheless, further work needs to be
done as there is not often a consideration of how indigenous communities are
represented (or not represented) within cinematic works and, specifically, within
feature-length films. The focus is often on short films and documentaries as these
form the wider body of audiovisual works made within indigenous media practice yet
this factor often puts the works outside of wider discourse on a cinematic culture that

concerns itself with longer, fiction films.

These issues can be tied into the debates surrounding “‘national cinemas’ as they
highlight the importance in analysing the variety of experience that takes place within
a national context. Furthermore, they are important for an understanding of
contemporary South American cinematic culture as indigenous peoples do play a
significant part in the cultural makeup of the region but have largely been overlooked
in considerations of this field. The extent to which indigenous communities
participate in cinematic culture also highlights the areas where cultural policy and
commercial circuits need to be examined to see if they fully interact with the various

communities in the region.

Conclusion

From the literature on Latin American cinema, a picture begins to emerge of the
diverse cinematic practice that is available in the region. Nonetheless, this work is
often fragmented across edited collections and journal articles. There is a need,
particularly with regards to twenty-first century practice, to examine the overarching

% Himpele, Jeff D. (2008) Circuits of Culture: Media, Politics and Indigenous Identity in the Andes,
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structures that shape the channels and flows of the cinematic culture. To bring this
about, the other research fields that | have identified as significant can be used to
produce a more fully rounded, but also more complex, overview of cinematic practice
in the region. Furthermore, by using these influences, I can pick out three major
strands that run throughout these fields and have significance for my analysis of
cinematic culture: deterritorialization and reterritorialization; transculturation; and the
public sphere. Each of these strands provides a structural basis for understanding the
findings that | have discovered with regards to how cinematic culture operates. Due to
the diverse activity taking place within the region, it is not within the scope of my
study to sum up and make use of every one of the varied pieces of relevant literature
in the above mentioned fields but I have been able to focus on those that provide

insight and support for the research material that | have uncovered.



Chapter Two: Methodology and Qualitative Research

Prior to surveying the research context outlined in Chapter One, | was able to spend
time in South America and gain knowledge of various aspects of cinematic culture in
the region. This experience allowed me to identify primary research questions and
formulate ideas about areas in need of study. In doing so | began an inductive
approach that was based firstly on observation and then introduced relevant
theoretical paradigms before returning to observation once again before honing the
theoretical work. Rather than taking place through a linear process, | often found a
spiral technique was at work which involved going backwards and forwards between
my findings and the theoretical material until satisfactory conclusions were met. It
was a process that involved two separate field-trips to South America as well as visits

to film festivals in Spain, London and Edinburgh.

During the above mentioned research, | found myself working between three common
strands of inquiry: textual analysis, historical accounts and economic investigation.
With my desire to scrutinise the production and circulation of South American
cinematic culture, the film text became an example of what had been achieved, the
historical revealed the foundations for contemporary practice and the economic gave
statistical weight to the way in which the texts operate as products in a field that is
often more industry than art. This data was gleaned from a mixture of sources such as
the literature mentioned in the previous chapter, information in trade journals and
websites relating to organisations within the region. While these strands of inquiry
produced a wealth of data, | found I was often analysing secondary sources or a type
of quantitative data that offered a surface account without revealing the depths and
processes below. Through pockets of information, particularly those in film festival
brochures or the DVD boxes that reach consumers world wide, there were glimpses of
the untold stories of opportunities and restrictions, successes and failures, which shape
the body of South American films made available for domestic and global
consumption. Yet to come closer to understanding these stories, and to examine why
they may be of importance, | found it was necessary to undertake a type of qualitative
research that could augment the information brought forward by my initial inquiries.

It was a type of qualitative research that is almost certainly frequently practiced by
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film scholars yet often in informal and understated ways with little paper-trail to
expose its recurrent use. Specifically, it involved interviewing and collecting in-depth
data from persons working in the South American film industries as well as
undertaking participant observation at the sites in which cinematic culture is produced

and circulated.

In order to undertake this type of research, | found it useful to draw on the work of
scholars who have developed suitable techniques for qualitative analysis in related
fields. This is a type of research most commonly seen in the social sciences and
anthropology with the former using it as a welcome change or supplement to the
restrictive nature of quantitative investigation. Thus Pertti Alasuutari says

by qualitative analysis | mean reasoning and argumentation that is not based
simply on statistical relations between ‘variables’, by which certain objects or
observation units are described.

In a similar manner, anthropologists developed qualitative practices in ethnographic
research as a means of uncovering cultural processes close at hand in a way that could
not be achieved through other methods. There was an attempt to understand culture by
working with subjects, mostly by listening in depth to individuals either through
extended interviews or through participant observation. The importance of getting

close to the subject is underlined by John Brewer:

Ethnography tends to rely on a number of particular data collection techniques,
such as naturalistic observation, documentary analysis and in-depth interviews.
While these methods are used on their own as well, what marks their
ethnographic application is that they are used to study a people in a naturally
occurring setting or “field’, in which the researcher participates directly, and in
which there is an intent to explore the meanings of this setting and its
behaviours and activities from the inside.?

This type of study has not been confined to anthropology and many of the central
concerns and practices have application for a variety of fields. Martyn Hammersley

makes the case for comparing ethnography with history:

In particular, they both display a primary concern with describing social
events and processes in detail, and a distaste for theories which, as they see it,
ride roughshod over the complexities of the social world. Frequently too, they
share a commitment to documenting “in their own terms’ the perspectives of
the people involved in the events and settings they describe. Historians and

! Alasuutari, Pertti (1995) Researching Culture: Qualitative Method and Cultural Studies, London:
SAGE, p.7.
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ethnographers are often reluctant to move to general classifications of these
perspectives, in which their uniqueness — and it seems much of their interest —
is lost.?
There is thus a concern with the complexity of agency at work in social experience, a
factor that was useful for my consideration of the varying persons and organisations

that have an interest in South American cinematic culture.

Although the way in which ethnography has been taken into film, television and
media studies is most commonly seen through studies into audience research rather
than the areas | am investigating, these studies do offer some insightful approaches. In
contrast to prior quantitative studies that assessed television viewing patterns, there
was a development in the 1980s that focused on working with rather than on
audiences.” This involved a close examination of the complexities of audience
responses and the multifaceted backgrounds they bring to their viewing patterns that
cannot be determined by statistical analysis. Although it is easier to find audience
research in television studies, work such as Jackie Stacey’s Star Gazing focused on
film audiences, with particular attention given to the way in which she used
qualitative research methods to elicit responses from female spectators.” These studies,
when seen under the wider umbrella of the humanities, add weight to Ann Gray’s
assertion that there should not be too much power invested in theoretical work and
textual analysis to the detriment of other methods of study.® Gray sees a split between
the humanities and social sciences that has often been understood as the split between
the text and the social. She calls for a use of cultural studies, exemplified in the
research listed above, that attempts to go beyond the text so that texts can be
understood within certain material conditions as a bridge between the traditional
humanities and social science studies. Her analysis suggests certain processes cannot
be understood through the text alone and, instead, the text, a group of texts or a form
of media, gain greater significance when considered within a socially produced

position.
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Beyond the use of qualitative research in audience studies, ethnography has also at
times been applied to media organisations as a way of studying the producers, rather
than the receivers of the text. This analysis has often involved participant observation
that allows a researcher to see the decisions and practices undertaken by individuals
while also giving the researcher the chance to react to and enquire about situations as
they happen.’ The study of individuals is not a return to the study of the auteur that
reached a critical height in the 1960s but a manner of seeing the way in which
processes of production have an effect, particularly those organisational practices that
influence the output of news-media. Much of its roots and methodological framework
lies in the ethnographic studies of organisations, such as hospitals and large
businesses, with the aim of seeing how work-places and their cultures operate.® At the
same time there is a focus on the way the culture involved in media organisations has
an effect on the cultural products consumed by large numbers of people. The
necessity of these types of studies is highlighted by Simon Cottle:

It is disconcerting how many studies of media output are conducted with a
complete disregard for the moment of production and the forces enacted or
condensed inside the production domain.’

It would be true to say that the same frequently happens within film studies and much

of this thesis is an intervention that attempts to rectify this situation.

The scope of my study did not allow me to research individual organisations to the
same extent as some of these ethnographic studies but | was able to move beyond the
cinematic text to see the structural processes behind it. By speaking to individuals in
the South American film industries and collecting related materials, | was able to find
information relating to production and distribution of South American films that is
rarely documented. This is particularly important as | feel that it is primary sources,
beyond the published texts, that are necessary for my research to be grounded in
material conditions. For this reason, | conducted qualitative interviews to find
information about practices foremost, and about the people operating the practices as
secondary. | also recognised that the persons participating in my research brought a
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range of relative and subjective viewpoints that had to be analysed and taken into
consideration in the use of the information obtained.

Thus, although my research did not closely follow previous models of ethnographic
research there were some fundamental concerns that shaped my research methods, at
the level of qualitative interviews, participant observation and at other stages of my

research.

Open Ended Research
Amid a backlash in film studies against theory-driven research, David Bordwell made
a call for the removal of top-down theory with the assertion that

rather than formulating a question, posing a problem, or trying to come to

grips with an intriguing film, the writer often takes as the central task the

proving of a theoretical position by adducing films as example.*
Instead of looking for films to fit grand theories, Bordwell advocated that questions
should be asked of the films and the practices that constitute them first. Taking this
into consideration, I used participant observation and information arising from my
interviews to formulate my questions and problems before imposing a theoretical
model on them. This process had implications for the way in which | structured my
interviews, particularly as | wanted them to be open to new ideas.

While it is understood that interviews can vary across a scale from very
structured to non-structured, it is generally understood that qualitative interviews will
be at the latter end of the scale.™ They are designed to be reflexive so that fresh and
unexpected information can arise and be incorporated into the data collection
techniques. This contrasts with strictly structured interviews, often used for gathering
quantitative data, in which pre-determined ideas or constructs are likely to be either
validated or refuted, without the opportunity for complex accounts to be
acknowledged. In qualitative interviews there is, of course, the risk that a large
amount of digression may take place yet to counteract this problem researchers
attempt to keep to an overall structure, often with the use of an interview guide. An

interview guide includes themes, topics and possible questions to be covered with the

19 Bordwell, David (1996) ‘Contemporary Film Studies and the Vicissitudes of Grand Theory’ in David
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idea that they can be modified throughout the interview process as opposed to an
interview schedule that has a strict and unchanging list of questions.* I will go into
further detail below about the type of interview guide | used during interviews but it is
sufficient to say that | used this technique so as to elicit information that was imbued
with as much depth as possible. It allowed my research to reflect upon complex
accounts and also allowed my research to be a work in progress in which the available

material rather than pre-determined theory informed my outcomes.

Interviewer-interviewee Relations

In terms of undertaking qualitative interviews, one of the most important aspects is
the relationship between the researcher and the persons being researched. Georgina
Born, for example, discusses the importance of obtaining trust from the BBC (the
organisation that she was studying) to gain access to meetings and one-on-one contact
with staff members.™® Even when it is not particularly difficult to gain access to or
find subjects to interview, a certain level of rapport must be achieved so that
interviewees feel comfortable answering questions in sufficient detail for the data to
be used.!* There are also ethical considerations that must be fully understood as the
researcher is frequently in a position of power throughout the interview, as they direct
and control the flow of the questions, and in the writing up stage when they have the
power to edit, place and situate the words of the interviewee.' For this reason, most
guides to qualitative research, and many academic institutions, insist upon strict
methods of gaining consent from participants. This is not simply a matter of gaining
written or verbal consent as much as allowing the interviewee an understanding of
how they will be used within the research project. An example of my own ethical

consent form is given in Appendix D.

Thinking reflexively about the researcher’s position in relation to the interviewee is
also more than just an ethical consideration as it takes into account the fact the

researcher cannot help but influence the data that emerges in the interview. This is

12 See Deacon et al, Researching Communications; King, ‘Using Interviews’.

3 Born, Uncertain Vision.

% Deacon et al, Researching Communications.

5> Morley, David (2000) “‘Theoretical Orthodoxies: Textualism, Constructivism and the ‘New
Ethnography’ in Cultural Studies’ Marjorie Ferguson & Peter Golding (eds) Cultural Studies in
Question, London: SAGE, pp.121-137.
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something that is particularly important when it is understood that the researcher
becomes a part of the interview process. As Nigel King says

the qualitative researcher believes that there can be no such thing as a
‘relationship-free’ interview. Indeed the relationship is part of the research
process, not a distraction from it. The interviewee is seen as a ‘participant’ in
the research, actively shaping the course of the interview rather than passively
responding to the interviewer’s pre-set questions.*®
Furthermore, factors such as the gender, ethnicity and class background of the
researcher and interviewee can all play a part in forming the way in which the
interviewee reacts to the interview questions and the types of knowledge that they are
willing to reveal. | was thus very aware that | was researching across cultural
differences and that my approach to South American subjects and institutions came
from a position of inquiry that was based in Eurocentric academia. | was also aware of
another possibility: that hierarchies of information may be established when
researchers give preference to information that is established through a dialogue of
rapport and good feeling.’” Caution is also needed as interviewees may not necessarily
tell what they believe to be the truth but may instead say what they feel the researcher

should or would like to hear.®

Each of these considerations was taken into account during my interview process but |
avoided becoming reflexive to the point that the research was lost amongst too much
analysis of my researcher position within the interview. I will outline below a more
detailed explication of the way in which the qualitative interviews were conducted
with regards to South American film industries.

Interviewing Those Involved in Cultural Policy

During my field trips | was able to interview representatives of each of the film
councils in the countries under study. Rather than simply asking interviewees to
discuss South American film industries, | directed questions towards significant areas
such as the funding opportunities available to South American filmmakers, the

processes undertaken to gain distribution and the role of film festivals in promotional

'8 King, Nigel (2004) ‘Using Interviews in Qualitative Research’ in Catherine Cassell & Gillian Symon
(eds) Essential Guide to Qualitative Methods in Organizational Research, London: SAGE, pp.11-22
p.11

7 Geraghty, ‘Audiences and ‘Ethnography’.

18 Geraghty, ‘Audiences and ‘Ethnography’; Rubin, Herbert J. and Rubin, Irene S. (2005) Qualitative
Interviewing: The Art of Hearing Data, Second Edition, London: SAGE.
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activities. | was interested in the stories and data about film production and
distribution processes that may not be documented in available resources. Because the
majority of films produced in South America have a relationship to cultural institutes
in their home country, whether through funding projects or distribution and
promotional activities, staff involved in these institutes were able to provide important
insights. At the same time, | was intrigued by the intentions policy makers and
institutes had with regards to the promotion of South American films, particularly the
way in which they wished the international community to understand the work
available. For this reason | made it clear that | was presenting myself as a research
student from the United Kingdom with an interest in the practices undertaken by the
cultural institutes. By asking questions about practices and listening to the answers, |
was able to analyse both the data about the practices and the way in which the
interviewee wished to express and outline these practices to a foreign observer. While
| placed certain value upon the information I received, with the assumption that the
interviewees were well informed, | also attempted to situate the information in
relation to other sources to account for its reliability, as will be discussed further

below.

To make sure that significant questions were as coherent as possible I made up a list
of questions in advance but left time for free discussion after the questions so that a
type of open ended research could take place. This meant that | had a somewhat
structured interview guide yet, unlike an interview schedule, there was plenty of space
for other information to be incorporated. During the interviews there were times when
the questions were answered in a fairly systematic order with freer discussion taking
place at the end of the interview. At other times, the interviewee extended their
answers to the first questions and incorporated the major points of information that |
was seeking in a form or dialogue that meant | had to ask few other questions. I found
that a reflexive approach to incorporate these different situations was successful and
in each interview | was content that my questions had been answered and further

points of information had emerged.

Interviewing Those Involved in Filmmaking and Exhibition
| was able to interview a number of persons involved in the filmmaking processes

such as directors, producers, heads of film schools and those working within grass-
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roots film exhibition. The format and considerations involved in these interviews were
similar to those in the cultural policy interviews although my questions were directed
to different areas such as the opportunities they felt were available for filmmakers and
their interaction with the commercial sphere. One of the main differences was that the
producers and directors were not responsible for representing official institutions and
were thus able to speak outside of official policy. At times this meant they were able
to offer insights into the way funding and other activities worked at the level of
reception. As with the other interviews, | asked specific questions to begin with and
then opened up discussion more widely so that the interviewees had the opportunity to
discuss a range of points that they felt to be important.

The one problem that was encountered within this area of my research was the
reluctance of mainstream exhibitors and distributors to agree to interviews. While the
above mentioned persons divulged a wide picture of cinematic culture in the region, |
felt that |1 was missing the input of the commercial sector. As will be mentioned in the
below section on triangulation, | made up for this lack wherever possible by using

other sources such as participant observation and trade magazines.

Participant Observation

While the interviews that | undertook allowed me to direct specific questions and
obtain detailed answers, | also benefited greatly from the experience of being in the
region. During my field-trips to South America | was able to attend seminars, public
meetings and other events relating to cinematic activity. By observing the discussions
that took place, an understanding of wide-ranging issues and concerns emerged.
Particularly important was the fact these debates were emerging from within the
cinematic culture of the region without the intervention of an interviewer or
researcher such as myself. At times the debates in these events confirmed hypotheses
that I was working on or enriched my understanding of certain processes. At other
times they introduced new pieces of information that | had not previously considered

but became vital in my findings.

| also attended a number of practices in action such as the piracy markets in various
countries, outdoor screening events and a number of film festivals. My observations

of these events were complemented by time spent at relatively static sites such as
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commercial movie-theatres, cinematecas and museums. When attending these events
and spaces | was able to examine the dynamic, functioning aspects of cinematic
culture and also the way it was rooted in specific locations. From these experiences,
and with the information collected in the interviews, | gained a substantial amount of
primary source material that was empirical in nature but not bound to hard facts or

statistical data.

Triangulating Research

At each stage of my research | was concerned with relating my findings to the other
material that | had uncovered so that a full picture of cinematic culture in the region
could be uncovered. | took on board a warning given by Cottle of taking material at
face value and not verifying it against other sources.”® In order to avoid this type of
problem | attempted to triangulate my research whenever possible by looking for
other sources that suggested my information was relevant. This was often a complex
process as there are no easily available databases which cover the type of statistical
data that | was often seeking to support my findings. Box-office sites such as
boxofficemojo.com and wider institutional sites such as Recam.org hold various data
but not often in a coherent manner or in a way which covers the whole of South
America. Torrico, Gomez and Herrera make the point with regards to Bolivia:

No se tiene en el pais, hasta el momento, informacion sistematizada sobre los
procesos empresariales que organizan la produccién o importacion , la
distribucion, comercializacion y difusion de productos culturales de consumo
masivo.”

In this country we don’t have, as yet, systematised information on the business
processes that organise the production and importation, or the distribution,
commercialisation and dissemination of mass cultural products.

In a similar point, Pablo Perelman and Paulina Seivach state that in Argentina

A pesar de la importancia de las actividades de la industria cinematogréafica en
el paisy en la ciudad de Buenos Aires e incluso, de la contemplacién de sus
especificidades en la legislacion, hay muy poca informacion econémica
sistematizada, actualizada y confiable.?*

In spite of the importance of the cinema industry’s activities in the country and
in Buenos Aires, including the specifications demanded in the legislation,
there is very little economic information that is systematised, up to date and
trustworthy.

19 Cottle, Simon (1995) ‘Review Essay’ in Media, Culture and Society 17:1, pp.159-166.
2 Torrico, Gomez and Herrera, Industrias Culturales, p.2.
2! perelman and Seivach, ‘La Industria Cinematografica,” p.9.
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This means that | have been relying on statistical data from a variety of sources, often
taken and compiled from the above mentioned sites, but sometimes compiled from
first-hand observation, conference papers and personal interviews. At times
inconsistencies have arisen but these have not necessarily meant that data is invalid.
Instead, they point to the complexities of the cinematic activity in the region and the
need to take a balanced overview of the processes that are in place.

The concerns and considerations of ethnographic and qualitative research thus found a
place in helping to shape my methodology even though they are approaches more
commonly used in different fields of research. They helped me to define processes for
collecting data beyond the textual, historical or economic investigation methods
usually available in film studies and provided a way for me to undertake a rigorous
analysis of my research methods. The following chapters will reveal the findings that
were the outcome of this research along with the conclusions that have been supported

by the theoretical frameworks that | have deployed.



Chapter Three: State and Institutional Involvement

Introduction

As discussed in Chapter One, there is a tension between the grouping together of
South American cinemas as a regional entity and the national specificity which comes
from each country’s cinematic output.> Although various film movements in the
twentieth century, most notably the New Latin American cinema movement, appeared
to stimulate a continent wide identity in film practice, the nation frequently resurfaces
as an important signifier.? Underpinning this tension is the fact that a consideration of
any film industry outside of Hollywood traditionally works within rhetoric of the
‘national’ cinema. However, this concept is in continually contested terrain. The
scholarly work displays a sense of unease with attempts to distinguish what exactly
the national is and how it can be represented on screen when modern day states
commonly incorporate diverse identities and disparate communities. It is also true that
as geographical distances appear to shrink through the links produced by
contemporary capital and telecommunication flows, films often circulate through
global circuits and diasporic communities unconnected to national concerns.
Nevertheless, the attempts to grapple with the concept of a national cinema are useful,
particularly as it is a term that resurfaces not only in academic research but in film
journalism, marketing materials, state legislation and film festival discourse. One of
the more constructive definitions for an understanding of cinematic culture lies in
White’s claim:

| propose a definition of national cinema, then, that pays as little attention as
possible to the degree with which films themselves engage with national
identity. When trying to assess whether a group of films actually constitute a
national cinema, two sets of questions must be answered. The first is: does the
group of films come from a community reasonably considered to be a nation?
The second is: does the group of films constitute a diverse output, and can one
find their feature, documentary, and non-commercial sectors?®

His outline has concrete practical application that avoids some of the trickier debates

concerning the problem of deciding how to constitute a national identity, particularly

! See Wood, David M. J. (2008) 'With foreign eyes: English-language criticism on Latin American
film'in Journal of Latin American Cultural Studies17:2, pp.245-59.

2 See for example King, Magical Reels; Martin, New Latin American Cinema; Shaw, Deborah (2003)
Contemporary Cinema of Latin America: Ten Key Films, London: Continuum Pick, The New Latin
American Cinema.

¥ White, ‘National Belonging,” p.224.
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as he looks at groups of films rather than individual works. What | believe needs to be
added to this claim is the matter of distribution and exhibition. For films to exist as
part of a national context there must be a place for them to be seen and recognised by
groups of people that are greater than a select number of film festival visitors,
journalists or academic scholars. In the majority of cases at the beginning of the
twenty-first century this means cinematic exhibition or DVD distribution.

Importantly, the issue of recognising and promoting national cinematic works,
including the exhibition and distribution of films, is a concern taken up by state
organisations that have an investment in producing some kind of national label.
Although different countries around the world have varied levels of government
involvement, each of the four countries under study here has state organisations that
are paying increasing attention to cinematic culture. Particularly important is the fact
that government involvement and support has been increasing in the twenty-first
century against predictions that increased global capital would weaken the function of
the state. It is a process that can be considered in light of Arjun Appadurai’s claim that
‘it needs to be pointed out that “deterritorialization” generates various forms of
“reterritorialization.””* Understanding the flux between deterritorialization and new
processes of reterritorialization is important so that state input into cinematic culture
is not understood merely as a continuation of early twentieth century modernity
projects® but as a specific intervention into modes of audiovisual production and
circulation at the end of the twentieth century and the beginning of the twenty-first.
Gabriela Martinez points out that

although culture and national identity remain significant in the elaboration of
new audiovisual laws, ideals of modernization and development no longer
provide the central component for the creation of these cultural policies. [...]
To a large degree, nation building has moved backstage as ideas of
globalization shape both state discourse and individual filmmakers’ aspirations
of gaining access to global markets.®

* Appadurai, Arjun (2003) ‘Sovereignty without Territory: Notes for a Postnational Georgraphy’in
Setha M. Low and Denise Lawrence-Zufiiga (eds) The Anthropology of Space and Place, Oxford:
Blackwell, p.345.

® See Lopez, Ana M. (2000) “Early Cinema and Modernity in Latin America’ in Cinema Journal 40:1,
pp.48-78; Martin-Barbero, Jesus (2002) ‘Identities: Traditions and New Communities’ in Media
Culture and Society 24:5, pp.621-641.

® Martinez, ‘Cinema Law in Latin America,’ p.1.
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Adding to Martinez’s comments, | would argue that it is not so much that nation
building has disappeared in favour of globalisation, but that state intervention is now
dealing with a more complex process of adapting and retaining its hold on cultural

production as a response to globalisation and global markets.

Writing in 2004, just as Chile introduced its first cinema law, the director Silvio
Caiozzi stated

a lo largo de mas de 5 décadas, los cineastas, actores, técnicos del audiovisual,
e incluso periodistas han propuesto la necesidad de una legislacion de fomento
al cine y al audiovisual como necesidad imperiosa para que un pais, alejado
como el nuestro, se dé a conocer y aprenda a conocerse. De cuan importante es
vernos reflejados en el gran espejo que es el cine para corregir nuestros
defectos y sentirnos orgullosos de nuestras virtudes. Y para proyectar nuestra
imagen al mundo entero intercambiando valores artistico-culturales; y asi
consolidar una imagen de pais que nos permita relacionarnos con presencia y
fuerza incluso en el intercambio comercial de nuestros productos. ’

at the end of more than 5 decades filmmakers, actors, audiovisual technicians,
and even journalists have proposed the necessity for legislation promoting
cinema and audiovisual media as an imperative necessity so that a country as
distanced as ours can know and learn to know itself. It is important to see
ourselves reflected in the great mirror that is cinema to correct our defects
and feel proud of our virtues and to project our image to the entire world,
exchanging artistic-cultural values. And in this way we can consolidate an
image of the country that permits us to relate ourselves with presence and
force, including the commercial exchange of our products.

Caiozzi’s statement suggests support for state intervention in cinema yet there is also
the sense that what is at stake for a national cinema, and in this way a national
cinematic culture, is not just the interest of filmmakers or policy makers but the
interaction of the cinematic works with a wider public. This sentiment was echoed in
the words of Jorge Alvarez, the Vice President of INCAA in Buenos Aires 2003. He
noted that

sabemos que la expresion audiovisual es memoria y espejo, lazo de union
entre nuestros compatriotas y entre todos aquellos con quienes nos unen
vinculos sanguineos, histéricos y culturales.®

we know that audiovisual expression is memory and a mirror, a link which
unites our countrymen and all those with whom we share historical, cultural
and blood ties.

" Caiozzi, Silvio (2004) ‘Luz, cAmara, ¢ley...?” in La Nacion Chile, Oct17
http://www.lanacion.cl/p4_lanacion/antialone.html?page=http://www.lanacion.cl/p4_lanacion/site/artic
/20041016/pags/20041016172543.html (accessed 14 March 2009).

8 Cited in Anon (2003) 'Hacer Cine Hoy en America Latina (2003)' in Teresa Toledo (ed) Imagenes en
Libertad: Horizontes Latinos, San sebastian: Festival Internacional de Cine de San Sebastian, p.187.
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Caiozzi and Alvarez’s thoughts intertwine with a desire that is noticeable in state-
sponsored film councils across the world, namely to increase access to cinema within
national boundaries. However, there are also initiatives, such as funds for sending
delegates to international film festivals, which attempt to place the national cinema

outside the country and onto the world stage.

When discussing government funded marketing enterprises at film markets such as
Cannes, Graeme Turner suggests

the “nationalization’ of film promotion through such national marketing
offices reveals how closely indigenous film production is connected to the
representation and dissemination of images of the nation at home and
overseas.’

In line with this, Antonella Estévez notes that

en el contexto de una economia abierta como la que se plantea a principios de
los 90, el cine puede ser una herramienta para presentar en el resto del mundo
a Chile y sus riquezas culturales. Son estas razones las que impulsan al Estado
a involucrarse en el financiamiento del cine nacional a principios de los 90.%°
in the context of an open economy, such as the one which was introduced at
the beginning of the 90s, cinema can be a tool to present Chile, and its
cultural treasures to the rest of the world. It is for this reason that the state
began to involve itself in financing the national cinema at the beginning of the
90s.

There is thus a complex desire to hold onto and promote a bordered ‘national cinema’

yet also project this cinema into a space where it can interact with external

international elements.

In this chapter | will be paying close attention to the involvement of the state in
cinematic culture to examine the way in which cultural policy in Argentina, Bolivia,
Chile and Peru negotiates this desire and the outcomes that take place. In particular, |
would like to look at the way this is an on-going process of reterritorialization that is
in constant practice. McGuigan warns of only treating cultural policy in relation to the
narrowly defined nation state as this attitude ignores the effects of capital, particularly
its international flows, on artistic production.** Taking this into consideration, the

issues | am discussing in this chapter will always have wider concerns of commercial

® Turner, Graeme (1993) Film as Social Practice, 2" Edition, London: Routledge.
10 Estévez, Luz, Camera, Transicion, Radio, p.74.
1 McGuigan, ‘Cultural Policy Studies’.
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flow and interaction underlying them but the commercial interest in cinematic culture
will be more deeply discussed in Chapter Four. The focus here is on four specific
areas that lead into each other, highlighting the most important interventions that
national institutions make with regards to cinematic culture in their own nation and in
relation to the global sphere. Firstly, I will be analysing legal frameworks and policies
as they provide the base and the reference point for all cinematic practice sanctioned
under state edict. This is then augmented by an explanation of the way in which
policy not only aids contemporary production practices, but also facilitates a larger
historical context in which cinematic culture can take place. The remaining two
sections focus on the way state processes position the context of their cinematic
culture externally in relation to a wider continental and global interaction and also
internally with regard to the diverse communities which have relations with cinema

inside the nation.

Section 1: Cinema Laws and Legal Intervention

It is common for individual states to have cultural policies ranging from regulation on
media and communication ownership to support for small folk art traditions.
Following Foucauldian notions of “policing’, McGuigan, Miller and Yudice discuss
the way in which cultural policy came together with increased governmentality from
the seventeenth century onwards to produce attempts in the nineteenth century to
educate citizens.'? Although this was not a straightforward procedure replicated
worldwide, Miller and Yudice chart the way in which it took place in Latin America
when advocates of state intervention, such as Domingo F Sarmiento in Argentina and
Andreés Bello in Chile, implemented methods for creating citizens in the nineteenth
century. While the policies were aimed at nationalising the country’s culture, they
often followed European models and ignored or formed prejudice against indigenous
cultural practices. Within this process certain types of high art were privileged
through a belief in their ability to produce a better and also governable citizen. Javier
Stanziola outlines the way this persisted in Latin America during the early twentieth
century when cultural policies continued to support elite artistic practices.** Following
David Morley and Kevin Robins this can be understood as typical of the nation-

building project:

12 McGuigan, ‘Cultural Policy Studies’; Miller and Yudice, Cultural Policy.
13 Stanziola, ‘Neo-liberalism and Cultural Policies in Latin America’.
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Monolithic and inward-looking, the unitary nation state has seemed to be the
realisation of a desire for coherence and integrity [...] And, in so far as it has
sought to eliminate difference and complexity, the formation of a national
community and culture has involved the extrusion or the marginalisation of
elements that have seemed to compromise the clarity of national being.*

Towards the end of the twentieth century, however, there was increased recognition of
the need for diversity within culture. This followed identity-politics movements in the
West from the 1970s that included feminism and calls for racial and sexual equality,
as well as movements particular to South America that sought the recognition of
indigenous subjects and cultural practices.'® South American countries now promote
themselves as multicultural and nations such as Chile have reformed their cultural
policy to reflect this.*® While the representation of communities within the nation may
not be fully inclusive, as will be discussed later in this chapter, these claims of
multiculturalism imply a different type of national formation from that which Morley

and Robins critique.

At the same time, it is important to state that the move away from over-bearing policy
aimed at creating homogenous citizens did not necessarily lead to the demise of
cultural policy or its impact on cultural practice. Rather, South American film
industries gained strength throughout the latter half of the twentieth century precisely
because cinema was supported by government policy.” For many audiovisual
practices in South America at the beginning of the twenty-first century, policy in the
form of government support and funding provides the only means for continued

existence, distribution and exhibition.

While cultural policy can be understood as a vital support mechanism for South
American cinema it is worth observing the way that strategies are provided by legal
frameworks, instigated by governments, meaning that policy is as much a process of

requirement and regulation as that of incentive and enticement. Each of the

¥ Morley, David and Robins, Kevin (1995) Spaces of Identity: Global Media, Electronic Landscapes
and Cultural Boundaries, London: Routledge, pp.188-9; See also Lopez, ‘Early Cinema and Modernity
in Latin America’.

15 See Brysk, Alison (2000) From Tribal Village to Global Village: Indian Rights and International
Relations in Latin America, Stanford: Stanford Uni. Press.

18 Miller and Yudice, Cultural Policy.

17 Johnson, ‘Film Policy in Latin America’.
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governments in Argentina, Bolivia, Chile and Peru has a specific audiovisual law that
was created recently, such as Chile’s introduction of Ley 19.981 in 2004, or else
updated in the prior decade.’® The key aims of each law are similar, mainly the
creation of an audiovisual or cinema council that is expected to administer certain
policies. INCAA (Instituto Nacional de Cine y Artes Audiovisuales) operates in
Argentina, CALA (Consejo del Arte y La Industria Audiovisual) in Chile while
Conacine Bolivia and Conacine Peru operate in their respective countries. Running
throughout each law is the understanding that the state will play a part in cinema and
yet cinema will also play a part in the state, providing in this way a sense that
government interaction in this cultural form will have a pervasive quality, linking the
cinema to a greater socio-political arena. In Argentina the law states that INCAA

tendra a su cargo el fomento y regulacion de la actividad cinematogréafica en
todo el territorio de la Republica, y en el exterior, en cuanto se refiere a la
cinematografica nacional de acuerdo a las disposiciones de la presente ley.*
will be in charge of the promotion and regulation of cinematic activity in all
of the territory of the Republic and abroad, when it refers to national
cinematography, in agreement with the orders of the present law.

Chile’s audiovisual law also emphasises the relationship between cinema and the
nation:

El Estado de Chile apoya, promueve y fomenta la creacion y produccion
audiovisual, asi como la difusion y la conservacion de las obras audiovisuales
como patrimonio de la Nacion, para la preservation de la identidad nacional y
el desarrollo de la cultura y la educacion.?

The state of Chile supports, promotes and develops audiovisual creation and
production, within this the diffusion and conservation of audiovisual works as
heritage of the nation, for the preservation of national identity and the
development of culture and education.

Bolivia’s cinema law states

las diversas actividades cinematograficas [...] gozaran, a partir de la fecha, de
toda la proteccion legal al haber reconocido el Estado su importancia para el
desarrollo de la cultura nacional y su vinculacién a las manifestaciones mas
importantes de la cultura contemporanea.”*

the diverse cinematographic activities [...] will possess, from this date on,
total legal protection, having been recognised by the state for their importance
in the development of national culture and their link to the most important
manifestations of contemporary culture.

18 ey no. 24377; Ley no. 1302, Reglamento 1993; Ley no. 26370, Reglamento.
9 ey no. 24377,

% Ley no. 19.981.

2! Ley no. 1302.
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The Peruvian law continues these themes with

es proposito de la Ley N° 26370 el fomento de la creacion y produccion de
obras cinematograficas peruanas, considerando la cinematografia como un
fendmeno cultural, un arte y un lenguaje de la mayor importancia y eficacia
para la afirmacion de la identidad cultural del pais.?
the purpose of Law No. 26370 is the promotion of the creation and production
of Peruvian cinematographic works, considering cinematography as a
cultural phenomenon, an art and a language of major importance and
effectiveness for the affirmation of the cultural identity of the country.
It is worth noting that the binding together of cinema, national culture and the state in
these statements reflects a stance that has increased with the turn of the century.
Earlier versions of audiovisual laws, such as the Argentine Ley No. 17741 (1968)
only went so far as to outline definitions of cinematic terms and the way in which the
state would participate in funding and regulation.?® The particular emphasis given to
the role of cinema in culture, heritage and education in Argentina is found in the most

recent legal updates of the law: Ley No. 24377 from 1994.

I would argue that the expansion of state legal intervention is less about taking charge
of cinematic culture, or even national culture, but is instead an attempt to formulate
the diverse free-play of cinematic practice into a national whole. Much of this can be
understood as an act of reterritorialization in the face of increased global transactions
and media flows across borders. These laws set out parameters that have, at their heart,
attempts to be inclusive. However, with the setting of parameters comes the question
of what is inside and what is outside the boundaries set up in this legislation. There is
thus a sense that the states are attempting containment of culture. Importantly, it is
when the laws move from these abstract concepts to practical application that their

effects can be understood and their motivations more clearly analysed.

Following the introductory statements about cinema and national culture, each law
goes on to introduce detailed technical and administrative duties to be carried out with
regards to cinematic practice. Significantly, although the laws developed in isolation
from one another and are concerned with each country’s specific national situation,
there are similarities between them in terms of the regulation and practice that they

outline. For each country, there is a specific fund set aside to allow grants and loans to

%2 Ley no. 26370.
% Ley no. 17741.
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be made to filmmakers and to help with aspects of production. In Chile this meant that
the Fondo de Fomento Audiovisual 2007 was able to support 144 projects and provide
funds for fourteen feature length films.2* On the Internet Movie Database, INCAA is
listed as a production company for 143 Argentine films from 1987 to 2009.%> This is
an indication of the number of INCAA supported films that have been commercially
released yet the number of productions that have gained support is far greater.
Conacine Bolivia and Conacine Peru also administer funds and the majority of
national films commercially released in these countries gain some support from the

councils.

While there is significant support offered for production (a policy of enticement),
there is also regulation in place when it comes to exhibition (a policy of requirement).
In Argentina each cinema must give accurate box-office figures to INCAA and no
feature film of Argentine or foreign origin can be exhibited nor televised without an
exhibition certificate awarded by the council. In a similar way, any film that is to be
legally distributed in Bolivia must be registered with the film council. Further control
over exhibition in Bolivian is implemented by the law’s prohibition of the commercial
screening of any film that is not made in or subtitled in Spanish or another of the
country’s languages. Returning to practices of enticement, there are frequent
instructions for the way in which the film councils must interact with cinematic spaces
such as film festivals. In the Argentine law this includes setting aside some of the
Cinema Fund to help national films participate in international film festivals and in
the Argentine, Chilean and Peruvian laws this also means allowing money to help set
up and maintain film festivals within the country. Each of the examples listed above
indicates the extent to which government laws and funding interact to provide specific
day to day frameworks for cinematic activity in the nation in a process of alternating

encouragement and instruction.

Particularly striking is the emphasis on the direct link that cinema is expected to have

with education policies, including the agreement that education will have a role in

** CALA (2007) ‘Fondo de fomento audiovisual - consejo del arte y la industria audiovisual’ in
Consejo de la Cultura http://www.consejodelacultura.cl/chileaudiovisual1l/pag/caia-concurso.html
(accessed 14 March 2009).

> IMDB (2009) ‘Instituto Nacional de Cine y Artes Audiovisuales (INCAA)’ in IMDB
http://www.imdb.com/company/co0064529/ (accessed 14 March 2009).
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creating a public that can appreciate cinema and its language. In Peru, one of the main
objectives of the law is to promote the teaching of cinematographic language and its
appreciation in secondary education; similarly the Bolivian law calls for the Ministry
of Education to introduce a course in audiovisual language to the secondary school
curriculum; and in Chile the law also calls for the Ministry of Education to introduce
an audiovisual subject into formal teaching. The process of linking cinema with
education moves a relatively new art form, one that is frequently regarded and derided
as entertainment, into the more traditional preserves of state regulation. Formalising
the connection between state practice and cinema in this way has the beneficial effect
of providing prestige to cinema yet also continues the pervasive procedure of linking

cinema into various aspects of national life.

Significantly, the implementation of state control over cinema in legal doctrine is a
different approach from cultural policies in other countries, such as the UK, in which
there is limited regulation and funds are outsourced to non-partisan bodies that have
the ability to administer them. The latter type of approach allows an arm’s length
procedure by which independent organisations can distribute funds and support
without the need to defer to legal stipulations. Filmmakers and practitioners in South
America, on the other hand, whether consciously or unconsciously, are bound to a set
of systems that always reflect on and adhere to the power of the law. This has the
effect of closing down certain notions of autonomy and independence that are often
associated with cinematic practice. As mentioned earlier, this does not necessarily
need to be read as a process that takes charge of cinematic practice but should be read

as a practice of containment.

The line between the two is very fine and none of the nations under study has had a
cinematic history free from the tensions, strains and restrictions placed upon cultural
activities by the various dictatorships and military regimes that took charge of cultural
activities during the twentieth century. In Chile there was a particularly difficult
period when military troops, at the beginning of Pinochet’s dictatorship in 1973,
destroyed large numbers of films including the only negatives available for various

important works of cinematic history.?® During the military regime many filmmakers

%6 See Mouesca, Plano Secuencia de la Memoria de Chile.
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were forced into exile or executed for participation in left-leaning film work and as
Estévez points out, censorship was not eliminated until 2001.%” In Argentina, Bolivia
and Peru there have been similar histories of filmmakers facing persecution and
censorship under military regimes and well known figures such as Jorge Sanjines

from Bolivia and Fernando Solanas from Argentina were forced into exile.

At the beginning of the twenty-first century, however, all four countries operate as
democratic governments and the audiovisual laws reflect a liberal stance towards
cultural practice that offers a departure from the problems of censorship that
previously complicated state relations with cinematic production. Argentina’s film
law formerly had an article that stated INCAA would subsidise films

con exclusion, en especial, de aquellas que, apoyandose en temas o situaciones

aberrantes o relacionadas con el sexo o las drogas, no atiendan a un objetivo

de gravitacion positiva para la comunidad.?®

with the exclusion, in particular, of those that, by supporting deviant situations

or relating to sex or drugs, do not support a positive disposition in the

community.
The article was later removed and in its 1994 version the law was similar to the other
audiovisual laws that set more general terms such as ‘quality’ when deciding when to
administer funds.*® Furthermore, representatives of the film councils, Carola Antezana
(Conacine Bolivia), Carola Leiva (CALA) and Julieta Vellano (INCAA) made it clear
that the councils do not discriminate against filmmakers or projects on the basis of
certain themes and that there is no type of censorship operating within the countries

apart from the age classifications on film certificates.**

Nevertheless, the rhetoric in the legislation that displays attempts to contain cinematic
culture inversely suggests a lack of autonomy and independence given to cinematic
practice. This is particularly true if the laws are understood to imply that cinematic
works are considered as public ‘nationalised’ property through their relationship with

the state. Complications regarding whether or not cinema is public property arise from

27 Estévez, Luz, Camera, Transicion.

% Ley no. 17741.

%0 ey no. 24377.

3 Julieta Vellano, personal communication: interview, Buenos Aires, Argentina, March 2 2007; Carola
Antezana, personal communication: interview, La Paz, Bolivia, April 10, 2007; Carola Leiva personal
communication: interview, Santiago, Chile April 2, 2007.
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the fact that cinema policy, theory and practical application often fall between
definitions of art and industry. Using the latter definition, Hesmondhalgh sees film
practice as part of the core cultural industries and analysing it as such is of importance
because ‘studying the cultural industries might help us to understand how texts take
the form they do and how these texts have come to play such a central role in
contemporary societies.”*? This would potentially be in opposition to usages made of
cinema in galleries, festivals, and textual analysis studies that understand films as
individual or collective works of art rather than part of commercial flows.
Nevertheless, the execution engaged from production to distribution, that involves
employment of personnel on a (relatively) mass scale, use of industrial equipment
such as cameras and rigging, and the import and export of finished copies, suggests
that an industry perspective is valid. It is for this reason that Johnson claims the state
needs to navigate between support for two different types of value perceived in film.*
The first is the artistic or cultural value and the second is the value external to the film
such as the marketplace potential. He later claims that these are often opposing values
and it is true that there is tension between the view that cultural policy should involve
state support for cultural practices and the, not always compatible, view that cultural

policy should be involved in the commercial exploitation of cinematic works.**

Although traditional arts patronage often sought types of return, such as an increase in
quality to the high arts that represented the nation, there was little expectation that
funding artistic practices would bring about wider benefits beyond the aesthetic.
Miller and Yudice detail the way in which this changed when governments began to
seek further returns on investment in arts and cultural sectors such as the end product
of an improved national subject.*® Clive Gray extends this concept by paying explicit
attention to increased instrumentality as a feature of cultural policy towards the end of
the twentieth century and beyond.* Using examples gained from scholarship around
the world, he finds that there has always been an element of instrumentality in cultural

policies since they are designed to achieve something concrete. However, there has

%2 Hesmondhalgh, The Cultural Industries, p.3.
# Johnson, “In the Belly of the Ogre’.

3 Johnson, Film Policy in Latin America,” p.134.

® Miller and Yudice, Cultural Policy.

% Gray, Clive (2007) ‘Commodification and Instrumentality in Cultural Policy’ in International
Journal of Cultural Policy 13:2, pp.203-15.
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been a move away from seeing culture and arts operating within their own fields
towards an examination of how their secondary effects can be beneficial with
outcomes as diverse as urban regeneration, social inclusion and economic growth. To
this end ‘there is a burden of expectations that cultural policies should provide a host
of solutions to problems that are originally economic, social, political or ideological

(or some combination of these).”®’

When cinema is understood as a cultural industry, particularly with its ability to
provide employment and large profit margins if a film is successful, there is a
tendency to focus on the way in which it can work as a national industry that brings
about economic growth. The problem that Gray finds increasingly urgent is the move
towards an ‘attachment argument’ whereby cultural policy works on the basis that
funds can only be provided if the cultural works can prove their ability to fulfil needs
in other sectors. However, the requirement that cultural policy can only continue to
support the arts when a utility value is proven goes against certain global policy
statements such as the United Nation’s Declaration on Cultural Diversity Report
published in 2001. It expressly stated that cultural goods should not be treated as

commodities nor valued for their economic status.*®

Through analysis of the audiovisual laws of Argentina, Bolivia, Chile and Peru it
seems that each state places high value on notions of cinematic heritage and cinema as
part of national culture that override any expected economic or social return. Peru’s
cinema law is unequivocal in its assertion that

es obligacion del Estado impulsar, desarrollar, difundir y preservar la
cinematografia nacional, sin buscar ni obtener una retribucién econémica.*
it is the obligation of the state to stimulate, develop, diffuse and preserve
national cinematography without neither looking for nor obtaining economic
reward.

Sarah Barrow notes that when Peru’s new legislation was introduced in 1994

the key difference with regards to the new law was its objective that cinema
should no longer be regarded principally as an industrial activity and overt

3" Gray, ‘Commodification and Instrumentality’ p.207.
% Gray, ‘Commodification and Instrumentality’.
¥ Ley no. 26370.
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signifier of the country’s progress towards modernization, but as an important

cultural activity for producers and viewers.*
Nonetheless, because of the large amount of funds needed to bring a cinematic work
from development and production stages through to completion and exhibition, there
is often the necessity for films to, if not produce profits, at least gain basic commercial
returns. In the case of the introduction of Conacine Bolivia’s cinema fund, Fondo de
Fomento Cinematografico (FCC) in 1992, misplaced spending led to an almost
complete loss of resources. Under the 1991 cinema law, Conacine was put in charge
of distributing money as credit that could be repaid with low interest rates following
commercial success of the funded projects. The money given to projects led to an
unprecedented accomplishment in Bolivian cinematic history with five new feature-
length films screened in 2005, yet there was not enough commercial success to
reimburse Conacine’s contribution and this left the FCC almost bankrupt and unable
to provide as much support over the following years.** Learning from this, Conacine
recognised that it could only support feature films that are likely to have a level of
commercial success. This is a severe example of the concerns across each cinema or
audiovisual council where funds tend to be given out in the form of loans. There is
thus a desire to support projects that expect to be economically successful and/or
provide examples of financing from other private sources. When Chile’s Consejo
Nacional de La Culturay Las Artes (Culture and Arts Council) published a report in
2003, it was quick to point out that the various funds made available for a recent
feature film Sub Terra (2003) would be recuperated from a tax on commercial
screenings and video sales and hire. It went on to say that

es necesario avanzar no solo en incrementar el aporte pablico, sino en hacer
concurrir a la television, ademas de generar incentivos tributarios para el
aporte privado.*

it iIs necessary to boost not only the increase of public support but to bring
together television support and also generate tax incentives for private
support.

These types of concerns thrust the art work, an individual film, into a greater field of

commercial concerns. State intervention thus meshes its own support with initiatives

“ Barrow, Sarah (2005) ‘Images of Peru: A National Cinema in Crisis’ in Lisa Shaw and Stephanie
Dennison (eds) Latin American Cinema: Essays on Modernity, Gender and National Identity, Jefferson,
NC: McFarland, p.47.

*1 Roberto Lanza, personal communication: interview, Cochabamba, Bolivia, 17 April, 2007

*2 Gobierno de Chile (2003) Apuntas cerca del audiovisual en Chile, Santiago: Consejo Nacional de la
Culturay las Artes.
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from the private sector in a way that ties the cinema industry to both the state and

commerce.

At the same time, there is a danger in leaving national cinema products to operate as
commercial objects in a free market economy since they may be overwhelmed by
other, competing, cinema products. This is a view held by many critics who have
indicated that a free-market for cinema products allows Hollywood studios to stifle

local competition due to the size and extent of the latter’s resources.*

An example of the complexity of this problem is outlined by Ricardo Bedoya in his
analysis of the history of the Peruvian film industry. He details the way that articles in
the cinema law, including the tax on film exhibition and the quota system supporting
the screening of national films, were repealed in 1992.** Critics favouring their
removal claimed that the previous system violated the constitutional rights of free
commerce. Others alleged the funds gained from the exhibition tax were going
towards film producers and not the municipal regions that the taxes were meant to
support. By repealing these articles there was an end to financial gain for producers
exploiting the system which, as Bedoya suggests, had created an abundance of cheap
feature films produced mainly as a profit gaining exercise. It also appeased cinema
owners since

desde su constitucion, el sistema de exhibicion obligatoria de cintas nacionales
fue visto por los duefios de las salas como una intolerable intromision del
Estado en la libertad de comercio.*
from its constitution, the system of obligatory exhibition of national films was
seen by the owners of the screens as an intolerable interference by the state in
the freedom of commerce.
Nevertheless, Bedoya finds that the result of this shift was that national production
ceased to take place and short films, which had been countering the cheap feature
films by introducing artistic and aesthetic innovation, disappeared. Neither state
intervention nor its complete withdrawal brought about a solution to the Peruvian film

industry’s problems.

*3 See Schnitman, Jorge A. (1984) Film Industries in Latin America: Dependency and Development,
New Jersey: Ablex; Bedoya, Ricardo (1995) 100 afios de cine en el Per(: una historia critica, Lima:
Fondo de Desarollo Editorial.

* Bedoya, 100 afios de cine en el Per.

** Bedoya, 100 afios de cine en el Per(, p.297.
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With the complications brought about by state intervention, a suggested solution is
often less involvement or an arm’s length approach, allowing the input of more
diverse organisations in the creation of cinematic culture and practices. Stanziola pays
attention to this with regards to Latin America when he says

we will argue that modest legislative and social reforms have transformed

cultural policy-making into a more pluralistic process that de-emphasizes the

role of the public sector and aims at empowering nonprofit organizations.*®
He believes that from the 1990s onwards, nonprofit organisations have been able to
increase activity in the arts due to the improved conditions and opportunities that led
to initiatives such as cultural funds and tax incentive funds. These are sanctioned by
governments but because they are run by nonprofit organisations, they work
independently of state control. In Chile this would include initiatives such as the Ley
de Donaciones con Fines Culturales, 18.985 (Donation Law for Cultural Projects) that
allows people to donate money as a tax write-off with the funds gathered from this
initiative going towards a number of cultural ventures including cinematic projects.*’
Allowing the input of other organisations and funds provided directly by the public
has the potential to maintain a democratic and diverse interest in cinematic practices,
particularly the production of new films. In this way, a fear that governments may
control cinematic practice or implement restrictions, as was the case during military

dictatorships in each of the countries, can be somewhat abated.

At the same time, when advocating a ‘hands off’ approach to government cultural
policy, problems arise concerning the production of non-commercial cinematic works.
In the case of South America this is particularly true of documentary formats. Each
country has a strong tradition of documentary filmmaking with films such as the La
hora de los hornos (1968) that brought issues of neo-colonialism in Latin America to
world wide attention, La batalla de Chile (1975) that produced some of the most
important cinematic images surrounding the Pinochet dictatorship, and recent works
such as Cocalero (2007) that showed Bolivian president Evo Morales coming to
power. With government policy geared towards supporting cinema as an industry, or

leaving it in the hands of nonprofit organisations, there is little room for the types of

*® Stanziola, ‘Neo-liberalism and Cultural Policies in Latin America,” p. 21.
" Ley no. 18.985.
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work that do not have an established place in the audiovisual market, either in
commercial exhibition venues or DVD catalogues. This came to light at the round
table discussion held as part of Bolivia’s Muestra Internacional de Cine y Video
Documento festival in 2007.*® A number of documentary filmmakers from across
South America came together to talk about the difficulty of finding places to screen
films, the lack of bodies such as television channels commissioning work and, overall,
the almost total impossibility of being able to recuperate economic investment in their
films. Alfredo Ovando, a Bolivian documentary filmmaker, pointed out that Conacine
Bolivia does not support documentaries because it is impossible to recuperate costs
and repay the loans given out by the FCC. There are some moves across the different
countries towards rectifying this situation: INCAA provides some funds specifically
for documentary filmmaking and Conacine Peru found money to support two
documentary projects in 2008. Carola Antezana from Conacine Bolivia also pointed
out that they are seeking to change the law so that Conacine can offer financial
support that does not need to be repaid.*® However, policies to reduce government
intervention and place cinematic practices into an industrial arena or at the will of
non-profit organisations would lead to the drying up of these limited funds. South
America would thus risk losing the work of important documentary filmmakers and
other experimental artists that cannot recuperate capital.

A further complication in the debate is that policy intervention is not always possible
when the state does not support its own institutions and policies. Barrow notes that
Conacine Peru has often been unable to complete its mandate due to a lack of specific
funds from the government.® In 2006, an outcry ranged across filmmakers, policy
makers and supporters of cinema with regards to the Peruvian government’s failure to
provide adequate financial resources to Conacine Peru even though it is legally
obliged to support this council. They put together a campaign called Per( en Pantalla
(Peru on Screen) demanding that the government completes its decree under Law

26370 which declares that the state must award Conacine Peru seven million Peruvian

*8 Personal Observation: Public Meeting, Muestra Internacional de Cine y Video Documento
(Internacional Exhibition of Documentary Cinema and Video) La Paz, Bolivia, April 21, 2007.
*9 Carola Antezana, personal communication: interview, La Paz, Bolivia, April 10, 2007.

*0 Barrow, ‘Images of Peru,” p.47.
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soles each year (£1.13 million).>* The government increased its funding in 2007 but
only to the total of 2.8 million soles (£452,000), making it hard for Conacine Peru to
support production and other cinema initiatives.>® President Rosa Maria Oliart raised
these points in her interview with the blog Lacinefilianoespatriota when discussing the
Peruvian film industry. She stated

todas las cinematografias del mundo estan subvencionadas por sus Estados,
excepto por la industria hollywoodense. Lamentablemente el gobierno de
turno no llega a entender la importancia que esto tiene. Si el Gobierno nos
diera el presupuesto que por Ley nos ha asignado, se podria dar un premio de
CONACINE que permita hacer la pelicula. Es decir, no 100 mil sino 250 mil.
Seria genial. Podriamos hacer premios no para dos, sino para cuatro proyectos.
El panorama cambiaria.

Pero no ocurre eso. Y aun asi, si no son los fondos publicos, ¢de donde se
harian las peliculas? TU nunca vas a recuperar tu inversion cinematogréafica en
taquilla. No hay forma. Primero por el acceso del publico a la sala, el precio de
la entrada, el distribuidor y el exhibidor que tienen su negocio y sacan su parte.
No te queda casi nada. Por eso no puedes entender el cine aqui como un
negocio. Y sin embargo, es importante que el Gobierno entienda que la
cinematografia es muy importante para un pais, es una ventana al mundo de
nuestra cultura.>®

all cinematography in the world is subsidised by its state except for the
Hollywood industry. Unfortunately the present government has not come to
understand the importance of this. If the government gave us the budget that
had been assigned by law a film could be made by funds given by Concacine.
It is to say, not 100 thousand but 250 thousand. It would be great. We could
give funding not only to two but to four projects. The panorama would change.
But this does not happen. And furthermore, if there are not public funds,
where will they make films? You are never going to recuperate your
inverstment at the box-office. There is no way. First, because of the access the
public have to cinema, the price of the ticket, the distributor and the exhibitor
who have their business and take their cut. You are left with very little.
Because of this you cannot understand cinema here as a business. Without
doubt, it’s important that the government understands that cinema is very
important to the country, that it is a window to the world of our culture.

With regards to policies other than funding initatives, Argentina has been successful
at implementing film quotas to support the exhibition of national films in movie-

theatres but Bolivia has been far less so. Bolivia’s film law explicitly states that,

>! Cinencuentro (2006) ‘Pert en pantalla’ in Cinencuentro
http://www.cinencuentro.com/2006/10/31/peru-en-pantalla-se-entrego-la-carta-al-presidente/ (accessed
14 March 2009).

52 El Comercio (2007) ‘Aumenta el presupuesto de Conacine para el 2008’ in El Comercio, Sep 11
http://www.elcomercio.com.pe/edicionimpresa/Html/2007-11-
09/aumenta_el_presupuesto_de_cona.html (accessed 14 March 2009).

%% Lacinefilianoespatriota (2007) ‘No se va a crear ningn ministerio de cultura’ in
Lacinefilianoespatriota http://lacinefilianoespatriota.blogspot.com/2007/07/no-se-va-crear-ningn-
ministerio-de.html (accessed 14 March 2009).
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“Todo filme de produccién nacional gozara del beneficio de cuota de pantalla de

acuerdo al reglamento elaborado por Conacine.”>*

(Every film that is a national
production will benefit from the screen quota in accordance with the regulation
prepared by Conacine). Furthermore, in the later version of the law, specific tables
are set out demonstrating that by 1997 a cinema in a population of more than one
hundred thousand people would be expected to screen national works for at least 36
hours every year.” However, by 2008 there was still no support for the legislation and
it is consistently ignored by cinema owners. In a similar manner, Bolivia’s law
highlights the need to introduce education practice relating to cinema but as Marcelo
Cordero of the Yaneramai distribution group in Bolivia pointed out

en ningun centro educativo del pais existe alguna materia relacionada a la
lectura critica de la imagen o formacion de publicos entre sus estudiantes.
none of the education centres in the country have any material related to
teaching criticism of audiovisual images or the formation of audiences
amongst their students.>®

Understanding cultural policy in cinema must thus take into consideration the
published and available legislation as well as the way in which policy actually
functions at a ground level. Throughout the various policies there may be an attempt
at containment of all cinematic culture within a national sphere, presided over by the
state, yet tensions emerge concerning the extent to which the state can fulfil this aim.
There is also the fact that the precarious economic situations of each of the countries,
all of which are still talked about as developing nations, means a policy of leaving
cinematic practice in the hands of market forces is not necessarily a desirable option.
Yet due to the legitimate concerns about repressive state involvement and national
regulation of cinema, the way in which cultural policy does have an effect must be
closely monitored. To expand upon the effect of legislation and cultural policy,
specific working practices will be examined in the remaining sections of this chapter
to understand both the motivation involved in policies and the way in which they
interact with a cinematic sphere and socio-political situation that does not always
allow policy to be carried out as planned. | will also be taking into account the fact

that the state’s attempt at reterritorializing national cinema has to come up against the

> Ley no. 1302.
> Ley no. 1302, Reglamento.
*® Marcelo Cordero Q., personal communication: email, 7 Nov, 2008.
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state’s own interaction with external and interior forces such as other governments

and local interests.

Section 2: Situating an Historical Continuum

One of the main threads running through each of the audiovisual laws is the desire to
preserve and maintain cinematic works as national heritage (patrimonio). It is within
this context that policy and government initiatives in Argentina, Bolivia, Chile and
Peru engage cinematic culture in a wide framework that goes beyond individual films.
One of the most significant ways in which this is done is through their use of national
cinema heritage to create an historical paradigm.

At this point it is worth pointing out that the presentation of an historical paradigm is
complicated by the fact that cinematic products have a certain kind of spatiality which
is intensified by their transference through global locations from one cinema screen to
the next site of exhibition, with a trail of reviews and discussions tracing their mark
on different locales. The way in which the film is continually reproduced and remade
in new exhibition-windows, with a release onto DVD, a new cut exhibited or an
edited version screened on television, gives a temporary feel to the product which
elides the possibility of a manifest original. With films that have received some kind
of investment from the state, their transference through different locations and across
borders also moves them further from the national setting which fostered their
production. To counteract this dispersal, states create space for films in particular sites,
often in archives and cinematecas. This is both a reterritorialization practice and a
historicising process that, in the interest of ‘national’ cultural heritage, seeks to lay out
and classify artistic works in an historical continuum. A similar process has taken
place with traditional heritage and “high’ arts, particularly from the eighteenth century
onwards, leading to the construction of imposing buildings such as museums and
galleries that fix and stabilise works within taxonomic collections. However, with
cinematic works there are certain difficulties when attempting to classify and secure
films using methodologies of traditional heritage, not least because of the border-
crossing potential mentioned above.

Throughout the history of cinema, critics and journalists have often overlooked or

resisted the possibility of cataloguing and classifying cinema as cultural heritage in
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the same way as other ‘high’ art forms. This is mainly due to the commercial nature of
the cinema industry; its relatively recent emergence; and the belief that cinema is a
popular art form. There have, however, been a number of people, such as Iris Barry
who began collecting films for the Museum of Modern Art in the United States or
Henri Langlois who created the Cinématheques Frangaise in Paris, who have
understood the importance of safeguarding films and retaining a durable cinematic
history.>” Their work frequently encouraged private institutions to work towards
archiving films and preserving those produced on nitrate that were quickly degrading.
This in turn led to government organisations and endorsed institutions stepping in
when it was the ‘national’ cinematic heritage that was at stake. In Argentina, the
government-supported Museo del Cine Pablo Ducrés Hicken has been holding
national film archives since 1971°® while Bolivia has had a national cinemateca since
1976°° and reopened new facilities during 2007. In Chile, the Universidad de Chile,
Chile Films and other private organisations held archives at various points throughout
the twentieth century and in 2006 archives were brought under state control when the
Cineteca Nacional was created as part of Chile’s new Centro Cultural. In line with the
other cinematecas mentioned, Chile’s cinemateca has the dual function of providing
screening space for films in a cultural capacity and services and resources for
preserving national films. In Peru the Pontificia Universidad Catolica del Peri (PUCP)
currently holds an archive of Peruvian films although Conacine Peru began efforts in
2008 to move the archives into the Museo Nacional and bring them under state
protection. This followed on from activities in 2007 when Conacine Peru began
screening national films in the Mueseo Nacional and organising film-poster
exhibitions to increase public access to film artefacts.” In each of the countries under
study, governments have contributed to increased archival activities in recent years,
either through legal demands for the creation of new cinemateca spaces and archive

services or through financial support for existing institutions.

> Houston, Penelope (1994) Keepers of the Frame, London: BFI.
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What is important is the way in which the state and other officially endorsed
organisations do more than simply support the preservation of films within storage
spaces; they also play a role in the creation of a history for the nation’s cinematic
culture. At times their efforts catalogue a national cinema by creating a documented
body of work that can physically and tangibly represent this concept. This can involve
providing funds to preserve and give the public access to films from the nation’s
cinematic history. As an example of this, the Cinemateca Boliviana screened every
Bolivian film produced between 2000 and 2007 as a special season during its first

year in the new premises.

While this type of season focuses on a concrete catalogue of films there have also
been more abstract claims about what the cinematecas can achieve. During the first-
anniversary celebrations of the Cinemateca Boliviana's new building, various present
and ex-members of the cinemateca such as Pedro Susz, Carlos Mesa and Antonio
Eugenio repeated the importance of the cinemateca as a site for 'la memoria de la
imagen' (the memory of the image).®* Throughout the public meeting this was
described as a “national’ image. Ignacio Aliaga Riquelmo, Director of the Cineteca
Nacional de Chile, repeated a similar sentiment during a public meeting in his
institution. He affirmed that the importance of protecting national films lies in the fact
that they are the works that created images of the country and that they show ‘who we
are’.%?

At the same time, state organisations play a role in forming an historical framework
for the nation’s cinema by contextualising films in a certain way. Each of these
processes can be understood as a continuous act of construction and there are certain
structures of power that determine which films remain and how they are presented. In
his work on the “archive’, Jacques Derrida returns to the etymology of the term, citing
its origin in the Greek arkheion: the residence of the superior magistrate.®® Imbued

with power are those that reside in this house:

%% personal Observation: Public Meeting, Conversando Con, Sobre y en la Cinemateca (Conversing
with, about and in the Cinemateca) Cinemateca Boliviana, La Paz, Bolivia, 5, 6 & 7 Nov, 2008.
%2personal Observation: Public Meeting, Coloquio sobre conservacion y difusién del patrimonio
filmico (Seminar about the conservatio and difusion of film heritage) Cineteca Nacional de Chile,
Santiago, Chile, 27 Oct, 2008.

% Derrida, Jacques (1996) Archive Fever: A Freudian Impression, Eric Prenowitz (trans) Chicago:
University of Chicago Press.
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The archons are first of all the document’s guardians. They do not only ensure
the physical security of what is deposited and the substrate. They are also
accorded the hermeneutic right and competence. They have the power to
interpret the archives.®
More so than public libraries, where citizens have access to enter and engage with
texts in their own manner, cinema archives rely on personnel to interpret material and
then present it to the public. The unwieldy nature of celluloid and other cinematic
artefacts means that careful decisions have to be made about the way individual works
will be dealt with and which ones will secure a permanent place. Furthermore, the
selection that takes place when entering a work into the national archive means that
the films which are included take on a certain status similar to that which Derrida sees
as happening with archives in general:

With such a status, the documents, which are not always discursive writings,
are only kept and classified under the title of the archive by virtue of a
privileged topology. They inhabit this uncommon place, this place of election
where law and singularity intersect in privilege.®®
Those in charge of the archives are in charge of determining this privilege and it is up
to the guidelines and policy provided by the state to determine the way in which these
modern-day archons carry out this task. In the face of the continuously reproducing
film product that crosses borders and formats, state sponsored archives make choices
about how individual films will be preserved, if they will be re-mastered, whether
they will be given exhibition and what kinds of auxiliary materials and information
will be produced around them.

Chile’s relatively new cinemateca offers a good example of how these processes take
place as a way of reterritorializing Chilean national works following the disjuncture
created by the military regime. This reterritorialization is a particularly recent
endeavour as an historical continuum for film was unavailable during the Pinochet
dictatorship that lasted until the 1990s. When military troops destroyed large archives
of material in 1973; demanded the closure of cinema departments that had been
storing their own archives; and forced filmmakers and their material into exile; the
legacy of Chilean cinema and its history was removed. Due to the worldwide attention

paid to the New Latin American Cinema movement in the 1970s, knowledge of

* Derrida, Archive Fever, p.2.
% Derrida, Archive Fever, p.3.
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Chilean cinema from this period retained currency yet a sense of history prior to this
movement was unavailable. Writing in 1988, film historian Mouesca noted

a pesar de que, a juicio de muchos, sélo se puede hablar verdaderamente de
cine chileno a partir de los afios 60, lo cierto es que en Chile se lo hecho cine
desde principios de siglo, cuestion que no puede dejar de ser tenida en
consideracion.®

in spite of the fact that, in the judgement of many, one can only truly speak of a
Chilean cinema from the 1960s onwards, it is certain that cinema was made in
Chile from the beginning of the century, a question that cannot be left without
consideration.

To bring consideration to this greater history of Chilean films, the cinemateca has not
only been restoring and preserving films that were made prior to the 1960s but has
also been screening them in its cinemas to allow public access to these films. As an
example of this, in March 2007 the cinemateca exhibited La mano del muertito (1948),

a film that contains a mix of genre — between thriller and farce — and a national feel
with its use of Chilean dialect and social codes.

Figure 1. Poster exhibition of Chilean films near the cinemateca

Furthermore, the exhibition of film such as this are framed by the cinemateca space
which has posters in the entrance depicting films from early Chilean cinema through

to post-dictatorship and twenty-first century releases. In 2008, the public was given

% Mouesca, Plano Secuencia de la Memoria de Chile, p.11.
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wider access to this auxiliary material with an exhibition in the public plaza near the
cinemateca that displayed seventy Chilean film posters from EI Husar de la Muerto
(1925) to Tony Manero (2008). Contextualisation of the “national cinema product’ is

thus enhanced by the material conditions that the cinematecas introduce.

The focus on public access is also complemented by an attempt to engage national
subjects in the cinemateca’s projects. On May 30™, 2006, there was a call made to
citizens within Chile to participate in forming their history within the cinemateca. The
‘Chile Tiene Memoria’ (Chile Has a Memory) campaign was launched to preserve
audiovisual Chilean heritage from the silent era to present day with the idea that
private institutions and citizens could guard their films in the national cinemateca.
They sought, and are still seeking, films on 35mm, 16mm, 8mm, Super 8 and videos
on U-Matic, Betacam, Betamax, Hi-8, SVHS and VHS. The publicity surrounding
this campaign suggests the willingness and, also, necessity of housing a history of
Chilean cinema that is open to a variety of forms and experiences. Furthermore, it
contrasts the way in which the military regime restricted the types of cinematic
images that were allowed to circulate. The campaign also has resonance for other
countries, particularly Bolivia and Peru, which have only a limited number of

cinematic works in their archives.

At the same time, there is the problem that many important South American films
were made in exile and copies were managed and maintained outside of the continent,
particularly Chilean films made during the Pinochet dictatorship.®” These films are
categorised as Chilean due to the state’s legal definition that national cinematic works
are those made by Chilean producers or audiovisual teams, yet they were never
circulated widely inside the nation. Two particularly obvious examples are La batalla
de Chile (1975) and Acta general de Chile (1986) that were filmed on Chilean
territory by teams of Chilean filmmakers yet had to be distributed abroad because of
political themes that were critical of the military regime. Although they are widely

discussed in academic discourse and form an integral part of Chilean cinematic

%7 See for example Skarmeta, Antonio (1997) ‘Europe: An Indispensable Link in the Production and
Circulation of Latin American Cinema (1988)’ in Michael T. Martin (ed) New Latin American Cinema,
Volume One: Theory, Practice and Transcontinental Articulations, Detroit: Wayne State Uni. Press,
pp.263-69; Mouesca, Plano Secuencia de la Memoria de Chile; Pefia, Richard (1987) ‘Images of Exile:
Two Films by Raoul Ruiz’ in Coco Fusco (ed) Reviewing Histories, Halliwalls: Buffalo, pp.136-45.
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history, they have been largely unavailable to national citizens. When Patricio
Guzman returned to Chile with copies of his film La batalla de Chile to make the
follow-up documentary Memoria obstinada (1997) it was the first time the former had
been screened within the country. If films such as these are to be included in a
national history, cinematecas thus have to work to bring them into a national location
and this often means recuperating cinematic works through donations and kindness
from other countries. It is a situation that could be comparable with many third world
countries attempting to repatriate their heritage from museums that house important

artefacts abroad.

The practice of recuperating films from abroad also intersects with a wider process of
reterritorialization that works to counteract concerns that a cinematic vision of South
America is created and maintained abroad. In countries such as Bolivia, that do not
have a large cinematic output, it is frequently the case that images of the nation are
more readily available through documentaries and films made by foreign production
companies. These images tend to be ruled by the cultural codes and aesthetic styles of
the producing culture rather than the nation on screen. This sentiment was expressed
by one of the organisers of Bolivia’s Muestra Internacional de Cine y Video
Documento (International Exhibition of Documentary Film and Video) festival, Juan
Manuel Pefia,®® at a round table discussion and later repeated by his fellow organiser,
Maria Teresa Torres, in a private interview.® They both talked about the way in
which there are more foreign made documentaries about Bolivia than documentaries
available from Bolivian filmmakers. Their stance does not outlaw the production of
cinematic work from an outside perspective but suggests that there is a desire to see
and have access to works that are produced from within the nation and are thus more
likely to put forward subjective positions formed within codes and aesthetics that are
rooted in the home cultural space. National archives and cinematecas allow this to
happen, particularly when they take on work that may not achieve a commercial
existence either on television or on DVD, but nonetheless provides a record of films

produced within a specific cultural and historical space. Thus, documentaries and

% personal Observation: Public Meeting, Muestra Internacional de Cine y Video Documento
(Internacional Exhibition of Documentary Film and Video) La Paz, Bolivia, April 21, 2007.
% Maria Teresa Torres, personal communication: interview, La Paz, Bolivia, 27 May 2007.
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other works shot on low budget video or digital stock are allowed in the archives
alongside works created on 35mm.

The archiving of actual footage, whenever possible, is also important in allowing
films to be studied in their original form.”® A great deal of writing on Latin American
Cinema, particularly the abundance of work on the New Latin American Cinema
movement, makes detailed textual analysis of key films yet, as these were sometimes
only screened at festivals or had limited exhibition, they are often impossible to obtain
for re-analysis.”* This leaves contemporary critics relying on secondary information,
such as newspaper reviews or scholarship on film festival screenings, for an
understanding of the cinematic works, or else forces them to miss out the films
altogether as copies cannot be found. Counteracting this problem, the placement of
works within archives where they can be uncovered means that scholarship can start
from the point of the film and thus retain a sense of empiricism. This is particularly
important for the large number of South American films that have not been released
on a home viewing format such as DVD or VHS. It ties into what Eilean Hooper-
Greenhill understands as the importance of museums:

Meanings are not constant, and the construction of meaning can always be
undertaken again, in new contexts and with new functions. The radical
potential of museums lies in precisely this. As long as museums and galleries
remain the repositories of artefacts and specimens, new relationships can
always be built, new meanings can always be discovered, new interpretations
with new relevances can be found, new codes and new rules can be written.”
The potential for working with films to find new meanings and interpretations is
enhanced in the Chilean case by the fact that archives are extended into the virtual
world. Chile’s online cinemateca’®, sponsored by the Chilean Council for Arts and
Culture, presents national films for viewing and study by a wide number of people, a
practice which is concurrent with the radical potential of museums outlined above.
Cinematic works pertaining to Chile, from the silent feature film EI husar de la

muerte (1925) to the 2004 documentary Uxiif xipay: El despojo (2004) which centres

" The very nature of new prints, re-edits and physical wear and tear means that it is often impossible to
establish an ‘original’ work but archives can, nonetheless, provide a physical audiovisual text that is the
intended work of the filmmaker and similar to what was and is made available to audiences.

" See for example Hart, Stephen M (2004) A Companion to Latin American Film, Woodbridge:
Tamesis.

"2 Hooper-Greenhill, Eilean (1992) Museums and the Shaping of Knowledge, London: Routledge, p.215.
"3 Cinemateca Virtual de Chile (2009) ‘Home’ in Cinemateca Virtual de Chile
http://www.cinechileno.org/ (accessed 14 March 2009).
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on the tensions between the indigenous Mapuche people and the Chilean state, are
available for free download, making the works accessible to both members of the
public and scholars seeking original source material. As the virtual cinemateca is run
by the Arts and Culture Council it is given a certain level of authority and has the
ability to position the works in one place in contrast to the varied on-line resources
that have a scattering of films in different locations. This placement coincides with the
aims of state-run archives that are not only hoping to preserve films but want to place

them together so that they can be allocated a space in a greater historical schemata.

At the same time there is the potential danger in conserving cinematic material like
museum pieces. Scholarly work takes into account various problems with the
structures, policies and ideologies that take place in museums. For example, there is
the difficulty museums have in accommodating a plurality of histories or the struggle
for representation that takes place within them.”* The power of museums as
representational spaces can be understood when Hooper-Greenhill states
museums not only exist within a particular time and space, they also help
articulate particular temporal and spatial orders. It is in this respect that we can
see them as not just existing within a context but also as themselves creating
cultural contexts.”
When cinematecas and archives display, hold and preserve cinematic works, they take
on the functions of museums, which include the problems of authorising certain works
and cultural types as valid over others. Although the wide inclusiveness of Chile’s
‘Chile Tiene Memoria’ plan suggests a policy of inclusion and a lack of hierarchy
awarded to certain works, the use of exhibition spaces and screening programs, even
within virtual cinematecas, will tend to privilege and fix certain works as more
important in the cinematic history than in others. Furthermore, as Sharon Macdonald
points out

museums, which literally employ physical objects in their constitution of
culture, are unusually capable among institutions of turning culture into an
object: of materializing it.”

" See for example Hooper-Greenhill, Museums and the Shaping of Knowledge; Macdonald, Sharon
(1996) ‘Theorizing Museums: An Introduction’ in Sharon Macdonald & Gordon Fyfe (eds) Theorizing
Museums: Representing Identity and Diversity in a Changing World, Oxford: Blackwell.

> Hooper-Greenhill, Museums and the Shaping of Knowledge, p. 8.

"® Macdonald, ‘Theorizing Museums,” p.7.
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The placement of films within a museum-like context overrides to some extent the
fluidity of these works that can circulate through time and space when copies are
made, passed on and used in personal settings. Archiving is a method of containing
films that suits a national interest hoping to consolidate national culture but may not

suit other persons or filmmakers wishing to interact with films in a more flexible way.

A parallel can be made with what Philip Fisher sees as the instance in the eighteenth
century when museums became a pedagogical tool rather than an aesthetically
pleasing and curious collection.”” He sees an Enlightenment force, the idea of
systematic ordering, at work which meant aesthetics gave way to the overall
intellectual pattern that objects embody. Film archives and cinematecas often have an
education drive at their core and frequently provide literature and other learning
materials to accompany the film object. However, the national institutions have to
work through the tensions that exist between their categorisation of how the cinematic
work should be understood and the fact that the public potentially have their own,
different, interpretation of these works. There is also the further effect that

along with the “work of art” the museum displays and stabilizes the idea of a

national culture, an identifiable Geist, or spirit, that can be illustrated by

objects and set in contrast to other national cultures.”
In a similar way, cinematecas situate film in a manner that places them in a specific
national context. Frequently, the cinemateca buildings exhibit films from other
countries, but the programming of films and the way that they are advertised usually
highlights the different national origin of the foreign film. As with museum objects,
films from other places act to strengthen the local nature of the domestic object, so
long as there are educational and contextual markers alongside to provide this

demarcation.

Nonetheless, the films that enter the archives and are guarded over by the archons
may be determined less by the desires of those working in the archives than by the
resources available. Penelope Houston has outlined the problem of preserving films
before they disappear due to the large volumes of material in existence and the

overwhelming costs involved in keeping them in adequate and presentable

" Fisher, Philip (2004) ‘Art and the Future’s Past’ in Bettina M. Carbonell (ed) Museum Studies: An
Anthology of Contexts, Oxford: Blackwell, pp.436-54.
"8 Fisher, ‘Art and the Future’s Past,” p. 439.
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conditions.” Although national archives may have older cinematic works available in
storage, until adequate copies are made, these works cannot be screened nor lent out,
meaning that they are effectively hidden and unable to participate in a greater cultural
sphere. In 2008 the director of the Cinemateca Boliviana, Antonio Eugenio, pointed
out that the cinemateca has over 10,000 works in its archives and that all of those still
need to be transferred to digital copies.®® As the archivist, Monica Villarroel Marquez,
in Chile stated, this undertaking is complicated by the fact that the cinemateca usually
receives prints rather than negatives and so it has to undertake the expensive process
or augmenting two or three prints together so that an adequate copy can be made and
digitised. The expense of this process is amplified by the fact that there is no suitable
photo-chemical laboratory available in Chile that is capable of making all the
necessary copies.®! The cinemateca thus has the expensive task of using foreign

laboratories to undertake much of its work.

Houston also points out the tension between the film industry and archives which has
led to suspicion from distributors about how archives may take away the potential for
the films to turn a profit. She says “for the distributors, it was a key principle that all
films should always remain within the system and under their control.’® This attitude
creates problems for national services as they often cannot get the rights to works that
they wish to display as part of the historical cannon within their facilities. This can
then be exacerbated by the fact that there is often no alternative place for the public to
encounter the films as distributors are often unable to, or have no interest in

reproducing older films on accessible formats such as DVD.

There is also a problem with private collections as Mariano Silva notes with regard to
collections of early films in Chile:

Para mayor problema, coleccionistas privados guardaron celosamente este
material, en algunas casos, y tan celosamente — y con tanta ignorancia — que

" Houston, Keepers of the Frame.

8 personal Observation: Public Meeting, Conversando Con, Sobre y en la Cinemateca (Conversing
with, about and in the Cinemateca) Cinemateca Boliviana, La Paz, Bolivia, 5, 6 & 7 Nov, 2008.

81 personal Observation: Public Meeting, Coloquio sobre conservacion y difusién del patrimonio
filmico (Seminar about the conservatio and difusion of film heritage) Cineteca Nacional de Chile,
Santiago, Chile, 27 Oct, 2008.

82 Houston, Keepers of the Frame, p.16.
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olvidaron su valor para la cultura nacional y, de paso, que tales peliculas
hechos en nitrado (antes de 1950) se autodestrufan.®

A great problem is that, in some cases, private collectors jealously guard this
material and, with such jealously — and with equal ignorance — that they
forget the value the material has for national culture. Also, because these films
were made in nitrate (before 1950) they disintegrate.

To overcome this problem, the cinema law in Bolivia demands that a copy of any film
distributed and awarded an exhibition certificate in the country must be deposited in
the National Archives.?* However, there is the reoccurring problem of finances.
Although the Cinemateca Boliviana has the legal right to these films, it has few
resources to help it enforce the legislation and as Antonio Eugenio noted, few
companies voluntarily submit their work.% Furthermore, the cinemateca’s limited
financial resources means that it must rely on donations of works, often from other
countries, to recuperate older films as it cannot buy copies or spend money searching
for them. It thus has no cinematic works produced prior to the 1950s. In Peru, the
cinema law states that one of the functions of the film council, Conacine, is to
promote the creation of a national cinemateca, videoteca and library specialising in
cinematography, yet Conacine Peru was still struggling to implement all of these
features in 2008.

State institutions thus have to work with the fact that they have the right to maintain
and provide access to cultural heritage, as enshrined within the audiovisual laws, yet
this right is often thwarted by the unwillingness of commercial distributors and
private collectors to allow access to their films and a lack of funds to implement
legislation. The state legislation claims a right to protect national heritage but unless it
resorts to over-bearing and repressive control, it is a right which cannot always be
upheld. It is significant that statements within the audiovisual laws concerning
cultural heritage suggest that heritage is a given and unproblematic concept. There is
no suggestion within the laws that there may be private or economic interests that

complicate the nation’s claim in this instance.

8 Silva, Mariano (1997) ‘Reconstruyendo la memoria perdida del cine chileno’ in Julio Navarro Lopez
(ed) Peliculas Chilenas, Santiago: Rumbo, p12.

# Ley no. 1302.

8 Personal Observation: Public Meeting, Conversando Con, Sobre y en la Cinemateca (Conversing
with, about and in the Cinemateca) Cinemateca Boliviana, La Paz, Bolivia, 5, 6 & 7 Nov, 2008.
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The various policies in place, either through physical categorisation in archives or
through support for screening and providing access to a variety of films, signal
positive steps of inclusiveness. They also suggest that states are attempting a liberal
outlook in their involvement in cinematic history. In many ways, consolidation of a
national cinematic heritage allows the nation easy containment of cinematic culture. It
can deal with tangible objects that were produced in the past and set out taxonomic
collections drawn from a physical history. By doing this, the state can elude the
trickier elements of the nation’s cinematic culture, namely its cooperation with
external sources and the divisions that exist within current practice. However, as
outlined above, there are various inhibiting factors such as a lack of financial support
for these enterprises and an unwillingness amongst commercial and private sectors to
play their part, which reduces the number of films that can actually be allowed to

participate.

Section 3: Working Between the National and Regional

While the last two sections have outlined the way in which states and endorsed
institutions attempt to assert a degree of control over cinematic culture within national
boundaries, the tension that exists between these internal practices and the
relationship that states have to the South American region and larger global forces,
need due consideration. Framing this tension is the wider discussion on the problems
that small national audiovisual industries face with regards to the dominance of
products from external industries, particularly Hollywood. The post-Schiller®
arguments ranging over the extent and effect of *‘media imperialism’ in both film and
other cultural activities have been well documented® and do not need further revision
here but it is worth taking into consideration Dissanayake’s claim that ‘at a minimum
then, we need to pluralize the concept of cultural imperialism and talk in terms of
cultural imperialisms.”® It is also worth noting that, regardless of audience usage of

8 Schiller, Communication and Cultural Domination.

87 See Bourdon, Jéréme (2004) ‘Is Television a Global Medium?: A Historical View’ in Tasha G. Oren
and Patrice Petro (eds) Global Currents, New Brunswick: Rutgers Uni. Press, pp.93-112; Thompson,
The Media and Modernity; Staiger, ‘A Neo-Marxist Approach’; Hoskins, Colin and Mirus, Rolf (1988)
‘Reasons for the US dominance of the international trade in television programmes’ in Media, Culture
and Society 10:4, pp.499-516.

8 Dissanayake, Wimal (2006) ‘Globalization and the Experience of Culture: The Resilience of
Nationhood’ in Natascha Gentz & Stefan Kramer (eds) Globalization, Cultural Identities and Media
Representations, Albany: State Uni. of New York Press, p.39.
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cultural products, uneven development exists in which small national film industries

in South America struggle to compete with an overabundance of foreign products.

In South America the experience of foreign domination is a condition that is felt not
only in audiovisual production but throughout the majority of the economic sector as
products attempt to compete in a global market that repeatedly favours traditionally
successful nations such as the US, Japan and large European countries. With trade
agreements such as NAFTA and regulation imposed by bodies like the WTO
enhancing, rather than decreasing, this problem, movement has been made towards
regional trade policies to consolidate South American economic cooperation. This led
to the creation of Mercosur, from the Treaty of Asuncion in 1991, which was
originally an agreement between Argentina and Brazil but grew to include Paraguay,
Uruguay, Chile, Bolivia, Colombia, Ecuador, Peru and Venezuela.* By 2005
Mercosur had become the fourth largest trade bloc in the world and formed an
intergovernmental organisation that was similar to but less powerful than the
supranational organisation of the EU.*® Of particular importance is the fact that these
organisations problematise and work between what is often perceived as a binary
between globalisation and the state. Although they facilitate interstate trading and
encourage the free flow of products and finance along global routes, it is the
representatives of individual nations that determine the decision making process
within the organisations. It is this factor which strengthens the position of member
countries when engaging with powerful entities such as multinational corporations.
This follows what Sassen sees as an important component of global relations, ‘What
matters here is that global capital has made claims on national states, which have
responded through the production of new forms of legality’.** Rather than a situation
in which global flows of finance and trade erase national importance, they interact
with ever-increasing state regulation that reterritorializes business flow. This is no less

true in South American audiovisual industries where legislation has been increasing.

8 Mercosur (2008) “Portal Oficial’ in Mercosur http://www.mercosur.int/msweb/ (accessed 10 Aug
2009).

% See Vervaele, John AE (2005) ‘Mercosur and Regional Integration in South America’ in
International and Comparative Law Quarterly 54, pp.387-410; Jelin, Elizabeth (2001) ‘Cultural
Movements and Social Actors in the New Regional Scenarios: The Case of Mercosur’ in International
Political Science Review 22:1, pp. 85-98.

% Sassen, Saskia (1996) Losing Control: Sovereignty in an Age of Globalization, New York: Colombia
University Press, p. 26.
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It is, however, the case that the opening up of economies through regional integration,
as defined and led by the market, is a process which frequently favours the power of

multinational or transnational corporations.”

At the same time, there is a case for remembering the strength that national
representatives bring to trade organisations and agreements. This is particularly
evident in Mercosur as different member states often defer primarily to national
constitutions or domestic law before international law and agreements.*® It means that
Mercosur meetings are often concerned with the arbitration between individual states
first and larger global frameworks second. Negotiations frequently reach the point of
stalemate as representatives refuse to consent to new agreements and treaties if they
will override national law already in place. The power of individual countries within
these organisations also accounts for the way in which strong nations and
metropolitan centres continue to hold the balance of power in the face of the fact that

global relations can supposedly undercut and circumvent their importance.*

With regards to cinematic culture in South America this has been of importance as
new trade bloc agreements, and the national legislation that interacts with them, have
filtered down to have an effect on audiovisual production. In 2003, Recam: Reunién
Especializada de Autoridades Cinematograficas y Audiovisuales del Mercosur
(Reunion of Cinematographic and Audiovisual Authorities of Mercosur and
Associated States) was created within Mercosur to provide a platform for audiovisual
production and distribution in the member countries. Its objectives are:

adoptar medidas concretas para la integracion y complementacion de las
industrias cinematograficas y audiovisuales de la regién. Reducir las
asimetrias que afectan al sector, impulsando programas especificos a favor de
los paises de menor desarrollo relativo. Armonizar las politicas publicas y los
aspectos legislativos del sector.*

to adopt concrete methods for the integration of the cinematographic and
audiovisual industries of the region. To reduce the asymmetries that affect the
sector by instigating specific programs that favour the countries that are
relatively less developed. To harmonise the public policies and the legislative
aspects of the sector.

% Martin-Barbero, ‘Transformation in the Map’.

% Vervaele, “Mercosur and Regional Integration in South America’.

% Sassen, ‘Introduction’.

% Recam (2008a) ‘Que es la RECAM’ in Recam http://www.recam.org/recam.htm (accessed 10 Aug
2009).
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Each country provides a representative from their respective national film council and
in this way the organisation has the capacity to work with individuals who are directly

accountable to national policies.

Recam complements the work already in place by the organisation CAACI (El
proposito de la Conferencia de Autoridades Audiovisuales y Cinematogréficas de
Iberoamérica) which was set up in 1989 and has representatives from film councils in
similar countries to Recam but also includes Spain and Portugal. Without the umbrella
of a trade organisation such as Mercosur, the focus of CAACI is somewhat more
cultural:

El objeto de su creacion es la de promover el desarrollo del sector audiovisual
de la Region e impulsar el intercambio cinematografico a través del
fortalecimiento de la Identidad cultural iberoamericana.”

The aim behind its creation is to promote the development of the audiovisual
sector of the region and drive cinematographic exchange through the
strengthening of Iberoamerican cultural identity.

However, it did put forward a proposal in 1989 for a Common Latin-American
Cinematographic Market:

El Mercado Comun Cinematografico Latinoamericano tendra por objeto
implantar un sistema multilateral de participacion de espacios de exhibicién
para las obras cinematograficas certificadas como nacionales por los Estados
signatarios del presente Acuerdo, con la finalidad de ampliar las posibilidades
de mercado de dichos paises y de proteger los vinculos de unidad cultural
entre los pueblos de Iberoamérica y el Caribe.””’

The objective of the Common Latin-American Cinematographic Market will
be to implement a multilateral participation system in exhibition spaces for
cinematographic works certified as national by the signature states in the
present agreement, with the aim of amplifying the market possibilities for the
stated countries and to protect the united cultural links between the people of
Iberoamerica and the Carribean.

Although the work to create a common market is ongiong, CAACI has a significant
achievement: the creation of the Ibermedia program which has greatly increased the
number of coproductions taking place between member countries. I will be discussing
the work of Ibermedia more closely in the fifth chapter yet it is important to
understand that the success of this initiative is one example of the way that CAACI

and Recam strengthen regional audiovisual co-operation. The move towards regional

% CAACI (2008) ‘La CAACI’ in CAACI http://cinecaaci.com (accessed 14 March 2009).
% CAACI, ‘La CAACI’
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collaboration rather than a focus on individual national industries means that each
nation needs to contextualise its cinematic culture within an external sphere. At the
same time, it means that both CAACI and Recam can use regional strength as a
protectionist measure to safeguard film products in a situation of global circulation
that favours larger industries such as Hollywood. There is thus an opening out of the
national cinematic culture towards a regional concern with a simultaneous defence

against the larger global elements of free circulation that are viewed as dangerous.

However, an historical articulation of the way in which cinema in the region has
circulated beyond national boundaries is necessary, at this point, to define the kind of
changes that work by Recam and CAACI represents. Getino notes that their have been
attempts to implement a regional ‘protective’ marketplace for Iberoamerican film
since 1931% but it was only towards the end of the twentieth century that
organisations such as Recam and CAACI gained strength. | would like to argue that
the intervention of states in regional film markets during this time is of interest
because it interacts with and moves on from the attempts at transnational exchange in

the New Latin American Cinema movement of the 1960s and 70s.

It is by now well documented that film practices have, from the inception of cinema,
reached across national boundaries by using a variety of locations, actors, filmmakers
and financing sources. This was no less true in countries such as Chile where
filmmakers and actors were imported by the national film studio Chile-Film in the
1940s to try and increase production standards.”® However, it was the New Latin
American Cinema movement that celebrated the radical potential available in the
movement of films and filmmakers beyond national borders. Many filmmakers spent
time fleeing restrictive military regimes in their own countries and had to use
clandestine methods to bring material to production and exhibition in other countries.
Famous examples abound such as Jorge Sanjines’ account of the way in which his
team moved from Bolivia to Peru, Ecuador and Colombia to smuggle film footage,

stock and equipment out of the state.'® Other filmmakers in exile used foreign

% Getino, Cine lberoamericano, p 78. See also Villasana, ‘Hegemony Conditions in the Coproduction
Cinema of Latin America’.

% See Mouesca, Plano Secuencia de la Memoria de Chile; King, Magical Reels.

100 sanjines, Jorge (1987) ‘Language and Popular Culture (1970)" in Coco Fusco (ed) Reviewing
Histories, Halliwalls: Buffalo, pp.156-62.
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resources and locations to produce works that formed a critical stance on their country
of origin.™® The use of film festivals in Europe to show work either made in Latin
America or made by filmmakers in exile was also significant in allowing a global
interaction with a cinema movement that was specific to the socio-political
particularities of the region. In this way, transnational flow was used for political gain
that worked against, rather than with, government organisations.

With a democratic form of government in place across each of the countries at the
beginning of the twenty-first century, there is less oppositional filmmaking in place
and governments are able to increase their use of cinematic works to represent the
nation. Filmmakers have, in turn, benefited from the increased involvement that the
film councils provide through funding and other initiatives. Furthermore, it is the state
institutions such as INCAA and CALA that provide money for film festivals that
invite foreign productions into the country, creating small circuits of global flow.
They also make funds available for national films to travel to overseas festivals,
providing a type of cultural exchange that will be discussed more fully in Chapter
Five. Nevertheless, the involvement of cinema councils in an organisation such as
Recam, which stems from trade practices for economic products, needs to be
examined to see if any of the radical movement across borders created by the New
Latin American Cinema remains or if the measures to protect national and regional

industry do in fact inhibit the production, circulation and exhibition of films.

Within the policy published by Mercosur there is a desire to allow the free flow of
products in a manner that can develop economic expansion and stability. For this
reason, the studies commissioned by Mercosur often concentrate more closely on the
workings of these flows and the origin and destination of the product than on the
value inherent in the object that is traded.'%” This aspect brings out some of the
greatest fears of cultural critics as cultural works are put into motion in a way that
divorces them from the location and meaning of their origin. If cultural works are left
in the hand of a profit-orientated private sector that is given assistance by
organisations such as Mercosur the practices of the private sector have the potential to

go without interrogation.

101 SKarmeta, ‘Europe’.
102 Mercosur, ‘Portal Oficial’.
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Many critics felt this reached a peak in the 1980s when the communications industry
was one of the few industries to grow but it did so through a private sector in which
growth followed the movement of the market without state intervention.®® Writing in
1997, Nestor Garcia Canclini felt that the audiovisual industry had been relegated to
the private sector in Latin American countries: “the private sphere, where
transnationalization and deterritorialization prevail, has almost exclusive control over
the voices and images.”™® In the international terrain this led to the successful sale
and transference of the telenovela but did little to help smaller localised film
industries and filmmakers. Contrasting this in the twenty-first century, Recam has
been supporting small, local industries by working towards a joint screen quota
system across the region that should increase the visibility of South American and
Latin American cinema. This includes attempts to facilitate the free circulation of
films by providing certificates that would award each film from a member country the
same status as national films in other member countries. The desired effect is
increased circulation of films, the opportunity for filmmakers to gain economic
returns on their work and an increase in audience desire for these works that would
thus initiate further production. At the same time, although Recam’s documentation
frequently reiterates the necessity for economic development of the audiovisual
industries, it usually retains the need for cultural development in the same sentence or
paragraph.'® Its main aims acknowledge a policy that, rather than favouring the drive
of the market, seeks to equalize opportunities for smaller nations by encouraging
specific programs in favour of less developed nations. In this way, Recam does not
undermine national industries but instead produces incentives and agreements for
increasing the economic stability and growth of all audiovisual industries in the region.
It also suggests that audiovisual works are more than just products or goods and are
also important parts of regional and national culture.

Unfortunately, though, achieving the written aims appears to be a long and slow

process. At times this is because there is opposition from the commercial sector that

103 Martin-Barbero, ‘Transformation in the Map’.

104 Garcia Canclini, Garcia Canclini, Nestor (1997) ‘Will there be Latin American Cinema in the Year
20007 Visual Culture in a Postnational Era’ in Ann Marie Stock (ed) Framing Latin American Cinema:
Contemporary Critical Perspectives, London: Uni. of Minnesota Press, p. 250.
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rejects intervention from either the state or regional bodies. At other times, the
regional bodies have to negotiate around the interests of the individual states and the
prior agreements they may have made. Although there is currently work towards the

196 there

free circulation of films in the region, as reiterated in the May 2007 meeting,
are prior agreements in place that favour specific coproductions between individual

countries rather than the wider region. These existing agreements are alternatives to
the Latin American or South American label Recam wants placed upon films so that

they can benefit from the rights of ‘domestic’ productions across the region.

The main inter-country legislation in force is the Acuerdo Iberamericano that was
originally signed in 2000 and amended in 2004 with the agreement of various
Iberoamerican countries including Argentina, Bolivia, Chile and Peru. It allows
coproductions produced by two or more of the member countries to be treated as
national productions for the sake of gaining quota, customs and tax benefits in each of
the countries where it is produced and exhibited. It does not, however, allow benefits
to take place, such as ease of distribution and exhibition in any of the other member
countries, unless they are formally involved in the coproduction. Restrictions apply
within national legislation as there are normally specific stipulations that outline the
conditions for coproduction to be considered under the national framework such as a
minimum and maximum economic investment (often above ten per cent and below
eighty percent), the use of personnel from each country and the requirement to submit
appropriate documentation. Countries such as Chile and Argentina also have their
own specifically drawn up legislation to promote coproductions which takes place
outside of Recam’s remit. The inter-country agreements thus defer to national
legislation for coproduction to take place and a body such as Recam is unable to
operate with as much effect as the state institutions. It is a process that can be
perceived as using state legislation and policy to reterritorialize the national within
cinematic production even as film production moves across borders. While great
efforts are made to support coproductions through the regional agreements, the film

councils of each country tend to represent a national interest primarily and a joint

106 Mercosur (2007) “Mercosur/recam/acta N° 01/07” in Mercosur
http://www.mercosur.int/msweb/SM/Noticias/Actas%20Estructura/ DEPENDIENTES%20DEL%20C
MC/Reuni%C3%B3n%20Ministros/RMC/2008_ ACTA01/RMC_2008_ACTAO01_ES.doc (accessed 10
Aug 2009).

198 Tamayo and Hendrickx, Fianciamiento, Distribucion y Marketing.
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Latin American or South American cinematic culture comes behind this. This factor
fits in with the cinema legislation outlined in the previous section that promotes a
national context as the primary determinant. The outcome of this situation is that
efforts to expand Iberoamerican film consumption across the region still meet with
problems. In Peru, for example, from 2000 to 2007, only 1.2% of spectators saw an

Iberoamerican film.1%

Furthermore, although regional agreements give filmmakers a certain amount of
economic freedom and increased access to distribution channels, there is a price in
that they must tie themselves to an association with official channels, particularly
national film councils. It also means that filmmakers cannot assert a Latin American
or South American identity and thus declare themselves unconcerned by national
identity claims. Instead, they almost always have to identify as a specific national so
that their films can be correctly documented and allowed to circulate in the regional
channels as created by inter-country agreements. As an example of this, to apply for
CAACI’s Ibermedia coproduction program, filmmakers have to gain the backing of
their national film council first and cannot apply ‘nationless’ on the basis of their
Iberoamerican identity. It is a situation that is markedly different from the ethos of the
New Latin American Cinema movement when there was political motivation behind
the declaration of a Latin American identity as a means of solidarity with radical

movements in the region.

Within current practices, then, there is not a binary of national industry versus global
systems but a more complicated web of agreements in which filmmakers and their
work have access, at times, to national modes of existence and, at other times, to a
regional mode of existence and also global modes. Frequently within the regional
framework provided by organisations such as Recam and CAACI there are claims to a
supra-national identity, particularly when the organisations talk of either a Latin
America or Iberoamerican culture under which the audiovisual works fall.
Nevertheless, they normally defer to a national framework when choosing the terms
for coproductions. There is thus a slippery context in which cinematic culture is
produced through subtly changing boundaries in which the national, regional and

global must all be taken into account. It makes it hard to speak conclusively of either a
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Latin American cinema or a national cinema as the filmmaking and distribution

practices are frequently tied to both contexts

Section 4: Centre and Periphery

Further complicating an understanding of the national amongst global cinematic
networks is the elusive and slippery problem of what exactly the national contains. As
outlined in the introduction to this chapter, the parameters of what constitutes a
national cinema are particularly difficult to agree upon. Entrenched within the
problem of definition is the difficulty found in all work dealing with nationality and
boundaries: namely that nations attempt to both contain and represent heterogeneous
groups and disparate peoples. Adding to this difficulty is the increased mobility of
films and filmmakers in the global era who undertake border-crossings on a frequent
basis. For this reason a variety of scholarly work examines the different communities
that exist within national boundaries yet also form diasporic links that bring their
identities into transnational communications.'® Within South America the problem of
constituting homogenous nations lies within two main areas. Primarily, there are a
variety of different minority groups in each country such as the indigenous Mapuche
people in Chile and various indigenous Andean groups across Peru, Bolivia and the
north of Argentina. | have, in this instance, used the term minority groups because
their languages are not used in official discourse, they rarely have representatives in
positions of power and they are frequently placed at the bottom of social hierarchies
in South American countries. However, in countries such as Bolivia, the large number
of persons who claim indigenous identity means that it is not through numbers that
their status is made minor. | will, therefore, use the term periphery from now on as
these groups are often peripheral through geographical placement yet also peripheral
through their lack of access to power in central government. Secondly, there are
groups of immigrants, such as the strong Buenos Aires Jewish community, that often
retain practices, customs and links with places of origin such as Europe and in this

way cut through and complicate a single national identity.

109 See for example Naficy, Hamid (2006) “Situating Accented Cinema’ in Elizabeth Ezra and Terry
Rowden (ed.) Transnational Cinema: The Film Reader, London: Routledge, pp111-27; Hall, Stuart
(2000) “Cultural Identity and Cinematic Representation’ in Robert Stam and Toby Miller (eds) Film
and Theory: An Anthology, Malden: Blackwell, pp.704-14.
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Progressive views understand that the differences in culture brought by periphery
groups in South America adds to a rich cultural fabric but this is not a tendency that
has always been shared amongst people in power across the continent. Writing on this,
Jesus Martin-Barbero states

until very recently, for both Left and Right, the idea of the national was
incompatible with the idea of difference: the people was a single indivisible
entity, society a subject without textures or internal articulations, and politico-
cultural debate shuttled between national essences and class identity.*'
Various studies into the way in which peripheral identities have been socially and
politically excluded, as well as ignored in fields of representation in South America,
rearticulate the extent to which the state cannot always cope with internal
difference.*! The importance of relating cinematic culture to this problem lies in the
fact that while the arts may be understood to reflect a pre-existing situation, they can
also be complicit in reaffirming and continuing the erasure of peripheral identities.
Caiozzi’s statement about the need for cinema legislation called for an opportunity to

‘consolidate an image of the country’**?

and in this way suggested that a singular
image can be displayed. However, there is no obvious space for difference to exist

when the ‘nation” must be reduced in such a manner.

It is thus imperative to give voice to the types of cinematic interactions that counteract
this trend. Naficy has done important analysis on cinematic work around the globe
that allows difference to come to light in a type of filmmaking that he sees as
accented cinema.'*® He states that

the variations among the films are driven by many factors, while their
similarities stem principally from what the filmmakers have in common:
liminal subjectivity and interstitial location in society and the film industry.
What constitutes the accented style is the combination and intersection of
these variations and similarities.***

This analysis suggests that both peripheral identities exist and that there are cinematic
representations dealing with them. However, in South America, there is not

necessarily space for interstitial filmmakers and modes to be recognised in the state-

110 Martin-Barbero, ‘Identities: Traditions and New Communities,” p. 635-36.

111 See Radcliffe, Sarah and Westwood, Sallie (1996) Remaking the Nation: Place, Identity and Politics
in Latin America, London: Routledge; Mignolo, Walter D. (2005) The Idea of Latin America, Oxford:
Blackwell; Brysk, From Tribal Village to Global Village.
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14 Naficy, ‘Situating Accented Cinema,” p.111.
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sponsored ‘national’ cinematic culture. Often it is structures and institutions that play
a part in determining the types of identities that are allowed into national cinematic
culture at a broader level and so it is critical to examine the way that they treat
disparate groups. While 1 will be focusing on the way in which alternative identities
insert themselves into cinematic culture in the sixth chapter it is important within the
context of this chapter to examine the way in which institutional policy has an effect
on the representation of difference within the nation. This is particularly true when
audiovisual laws and other official policy documents talk about the nation and

national heritage as taken for granted concepts rather than potentially exclusive fields.

For various reasons in each of the countries under study there is a central point for
cinematic activity, normally located geographically within the countries’ capital cities
and institutionalised by the respective audiovisual and film councils and their
supportive legislation that all operate from this central focal point. As will be
discussed in Chapter Four, lack of private investment and box-office returns means
that the majority of films made are reliant on support from their respective national
institutions and are thus compelled to make use of the central organisations. Argentina
is one of the few countries to have an independent film network yet most films that
find theatrical distribution will be those that have the Buenos Aires-based INCAA
logo stamped on the opening credits. As Perelman and Seivach note

en la Argentina, no existe el cine estrictamente independiente desde el punto
de vista economico. Practicamente todas las producciones dependen del
INCAA para ser economicamente viables.'*?
in Argentina, from an economic point of view, a strictly independent cinema
does not exist. Practically all productions depend on INCAA to be
economically viable.

There is thus a situation in which films are unlikely to be produced without the

support of this organisation.

A report published by the Chilean Arts Council in 2003 regarding audiovisual
production in the country made it clear that it understood concerns that the capital,
Santiago, often absorbed the majority of activity. It addresses this in one of the three

major blocks of policy that relates to audiovisual activity in Chile: the decentralisation

115 perelman and Seivach, ‘La Industria Cinematografica en La Argentina,” p.128.
17 Gobierno de Chile Apuntas Cerca del Audiovisual en Chile, p. 19.
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of the management of audiovisual production through a program of provincial
audiovisual development. It states that

considerando la concentracion casi total de la produccion audiovisual y de las
capacidades de gestion en este campo en Santiago, la que se constituye en una
traba para el desarrollo de la actividad, asi como resulta una inequidad que
dificulta la expresion de la diversidad cultural del pais, el CNCA mantiene un
Programa que apoya la superacion de esta debilidad, que paulatinamente
incorpora acuerdos con otros organismos publicos nacionales (CORFO,
CNTV) y regionales (Gobiernos regionales, Universidades locales).**’
considering the concentration of almost all audiovisual production and
capacity for management in Santiago, which represents an obstacle for the
development of audiovisual activity and in this way results in an inequality
that causes problems for the expression of cultural diversity in the country, the
Council maintains a program that looks to overcome this weakness and
gradually incorporates agreements with other national public organisations
(CORFO, CNTV) and regional organisations (Regional Governments, local
universities).
When the audiovisual law was introduced in 2004, various clauses were included to
make sure that provincial participation played a part. It affirmed that representatives
of provincial areas, specifically persons residing outside the capital, would make up
the new audiovisual council and that certain resources would be channelled
specifically into provincial activities.*® Corfo, the governmental body responsible for
economic development in the country also takes on audiovisual activities, organising
support for pre-production and development. When it organised a concourse for
Cinema and Television in 2007, it added provincial workshops to make sure that new
developments were dispersed throughout the country.™® In a similar show of support
for decentred filmmaking, Conacine Peru allows filmmakers from outside Lima to
apply for funding in a specific provincial category that is aimed to prevent provincial
film projects from having to compete with projects from the capital. These are all
processes moving away from the dominant central point that national capitals
represent. However, discussing the reallocation of resources geographically does not

necessarily lead to the participation of diverse communities.

After signing an agreement between the cinematecas of La Paz and Santiago in

Bolivia in 2006, the Chilean Minister for Culture, Paulina Urrutia, met with the

18 ey no. 19.981.
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Bolivian President Evo Morales and there was a dialogue principally about “la
importancia del rescate de las lenguas indigenas y el intercambio cultural.” (the
importance of rescuing indigenous languages and cultural exchange.)*® This fed into
Morales’ strong belief in upholding indigenous identity and language, something he
based most of his 2006 presidential campaign on. It also fed into the history of
Bolivian filmmaking as Jorge Sanjines made it a political imperative to represent the
stories of the indigenous communities in the 1960s and 70s. In recent years, however,
filmmaking in Bolivia has returned to the geographically central locale of La Paz. The
majority of production companies, film schools and decisions about filmmaking are
made in the Spanish-speaking, well-educated sphere of the country’s capital. The
Bolivian cinema law does specify that national films are those that are in either
Spanish, Quechua, Aymara or any other native languages'®* yet Spanish dominates in
cinematic production and it is almost impossible to find works in the commercial

sector that use other languages.

Furthermore, due to a lack of funds, Conacine Bolivia does not have provincial
activities or funds in place, a cause of concern for those filmmakers wishing to work
outwith a central position. At the Encuentro de Cineastas Sub-40 (Under 40s
Filmmakers meeting) conference in La Paz in 2007, the young filmmaker Alvaro
Morales discussed the new film school he is attempting to set up with some friends in
Oruro.*?* It came from a drive to see filmmaking activity take place in different
locations and fits in with the principles of another film school, La Fabrica, which has
one base in Santa Cruz and one in Cochabamba. The first feature film to come out of
La Fabrica, Quien mato a la llamita blanca (2007), not only dealt with the concerns of
under-represented groups in Bolivia but also used a mix of Spanish and slang in
indigenous languages that signified the diverse idioms specific to Bolivia. Although
the style and aesthetic of the film is very different to the work of Sanjines, it can be
seen as a return to his concerns with the representation and visibility of indigenous
groups in Bolivia. However, neither La Fabrica or Morales’ project can gain support

from Conacine Bolivia’s funding. Efforts were made in 2008 to increase cinema
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activity outside the capital when the Cinemateca Boliviana began supporting mobile
cinemas to bring films to more diverse regions. However, the cinemateca made it

clear that it was not in a position to support provincial filmmaking.'*®

The government-sponsored Chilean Virtual Cinemateca has a great variety of
cinematic works online including a number dealing with the indigenous Mapuche
communities such as Uxiif Xipay: El Despojo, sucesos historicos sobre el conflicto
mapuche (2004). The documentary deals with the problems that Mapuche groups
have faced in dealing with the Chilean state over a number of years and thus can be
understood as one of Dissayanake’s challenges to the homogenising narratives of the
state.’** Its placement in the virtual cinemateca is an example of authorised space for
peripheral identity in the cinematic sphere. However, it is important to acknowledge
that images of indigenous subjects are produced independently, and almost always in
the less costly form of documentary. With the exception of Play (2005) in which the
main character Christina speaks occasionally with her mother in the Mapuche
language, few other twenty-first century Chilean feature films make predominant use
of indigenous languages or the participation of peripheral communities in the
production process. In a similar manner, Ella Shohat and Robert Stam document the
way in which the Cuzco school in Peru made documentaries in the Quechua language
in the 1950s and 1960s'% yet, as with Chile, use of indigenous languages as primary
speech has not yet transferred into feature films. Following this pattern, few feature
films from Bolivia or Argentina at the beginning of the twenty-first century contain
any of the countries’ indigenous languages.

In a bid to engage diversity in the nation, INCAA worked with the Secretary for
Culture and the television channel Encuentro to commission thirteen documentaries

7.12 The chosen directors were

dealing with the theme of Argentine borders in 200
asked not only to focus on external frontiers but also internal borders. This led to

diverse projects in which some documentaries explored national borders with Brazil
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and Paraguay while others investigated frontiers created by jails and airports. While
projects such as these represent the opportunity to open up cinematic space to diverse
experience, and are backed by state support, the structuring process needs to be taken
into account. For many, the power of cinema lies in the liberating experience of
allowing persons and communities to speak with their own voices and to express their
own concerns. Yet a top down commissioning process, as was the case in this project,
develops a situation in which the periphery is visualised and constituted by the state
and its institutions rather than from the cultural expression developed by the people
living at the periphery. It is a concern that led to the creation of independent
filmmaking groups in Argentina's Patagonia region. Falicov documents the way
groups based in Patagonia such as Realizadores Independientes de la Patagonia
Agrupados (RIPA) and Asociacion de Realizadores Audiovisuales de Neuquén
(ARAN) emerged to counteract this tendency and produce images based in their lived
experience of Patagonia."®’ However, it is worth noting that these groups rely on
cheap video production and face a similar problem to films such as Uxuf Xipay: El
Despojo, sucesos historicos sobre el conflicto Mapuche: that they do not easily enter

into mainstream cinematic circulation.

Looking beyond production processes that attempt to engage diversity, it is possible to
analyse the way in which distribution and exhibition play a part. When state
institutions support provincial projects that incorporate cultural identity the value lies
in the extent to which these projects can be observed throughout the nation,
particularly as there is little benefit in cinematic works that are created yet remain
nothing more than one copy housed in an archive. INCAA in Argentina appears to be
leading the way through its use of the Espacio INCAA movie-theatres. Although each
movie-theatre is independently programmed by its own staff, it receives state support,
funding and help through the quota system to screen diverse Argentine and arthouse

127 Falicov, Tamara (2007) 'Desde nuestro punto de vista. Jovenes videastas de la Patagonia re-crean el
sur argentino’ in Maria Jose Moore (ed) Cines al margen: Nuevos modos de representacion en el cine
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productions. Importantly the initiative boasts breadth of inclusion with movie-theatres
in geographically displaced locations that reach as far as Antarctica. In 2008, INCAA
President, Liliana Mazure, supported plans to extend the 17 screens in operation to

0-132

around 10 This was an attempt to create a cinema-going public beyond the

metropolitan area and specifically a cinema going public that has access to national
films. Nevertheless, as a sign of the distance between policy and practice, or perhaps
between intention and outcome, Atilio Roque Gonzales noted that

si bien la iniciativa es loable, los resultados son poco halagiiefios, puesto que
no ayudaron a incrementar la afluencia de publico hacia las peliculas
argentinas, o iberoamericanos, ni en la Ciudad de Buenos Aires ni el interior
del pais.**

if the initiative is commendable, the results are not very encouraging and it is
a situation that does not help to increase the flow of people to Argentine or
Iberoamerican films either in Buenos Aires or the interior of the country.

This is a claim supported by both Marina Moguillansky and Jorge la Ferla who notes
that the INCAA movie-theatres are often graveyards for Argentine film and are
characterised by poor facilities.**

Figure 2. Espacio de INCAA movie-theatre, Buenos Aires
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In Chile the La Fiesta del Cine (Cinema Party) takes place across the country during a
specifically chosen day each year and allows national audiences to see a variety of
Chilean films screened in diverse locations for free or for a set low price. ““Cine
chileno para todos, para todos los chilenos, Cine”, es la premisa con que La Fiesta del
Cine llegara a todos los rincones del pais.” (“Chilean cinema for all, for all the
Chileans, cinema™ is the premise with which Cinema Party comes to all the corners
of the country.)™* In places that do not have movie-theatres, town halls and outdoor
spaces are used to facilitate screenings. The idea is to encourage as many people as

possible to enter in and engage with the nation’s cinematic culture.

However, to fully understand these projects it is necessary to examine the extent to
which diversity is truly engaged or whether it is used merely for promotional purposes.
Following criticism of multicultural policies in various parts of the world, there has
long been an academic suspicion of policy that projects a multi-coloured kaleidoscope
which does little to interact with the problems of under-representation and
powerlessness felt by peripheral groups. Shohat and Stam discuss the difference
between the multicultural fact and the multicultural project. The former is a mode of
national existence where difference exists whether or not the state wishes to
acknowledge it. The latter is the effort made to overturn homogenous ways of
being.™*® With regards to cultural policy, and in this case policy for cinema, the
concern lies in the extent to which cinematic culture actually incorporates different
experiences as a multicultural project rather than merely includes token quotas of

diversity.

Much of the difficulty in fully incorporating diverse identity concerns ownership of
voice, as the possibility for difference lies in the types of production and exhibition
practices that allow communities with different cultural experiences to create their
own cinematic works and representational spaces. The provincial initiatives written
into the Chilean law offer the best example of expanding the centre outwards to reach

peripheral areas while continuing to use the money and expertise available from the

135 Boletin Secretaria Ejecutiva Consejo del Arte y la Industria Audiovisual (2007b) ‘Boletin Secretaria:
08.11.2007” in Chile Audovisual
http://www.consejodelacultura.cl/chileaudiovisuall/boletin166/index.html (Accessed 20 June 2009).

136 See Shohat, Ella and Stam, Robert (2003) “Introduction’ in Ella Shohat & Robert Stam (eds)
Multiculturalism, Postcoloniality, and Transnational Media, New Brunswick: Rutgers, pp.1-17.
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metropolitan area to help cinematic practices work. However, the central position of
the film and audiovisual councils in each country tends to leave power in the centre,
not just financially but also in fields of representation which are affected when, as is
often the case, peripheral subjects are only engaged if a director or project based in
the centre decides to use them. Complicating these factors, the current concern
amongst all councils appears to be the importance placed on presence in an
international sphere and the reputation of ‘national” works. The desire to posit the
‘national’ on screen in a national and international arena as a product imbued with
quality and presence means that more traditional methods of filmmaking and
distribution will continue to form the basis of national production. Films that do not
comply with traditional filmmaking modes or national identity formation will not face
censorship but may face another type of discrimination as they are rejected by funding

committees and only find space for exhibition in limited initiatives.

Conclusion

The types of legislation, initiatives and practices outlined above make it clear that,
even within changing global relations and film circulation, state intervention plays a
key role in the development of cinematic culture in Argentina, Bolivia, Chile and Peru.
An outcome of increased intervention is the number of films produced, many of

which have been directly supported by state funds and initiatives. According to Getino,
from 1997 to 2005 the number of films produced annually in Argentina increased

from 28 to 41; in Bolivia from 1 to 6; and in Chile from 1 to 14."* In 2007, the
Mercosur audiovisual organisation, Recam, found that 90 national films from

Argentina were screened, as were 4 from Bolivia and 12 from Chile.*®

On the one hand there is a simultaneous spatial interface between the larger regional
spaces of Latin America, the international sphere and with the internal regions that
hold diverse communities. On the other hand, there is an attempt to contain the
temporality of cinematic culture through the historicising projects that take place in
the archives and the cinematecas. Rather than displaying a decline in the role that the
nation plays in cinema production and dissemination, these efforts reveal that cinema

activity is increasingly taking place through reterritorializing practices provided by

137 Getino, Cine Iberamericano.
138 Recam, ‘Aproximacion’
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government supported institutions. The lack of censorship, and the relative freedom
given to filmmakers when producing work, means that they are given a high degree of
independence but government bodies do attempt to contain cinematic culture through
the types of support given and the representation of the state at international levels.
Furthermore, although filmmakers work within a transnational era, the focus that state
organisations place on heritage and national identity reasserts the claim that the nation

has on South American cinemas.

At the same time there are certain gaps and spaces between proposed funding and
initiatives and the support which actually takes place. This can happen when ideals of
incorporating provincial efforts or supporting a diverse cinematic heritage are curbed
by a frequent return to traditional types of filmmaking and films that fit into perceived
notions of quality. Perhaps more importantly, failing state intervention in South
American cinema is often characterised by conditions of poverty. While the majority
of small national cinema-industries across the world find themselves lacking funds
and support, South American economies are in a constantly precarious situation which
has a trickle down effect on the funds made available. Although initiatives and drives
are in place, and usually supported by legal edict in South America, if funds are not
available, this widens the division between intention and outcome. And while the
economic problems lie deep within the socio-political make up of the region,
particularly because the countries are developing nations, there are certain factors
within state policy that reinscribe the economic problems. Mainly, the continued
rearticulation of the nation as primary actor with regard to transnational cinema
cooperation, in networks such as Recam and CAACI, limits the potential for building

greater exhibition markets and radicalising funding across South America.

Other aspects, such as a focus on the success of national films abroad may limit the
amount of time that can be spent on discovering new ways to increase the output of
national films in the domestic market. All of this is particularly significant because
filmmakers and policy makers understand that cinematic practice in each of these
countries cannot take place without support from the state. What remains to be seen in
the following chapters, however, is the extent to which this state activity can contain
and promote cinematic culture in the face of intervention from other sectors and

organisations that play a part in South American cinematic activity.
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Chapter Four: Commercial Industry

Introduction

There are two main ways in which South American cinematic culture interacts with
commercial film flow, highlighting a continuing situation of struggle and negotiation.
In the first instance, local works compete with more economically powerful foreign
imports for space in domestic markets. In Argentina, Chile, Bolivia and Peru these
attempts take place in a cinematic network similar to other countries that includes
movie-theatre sites, established home technology such as DVD, and opportunities to
hear about cinema via film journalism and internet access. And, in a similar manner to
other countries, North American films dominate a well established commercial market.
National films trying to find space on local screens are often engulfed by the weight
of studio distribution packages or the breadth of marketing and publicity that
surrounds foreign films. Even with increasing interventions made by state
organisations, access to this commercial cinema, either for the public wishing to view
films or for filmmakers wishing to display films, is dependent upon a decision making
network that concentrates power in the private sector. More often than not this
includes a bias towards large distribution-exhibition conglomerates and the film
packages they support. Furthermore, because conglomerates controlling film
distribution in South America are commonly owned by foreign companies, global
decisions affect the choice of products that arrive on domestic screens. Documenting
the way this takes place in Argentina, Getino notes that in 2003 the five main foreign
distributors (Buena Vista-Disney, Warner, UIP, Columbia and Tri-Star Fox) released
only 45% of the films shown in Argentina but these amounted to 75% of the prints
circulating in the country. These films also took in 81% of the box-office takings and

used 85% of the overall screen time.!

In the second instance, few South American films manage to recuperate costs in the
domestic market and thus producers frequently look outwards to foreign markets as a
way to generate further returns. Getino outlines the impossibility of relying on local
box-office receipts through his basic breakdown of film costs and recuperation in the
Argentine market. On the basis that an average film costs one million US dollars to

! Getino, Cine Argetino, p.340. See also Moguillansky, ‘El cine en la ciudad de Buenos Aires.’
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make, if it receives a generous 30% share of the box-office (50% to the theatre, 20%
to the distributor) it has to sell two million tickets at an average $2 each to break
even.? Analysing the Chilean market, Estévez calculates that if a national film costs
500 million pesos to make and gains 700 pesos for each box-office receipt, it needs
500,000 spectators to cover costs.® Whether it is necessary to gain the 500,000 ticket
sales that Estévez speaks of or the two million that Getino estimates, it is difficult for
a South American film to obtain sufficient audience numbers in its domestic market.
The average ticket sales for a national film in Argentina, one of the largest and most
developed industries, is closer to 100-130,000 ticket sales per film. In 2006, seven
Argentine films generated box-office receipts of more than 130,000 yet the highest
grossing film Bafieros 3 obtained little more than one million spectators (bringing in
2.9 million US dollars.)* The other 67 domestic films released that year fell far short
of this box-office success. While it is possible to make films on a smaller budget or to
distribute in other windows, such as domestic DVD markets or television screenings,
in the majority of cases, overseas sales are needed to maintain financial solvency.
Estévez reaffirms this:

Hasta aqui esta comprobado que es muy dificil que una cinta chilena se
financie solo con el mercado interno, de alli que sea absolutamente
comprensible — y necesaria — la extension del cine nacional hacia publicas
extranjeras.’
It is proven that it is very difficult for a Chilean film to finance itself with only
the domestic market and that it is absolutely understandable — and necessary —
that the national cinema extends itself towards foreign audiences.
Nevertheless, there is difficulty in entering foreign markets as various systems of
distribution need to be negotiated, most often through third party intermediaries. It is
thus necessary to examine the different markets mentioned above in order to
understand where decision-making processes lie and who facilitates the inclusion of

South American cinematic culture in commercial film flows.

The first section of this chapter will focus on the third party intermediaries, outlining
the way in which they help South American films enter into and negotiate the

networks of distribution and exhibition in domestic and foreign markets. In particular,

2 Getino, Cine Iberoamericano, p.58.

% Estévez, Luz, Camera, Transicion, Radio, p.70.

* Recam (2008d) “Peliculas mas vistas’ in Recam
http://www.recam.org/estadisticas/arg_peliculas_mas_vistas.htm (22 March 2009).
> Estévez, Luz, Camera, Transicion, Radio, p.102.
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I will be surveying the way in which they broker distribution agreements that allow
films to reach the initial point of contact with audiences: movie-theatre exhibition.
Complementing this focus, the second section will examine the commercial movie-
theatre spaces that are available in the domestic markets and the way in which they
create certain spaces for domestic films. While the second section concentrates on
traditional movie-theatre spaces as they have been conceived throughout the twentieth
century, and the way they have formed patterns for commercial exhibition in the
twenty-first, the third section explores the new screen technology that is emerging and
the opportunities it offers to South American cinema. The final section extends an
analysis of the commercial sector to the major secondary window for cinematic
consumption: the home viewing format of DVDs. As | will continue to argue in this
chapter, an interaction between national, regional and global cinematic culture comes
into play in each exhibition window. With this in mind, it is impossible to separate the
domestic market from the international market as the circulation of films in each is
based upon processes of exchange with the other which ultimately affects various

levels of cinematic culture from production through to exhibition.

Section 1: Developing Circulation, Distributors and Sales Agents

While the efforts of national film councils have helped increase film production in
each country, films still need to enter the commercial exhibition circuit in order to
reach widespread public audiences. Furthermore, because filmmakers are rarely able
to distribute directly to individual movie-theatres or chains, they rely on a succession
of intermediaries that reach through national and international territories. In a similar
manner, the South American movie-theatre owner rarely has direct access to national
films and, instead, relies on these same national and international agents to bring
forward films that can be exhibited. There is thus a decision-making chain at work
that brings a variety of forces together to determine how South American filmmakers
gain access to the public and how audiences gain access to local films. The Argentine
critics, Perelman and Seivach confirm this mediation and note the way this system
disadvantages national films amongst the wider body of global films in circulation:

Los filmes no llegan directamente a las pantallas para que el publico determine
si los consume, sino que deben atravesar una instancia anterior de filtro por
parte de los distribuidores y exhibidores. Con estas caracteristicas, las
decisiones de los espectadores son maleables a estrategias agresivas de
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marketing y en la competencia tienen mayores posibilidades de perder los
productos nacionales.’
The films do not arrive directly at the screens so that the public can determine
if they want to consume them. Instead, they must go through a prior filter
system created by the distributors and exhibitors. With these characteristics,
the decisions of the spectators are malleable to aggressive marketing
strategies and there is a great possibility that the spectators will miss the
national products.
Aggravating the situation is the fact that filmmakers and small production companies
are often caught up in webs of agreements that complicate the process of getting their
final product exhibited. To understand the implications of these different agreements
and the effect they have on the types of films that reach national and international

publics, it is worth examining the major parties involved.

Increasingly the first point of contact in the network of distribution and exhibition is
the sales agent. As Mark Peranson notes, this role only appeared in the last few
decades of the twentieth century yet has gained importance to the extent that sales
agents have taken over the role of the government agency that previously sold films to
distributors.” Indeed, their pivotal role within the industry can be seen by an

increased presence at film festivals: sites where a large number of commercial
distribution contracts are brokered. When the Havana Film Festival invited a number
of young South American filmmakers to take part in its Film Crossing Borders
workshops in 2008, two of the major guests at the workshops, John Durie and Beatriz
Setuain, were there to promote the role of the sales agent. It was emphasised that
young filmmakers should expect to work with agents and should be aware of the
importance of following correct procedure when selling their film through these
intermediaries.® Significant to an understanding of their impact on small national
industries in a wider global market is the fact the sales agent negotiates inside the state,
working with national legislation and cinema-going norms, and outside the territory,

in dealing with external distributors and exhibitors.

¢ perelman and Seivach, ‘La Industria Cinematografica en La Argentina,” p.85.

" Peranson, Mark (2008) “First You Get the Power, then you Get the Money: Two Models of Film
Festivals’ in Cineaste Summer, pp.37-43.

® personal Observation: Public Meeting, Inauguracion Iberoamerican Films Crossing Borders, Havana,
Cuba, Dec 12, 2008.
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The global remit of sales agencies has meant that many of the major international
sales agents, such as Wild Bunch and Celluloid Dreams, have represented South
American films. This international scope leads to a situation such as that with the
Argentine film Derecho de familia (2006) whereby the film was tied into world-wide
sales through the French based agents Celluloid Dreams, had distribution agreements
with various European and US companies such as Filmcopi Zurich (Switzerland) or
IFC First Take (USA) and had national distribution through the Argentine distributors,
Distribution Company. Due to the complexities of these arrangements, the necessity
of finding a sales agent that can manage the negotiation between national and
international territories becomes pressing. One of the first hurdles, however, is finding
a sales agent that believes the film is sufficiently marketable to be worth taking on in
the first place. When journalist Charles Lyons interviewed Chilean director Francisca
Schweitzer he was told that
you spend three years of your life on your movie [...] and an executive looks
at it and quickly says: 'It's not a comedy, it has no sex, there's no blood. I can't
sell it." They see Latin America as a place with beautiful women, spicy food
and exotic drinks. It's tough to get past that.’
This attitude suggests a cultural stereotyping at work which allows no space in the
commercial sphere, particularly overseas, for films that break away from
preconceptions of what a sellable film is. Furthermore, it is not uncommon for all
communication between the production-company and distributor, from contract
details to final cut changes, to be relayed through the sales agent. This means that
even when a filmmaker has managed to find a sales agent, they are reliant upon the
agent to determine the way in which the film is conceptualised as it enters the
commercial markets. Complicating this matter, few large sales agencies are based in
South America and they are thus unconnected to the specificities of cinematic culture
in the region. In this respect, they do not have the same roots and motives as the
audiovisual and film councils which have displayed a desire to project an image of
their national culture outwards into the world via films. Instead, | would argue that the
sales agents and distributors engaging in world sales are more inclined to isolate the

film’s marketable qualities and project those into various markets.

® Lyons, Charles (2006) ‘Hispanic Films Have Yet to Catch the Same Wave as Hispanic TV’ in New
York Times, March 28
http://lwww.nytimes.com/2006/03/28/movies/02lyon.html?_r=1&adxnnl=1&pagewanted=print&adxnnl
x=1196876099-XuE11nLTOOLMBANCfu7CNw&oref=slogin (accessed June 10 2009).
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The continual negotiations and delays that take place when waiting for contracts to be
drawn up and confirmed also work to slow down the mobility of the South American
films. Because US studios often have vertical and horizontal integration in place™,
they have a great deal of control over when a film they produce will be exhibited.
They can either decide upon a simultaneous world wide release that can reduce
perceived damages to sales brought about by piracy or opt for controlled releasing in
different markets over a few months so that publicity is built upon. In South America,
national films are likely to take the best slot that is given to them by domestic movie-
theatres and when hoping for distribution overseas they have to wait on the decision
of distributors that may have various other films as priorities. Although the Chilean
film Play was completed in 2005 and released in Chile that year, it took over a year
and a half for it to reach screens in the UK, Germany and France. A situation such as
this which is common with overseas release dates for South American films slows
down incoming revenue and makes it hard for filmmakers and production companies
to pay back debts and fund future films. Exacerbating the limits placed on revenue
flow is the fact that although South American films may be made with overseas
money, as was the case with the Argentine film Glue (2006), that received financial
support from a British company, they do not necessarily gain access to theatrical
distribution in that overseas market as decisions are passed over to the distribution or

sales company that may be based in a different territory.

One of the few ways around this problem has been to consider the marketing elements
and the structures of distribution at the point of production. Laura Martinez Ruiz-
Velasco explains the way that Mexican director Guillermo del Toro set up the
production company Tequila Gang, with other Latin American directors and a
Spanish promoter, to make Spanish language films that were specifically aimed at
playing worldwide. She says

the idea is to penetrate the Hispanic market in the U.S., and, in the long run,
distribute the movies in Latin America. If successful, this project could put an
end to the problems of Latin American directors, who could dedicate

9With vertical integration studios will normally have the facilities to organise their own production,
post-production, distribution and even exhibition. With horizontal integration, they can normally
organise their own distribution across all exhibition windows from theatrical to DVD rental and sales.
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themselves to making Latin American movies, with Latin American actors, in
Hollywood - then export them to Latin America. Only in Hollywood.**
With this notion is a sense of fatalism that the structures and networks of distribution
will always place power within traditional centres of film capital, meaning that
adapting to existing market strategies or making films abroad is a more viable solution
than attempting to strengthen domestic industries or find alternative solutions.

This decision to play into hierarchies within global film industries is a factor at work
when finding a film domestic exhibition, namely whether or not the film should enter
into a contract with a national or an international distribution company. In each of the
four countries under study, large international distribution companies such as Warner
Brothers, Fox, Disney and United International Pictures operate alongside national
companies such as Primer Plano in Argentina, Inca Cine in Peru, Bazuca Films in
Chile and Manfer Films in Bolivia. The power of the international companies in
domestic territories is such that when Himpele writes about Bolivian cinema
exhibition, he notes that US companies have greater control over the films that enter
Bolivia than the national distributors.*? Because this situation also occurs in Argentina,
Chile and Peru, it is hardly surprising that foreign distributors often provide better
options than local companies. As Argentine critics Perelman and Seivach note, the
advantage of a contract with an international company is that the films can encounter
a much wider distribution circuit, greater press coverage and an overseas distribution

deal if the film is successful.*®

The disadvantage is that time and effort spent on
individual films is often less as the companies deal with such a large number of
feature films. When an international company has other ‘high-profile’ films to
support, it is entirely possible that the distributor might be complicit in giving national
films less than adequate space on the cinema screens or a time slot that pits them
against blockbuster films. Thus, ‘en ese sentido, para la distribuidora, el filme es uno
entre una large serie, pero para el director y el productor es la obra de todo un afio.*
(in this case, the film is one in a large series of films for the distributors but for the

director and the producer, it is the work of an entire year.)

! Ruiz-Velasco, Laura Martinez (1999) Latins go to Hollywood’ in Latin Trade 7:10, pp. 32-34.
12 Himpele, Circuits of Culture.

13 perelman and Seivach, ‘La Industria Cinematografica en La Argentina’.

! perelman and Seivach, ‘La Industria Cinematografica en La Argentina,” p.77.
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Even after obtaining distribution agreements South American films still have to
negotiate exhibitors before the films can reach audiences. While a country such as
Argentina has national film quotas in place that should guarantee exhibition of a
number of national films, the exhibitor still has the right to determine how the films
are circulated within their sites. This often means that if there is not sufficient desire
to promote a national film, it can be largely overlooked. Variety journalist Charles
Newbery points out that in 2006 this led to grumbling from local artists, distributors
and producers that the foreign multinational-run movie-theatre chains such as
Cinemark and Hoyts were slotting films at poor times, for shorter runs.*® Without the
funds available for marketing on the same scale as US productions, Argentine films
relied on picking up word-of-mouth or local media publicity and were thus in need of
longer runs. Producer Daniel Burman’s criticises this situation further by suggesting
that even if a national film is successful it will get pulled from theatrical exhibition
after a short amount of time.*® In 2008 the Argentine film Un novio para mi mujer
(2008) broke this trend by opening on 91 screens and staying at the number one slot in
the box-office for seven weeks yet it is telling that this film was distributed by the
major US chain Disney/Buena Vista. Contrasting the favourable situation in which
Un novio para mi mujer gained exhibition, independent Bolivian producer, Gerardo
Guerra, made the point that the film he was promoting, Dia de boda (2008), was not
given good time slots for attracting audiences such as evening and night time
screenings as foreign films were given preference.'” Guerra pointed out that even in
the national cinemateca there is a problem when a foreign production, such as a James
Bond film, arrives in the country as it is given both the main poster space and the

screen availability in place of a national film.

Adding weight to these sentiments are exhibition figures that | observed in the capital
cities of these countries during 2008. In Buenos Aires, during the week Oct 9™ to 16™,
there was an apparently healthy spread of national films in the movie-theatres with 7
films available to view on a total of 22 different screens (Abrigate (2007), El frasco
(2008), Impunidad (2008), La mujer sin cabeza (2008), La proxima estacién (2008),

!5 Newbery, Charles (2006) ‘Argentina Measure Has Legs’ in Variety, Sep 17
http://www.variety.com/article/VR1117950184.html?categoryid=1019&cs=1 (accessed 10 Aug 2009).
16 Newbery, ‘Argentina Measure Has Legs’.

17 personal Observation: Public Meeting, Conversando Con, Sobre y en la Cinemateca (Conversing
with, about and in the Cinemateca) Cinemateca Boliviana, La Paz, Bolivia, 6 Nov, 2008.
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Motivos para no enamorarse (2008) and Un novia para mi mujer (2008)).
Nevertheless, this data has to be compared with the spread of other films across the
city. Foreign films were available on 115 different screens and although the national
films amounted to a total of 71 screenings each day, the US film Beverley Hills
Chihuahua (2008) was screened 62 times and Nights in Rodanthe (2008) was
screened 58 times daily. In a similar manner, in Santiago during the week Oct 23" to
Oct 30", six national films were available to audiences in the capital city (Tony
Manero (2008), La buena vida (2008), Secretos (2008), El cielo, la tierra y la lluvia,
(2008) El regalo (2008) and 199 recetas para ser feliz (2008)). These were spread
across 20 different screens and made up a total of 69 daily screenings. During that
week, foreign films were available on 138 screens and Mamma Mia (2008) was
screened 67 times a day while Blindness (2008) was screened 62 times a day. These
figures suggest that there is the possibility for national films to find a place on
domestic screens yet the breadth of exhibition space given to them falls short in
comparison to that given to “high profile’ foreign products. It is also significant that
this analysis reveals a detailed context for the way in which national and foreign films
are exhibited. Audiovisual and film councils often publish reports about the number of
national films that are exhibited each year but without necessarily detailing the
number of screens on which they are shown or how many screenings take place.

Furthering the problem of exhibition for South American films is the fact that the
films dominating the cinema screens tend to come from outwith the region. Although
Recam, CAACI, and the state film councils, made it clear that they want to see an
increase in the number of South American and Latin American films on domestic
screens this did not seem to be taking place in the weeks mentioned above. In Buenos
Aires there were no other Latin American films screened and in Santiago there was
only one film, the Argentine XXY (2007), screened once daily. There is thus a
situation whereby local films come into contact with foreign works in the context of
the ‘national meets the global’ yet a regional context in which a body of Latin

American films gains presence on movie-theatre screens has yet to be achieved.

It is important to note the extent to which this situation persists due to a continually
strong private sector even when state control over the cinema sphere is increasing.

While there are on-going state initiatives in place that attempt to improve the situation
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of national film exhibition, from quota systems to box-office taxes, these are often
counteracted by the interventions of commercial distributors and exhibitors. In Peru,
during 1993, filmmakers attempted to re-establish the screening of national shorts in
the movie-theatres after the cinema law that had previously supported platforms for
short film was repealed. Although they found initial support amongst movie-theatre
owners, they were obstructed by the representatives of importers and foreign
distributors who disagreed with the idea of giving a part of the ticket price over to the

shorts.*

The ongoing aggressive business strategies implemented by foreign distributors and
exhibitors has led to pessimism amongst national producers and distributors in South
America where there is an expectation that foreign films will dominate and domestic
films cannot compete. Mouesca offers an example of this when she explains that in
2005 three Chilean films competed on the same opening day in November, trying to
get audiences before the arrival of the big US productions that typically exhibit in the
last six weeks of the year.* Rather than hoping to gain audiences during the profitable
pre-Christmas period, the domestic films turned against each other in what Mouesca
described as a “pathetic’ competition. As the Chilean film industry grows, more films
are produced each year but Mouesca’s analysis (concurrent with that undertaken by
Corfo) suggests the Chilean film industry is only able to support ten or twelve
domestic films a year as 80% of the box-office will inevitably be taken up by
Hollywood. At the same time, this assumption that small film industries will
necessarily be subsumed by Hollywood is not necessarily true. In South Korea, for
example, national films managed to increase their success in the domestic market at
the beginning of the twenty-first century and obtained around 60% of the box-office
takings.”> However, amongst South American critics, pessimism remains and attempts
to counter Hollywood dominance in the commercial sphere, as opposed to efforts

coming from state-sponsored organisations, are limited.

Part of this problem can be linked to the fact that there is an artisan type of
filmmaking taking place across South America that does not easily fit in with the

18 Bedoya, 100 Afios de cine en el Peru.
9 Mouesca, ‘Un Largo Camino de Ilusiones’.
20 KOFIC (2004) Korean Film Observatory No. 15, Seoul: KOFIC.
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chain of intermediaries set up to support a commercial, product-driven system. Much
of this lies in the particularity of South American filmmaking that does not lend itself
to the studio structures which involve formal demarcation between roles such as
producer, director and scriptwriter. As with much auteur cinema in other countries
around the world, the filmmaker often takes on a number of these roles. In Argentina,
the critically acclaimed directors Daniel Burman and Fabian Bielinsky have written
scripts for their films as have Ricardo Larrain and Silvio Caiozzi in Chile. At the same
time, there are other directors such as Claudia Llosa in Peru and Alex Bowen and
Andrés Wood in Chile who not only write the scripts but also produce their films as
well. In Bolivia, Rodrigo Bellot worked as director, producer, writer and

cinematographer for his film Dependencia sexual (2003).

Although this method of working grants certain artistic licence to filmmakers because
they do not have to consider the stipulations and restrictions placed on them by either
studio executives or other investors, it also brings with it problems in the larger
cinematic sphere. Barrow notes that the Peruvian director, Alvaro Velarde, had to take
on the role of producer himself for his film El destino no tiene favoritos (2003)
following a dispute with the film’s original producer, ‘leading in turn to a series of
situations that might have been foreseen by a more experienced producer.’®* Adding
to this, the head of La Fabrica film school, Roberto Lanza, outlined what he believed
was symptomatic of film production across South America whereby filmmakers learnt
how to make films but did not learn processes of the industry such as how to
distribute films. In particular, he spoke of the problem of film producers projecting
themselves as realizadores (filmmakers) without realising that the producer is a

specific job and the writer another.?

Furthermore, this type of arrangement is often supported through state funding which
gives priority and support to new directors who work outside formal production
companies. As Getino points out, however, state funding is often unwilling to support

further projects on the basis that the first film should have established the director and

2! Barrow, Sarah (2007) ‘Peruvian Cinema and the Struggle for International Recognition: Case Study
on El destino no tiene favoritos’ in Deborah Shaw (ed) Contemporary Latin American Cinema:
Breaking into the Global Market, Lanham: Rowman & Littlefield, p.183.

22 Roberto Lanza, personal communication: interview, Cochabamba, Bolivia, 17 April, 2007
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his or her team.?® When filmmakers continue to work in small independent units, they
face a lack of resources as they are caught between a commercial sector that is largely
operated by powerful conglomerates, most often privileging foreign films, and a
system of state support that believes its role is to support new talent. There is no
middle ground between these two in which smaller production companies can gain

consistent support while continuing to work without formal studio structures.

Through their workings, the structural arrangements of distribution and exhibition
display the various forces at work in deciding which films enter the commercial flow,
particularly the way the national interacts with the global. Distribution companies,
sales agents and movie-theatre owners participate in the macro structures of film
circulation with the outcome that a commercial South American cinematic culture is
dependent on which films are permitted inclusion and which films are excluded.
Reasons for exclusion can range from a lack of space on global screens to a perceived
lack of interest with films when they contain elements that do not synthesise well with
marketing concerns. An aggressive private sector also makes it difficult for small
national companies or independent producers to enter into successful distribution and
exhibition agreements. In South America, even with the increased work of the state to
provide non-commercial spaces for films, the commercial sector still facilitates the

majority of interaction between spectators and film.

Section 2: Exhibition inside the Multiplexes and the Standard Movie Theatre

In addition to outlining the macro-level at which filmmakers and films encounter
global circuits of distribution, it is possible to observe the micro-level of cinema-
going to uncover the way in which films actually become part of an experienced
cinematic culture. To do this, it is worth examining the point of first contact with
spectators and the way this is contextualised through structures of cinema-going in
South America. Although technological developments have meant that spectators can
watch films on a number of formats with a great range of choice (which can involve a
computer screen, DVD player or television receiver) the cinema screen retains a
certain amount of privilege as the window of first exhibition. As Moguillansky points

out with regards to cinema in Buenos Aires:

2 Getino, Cine Iberoamericano.
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la exhibicion en salas de cine es solo el primer paso, aunque resulta
fundamental porque el éxito en salas es la llave que abre la circulacion por los
mercados auxiliares.”*
the exhibition in movie-theatres is only the first step but it is fundamental
because success in the movie-theatres is the key to opening up circulation in
the auxiliary markets.

This sentiment is supported in a global context by Harbord when she notes that

the ‘premium’ moment of filmic consumption in terms of social and symbolic
capital is, then, the initial release. Further windows of release and

consumption are, in contrast, detached from the collective debate of film and

the sense of public ‘happening”.®

Furthermore, the importance that trade magazines, such as Variety, give to opening
weekend box-office tallies and initial *hype,” supports and continues the impact of the

cinema screening.

Complementing the significance given to movie-theatre exhibition is the fact that the
initial box-office screening is when the greatest marketing resources are given to a
film and the time at which reviews and discussion are most prevalent. These aspects
point to the fact the commercial circuit is bound up with the meta-cultural processes
that inform cinema reception: film reviews, advertising, media hype, promotional
material, etc. Greg Urban defined the importance of metaculture thus:

Metaculture is significant in part, at least, because it imparts an accelerative
force to culture. It aids culture in its motion through space and time. It gives a
boost to the culture that it is about, helping to propel it on its journey. The
interpretation of culture that is intrinsic to metaculture, immaterial as it is,
focuses attention on the cultural thing, helps to make it an object of interest,
and, hence, facilitates its circulation.”®

The process of cinema-going alongside the interaction with metacultural elements is
the experience which binds film to audience and sparks off the point at which it
becomes a part of lived cultural experience. In South America, daily newspapers in
each country have sections devoted to cinema such as La Nacion (Argentina) El
Mercurio (Chile) EI Comercio (Peru) and El Diario (Bolivia) that not only review

2 Moguillansky, “El cine en la ciudad de Buenos Aires,” p.90.

%> Harbord, Film Cultures, p.87.

% Urban, Greg (2001) Metaculture: How Culture Moves Through the World, Minneapolis: Uni. Of
Minnesota Press, p.4.
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films but also provide spectators with information from production and publicity
material to where spectators can access the films.?’

While any number of spectators can individually watch a film, it is the point at which
it is a shared experience, either through movie-theatre attendance, metacultural
material or involvement in dialogue surrounding a film, that socio-cultural action
takes place. For this reason James Kendrick notes that, “despite the fact that the home
has become the dominant site for film consumption, the theatre is still the origin of

legitimacy.’?®

Although alternative exhibition sites will be discussed in Chapter Six, the
standardised commercial movie-theatre, a recognisable institution and format, is the
most common site for this public-film interaction to take place in South America. The
movie-theatre is the initial bridge between cinematic culture and audience, the point at
which the experience is most public and most publicised. Across most of South
America, commercial movie-theatres consist of dark rooms of varying size in which
an audience enters, a feature film is played and the audience leaves again. However,
the quality of the space can vary from recently-designed, comfortable, multiplex
accommodation in the upmarket district of Buenos Aires to rundown, spacious halls
complete with balcony seating in central La Paz. These movie-theatres often share
similarities with the cinematecas and cultural centres that also screen cinema: each
has a place for a projector and a screen with the audience sitting in the middle.
However, there are usually indices that mark the fact it is a commercial theatre with
the aim of creating profit. From the advertising reels played before the main feature
begins to food products and beverages on sale somewhere in the building and other
marketing materials that are extended throughout the space, cinema-going as a paid-
for experience is maintained. Furthermore, the physical characteristics of these
cinema spaces mark out a timeline of different generations of movie-theatres that
were built and modified throughout the twentieth century and now contribute to a

cinematic culture in the twenty-first.

* La Nacion (2009) ‘Espectéculos’ in La Nacion http://www.lanacion.com.ar/espectaculos/ (22 March
2009); El Mercurio (2009) ‘Tiempo Libre’ in EI Mercurio
http://www.emol.com/tiempolibre/cine/_portada/index.asp (22 March 2009); EI Comercio (2009)
‘Espectaculos’ in EI Comercio http://www.elcomercio.com.pe/#minamin_espectaculos (22 March
2009); El Diario (2009) ‘Cultural’ in El Diario http://www.eldiario.net/ (22 March 2009).

%8 Kendrick, ‘Aspect Ratios and Joe Six-Packs,” p.69.
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In the first instance it is possible to see an older style of movie-theatre that consists of
one central viewing space, often with high ceilings; additional balconies; and a foyer
space that is designed to move spectators from the box-office to confectionary booths
and into the main auditorium. The Cine 16 de Julio in La Paz, which has a large
interior hall and substantial balcony, offers a good example of this type of cinema
space, as does the Gaumont O in Buenos Aires where the upper section has been
converted into another screen but still hints at the original structure of a one-screen
building. These movie-theatres are restricted in the variety of films that they can offer
at any one time but their large auditoriums mean that there is often a collective
viewing experience in which the audience’s presence can be felt. Enhancing this
aspect is the fact that many of these older movie-theatres retain a shorter style of seat
that allows other spectators to be seen, unlike the more modern ‘stadium’ seats which
enclose the spectator and remove other patrons from sight.

At times the older movie-theatres have been turned into arthouse cinemas such as the
Cine Municipal 6 de Agosto in La Paz or the Complejo Tito Merello in Buenos Aires.
They are not often regarded as commercial movie-theatres because it is presumed that
a love of cinema rather than an attempt at profit is their central aim yet these arthouse
cinemas still have marketing strategies and business plans in place to try and support
themselves through box-office receipts. These spaces become significant for domestic
cinema as they often make available a larger number of national films than other
movie-theatres, and for a greater time period. In the week beginning Oct 8™ 2008 in
Buenos Aires, five out of the seven national films exhibited were screened only in
arthouse cinemas whereas in the week beginning February 26" 2009, all seven of the
national films exhibited were screened only in these spaces. At the same time, the
tendency for national films to screen in arthouse cinemas, a circuit that can be
considered parallel to and separate from the more commercial movie-theatre circuit,
suggests there is not an easy place for domestic films in the commercial sphere. This
aspect is particularly problematic when taking into consideration the comments from
Argentine critics in Chapter Three who displayed discontent with the way the

arthouse Espacio de INCAA movie-theatres are run.
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At other times, older movie-theatres have been broken up into smaller units, forming a
type of multiplex movie-theatre that often makes the best out of refurbished space. A
good example of this is the Monumental movie-theatre in downtown Buenos Aires.
The movie-theatre has displays of old photographs and other materials inside the
foyer which document the cinematic heritage relating to the site yet the movie-theatre
is now split over two separate premises, a few doors apart, and has eleven different
screens in operation. On the same street, Atlas General Paz, also stretches across two
different buildings. These spaces usually seek to maximise profits by favouring

multiple choice over the experience of bringing large numbers of spectators together.

Figure 3. Showcase Cinemas multiplex movie-theatre in Santiago

The newest generation of movie-theatres, however, are the shopping mall based
multiplexes. From the Cinemark Alto Las Condes in Santiago’s upmarket Las Condes
shopping area to the UVK Multicines Larcomar in Lima’s coastal shopping centre,
multiplex sites are, by and large, situated within a commercial retail establishment.
These movie-theatres tend to be characterised by a large number of screens and spaces
that have been designed first and foremost to enhance the multiplex experience.
Within them, there are often various box-office and confectionary sales points;
stadium seating; up-to-date technology and easy access to the commercial units

around the movie-theatres. Many of the multiplexes are built entirely or partly through
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foreign investment, leading to a type of standardisation which, along with the
international fare offered by foreign films on the screens, enhances the global feel

given to the cinema-going experience within these spaces.

While these various cinema sites often represent the spatial coming together of the
international and the national via the films they offer and the auxiliary international
marketing material on display, they are also the result of an historical trajectory.
Included in their history is the fact that the use of movie-theatres and access to cinema
spaces in the region has been shaped by courses of growth and decline. The changing
shape and use of the older movie-theatres often makes this clear but the decisions of
when and where to introduce a new multiplex also reveal the historical implications of
the exhibition site. As with much of the developed world, the advent of VCR use from
the 1970s onwards made home viewing popular and parallel to this was a drop in
movie-theatre attendance. In Chile in 1970 there were 445 movie-theatres but by 1992
this had been reduced down to only 80.° In a similar trend, Argentine movie-theatre
numbers decreased from 2000 in the 1970s to 280 in 1992 but towards the beginning
of the twenty-first century the number rose again to around 1000.%° This growth in
cinema attendance was concurrent with figures reported across the region, leading to

the construction of new movie-theatres and investment into exhibition sites.*

Global analysis of this trend has often attributed changes in cinema attendance to the
introduction of new technologies such as television, VCR, DVD and the improved
cinema technology such as surround sound and quality projectors. While these have
had substantial impact, socio-political changes specific to the region and each country
are equally important. During the Pinochet dictatorship in Chile, heavy censorship
was in place that reduced all social activity and so it was only during times of social
agitation, in which there was greater participation in cultural activities, that cinema
attendance took place on a more frequent level. Following this, an increase in movie-

theatres and cinema-going attendance occurred once the country returned to

% Mouesca, Cine Chileno.

% perelman and Seivach, ‘La Industria Cinematografica en La Argentina’. See also Aguilar, Gonzalo
(2006) Otros Mundos: Un Ensayo Sobre el Nuevo Cine Argentino, Buenos Aires: Santiagos Arcos
Editor.

31 Kemp, Stuart (2006) ‘Latin America Theatres Bounce Back’, The Hollywood Reporter, Dec 21
http://www.allbusiness.com/services/motion-pictures/4815646-1.html (accessed 10 June 2009).
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democracy.* Perelman and Seivach point out that although there was a recession in
Argentina in 1995, movie-theatre usage began to increase partly because the TV-cable
market has been saturated.®® It is also notable that the countries with the weakest
local economies, Peru and Bolivia, have fallen behind in exhibition site investment
during the twenty-first century, leading to a lack of commercial movie-theatres

outside of the relatively wealthy urban districts.

In addition to the socio-economic concerns that influence cinema-going, the
experience of engaging with the national or regional cinematic culture is dependent
upon the physical conditions of the site in which they are seen. The national film is
often placed in smaller theatres, such as the arthouse cinema, yet even when it is
exhibited in the larger multiplexes it is often overshadowed by the foreign productions
which are given more space, more auxiliary material such as posters in the foyer, and
thus more prestige. Augusto Tamayo and Natalie Hendrickx outline the Peruvian case
in which
en la mayoria de los casos las peliculas peruanas sean exhibidas sin haber
Ilevado a cabo una adecuada campana de lanzamiento que garantice, entre
otras cosas, que el publico este enterado de la existencia de la pelicula ni de su
fecha de estreno, y, realizado este, de la duracién de la exhibicion de la
pelicula en las salas, lo que perjudica notoriamente su recaudacién.*
in the majority of cases, Peruvian films are exhibited without an adequate
marketing campaign which would have guaranteed, amongst other things, that
the public was notified of the existence of the film, its date of release, length of
time within the cinemas. This means that the takings of the film are markedly
damaged.
| found echoes of their findings throughout Argentina, Bolivia, Chile and Peru in
October and November of 2008 when entering various commercial movie-theatres.
Although national films could often be seen on posters in the foyers or on the outside
doors and walls of the cinema sites, they rarely had the same presence as the ‘high
profile’ Hollywood films. Productions such as High School Musical 3 (2008),
Madagascar 2 (2008) and Twilight (2008) were supported by large cardboard cut-outs
decorated with images from the film. In Buenos Aires, the movie-theatre Atlas
General Paz had a giant poster of around 8 foot by 20 foot for Beverley Hills

Chihuahua (2008) above its entrance and Atlas La Valle has a similar sized poster for

% Estévez, Luz, Camera, Transicion, Radio.
% perelman and Seivach, ‘La Industria Cinematografica en La Argentina’.
% Tamayo and Hendrickx, Fianciamiento, Distribucion y Marketing, p.84.
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High School Musical 3 covering the upper portion of the building. Whenever South
American films did have noticeable publicity material, such as the oversized poster
for the Peruvian film Dioses (2008) hanging over the Cineplanet San Miguel in Lima,
or the merchandise for the Chilean film Mirageman (2007) in the Hoyts La Reina in
Santiago, these seemed to be exceptions rather than the norm. Intermediaries involved
in the circulation of films, such as sales agents and distributors, are normally
responsible for marketing and publicity and thus have the power to determine the way
in which national films will (or will not) be publicised within these spaces. Although
South American critics, such as Mouesca, have suggested that the multiplex has
increased opportunities for national films due to the large number of small screens in
one building that allow domestic productions into exhibition sites at the same time as
foreign films,* these films are often subsumed by the marketing and promotional

material given to foreign works.

Figure 4. Poster for High School Musical 3 at Atlas La Valle

These points signal the fact that, as with trends in movie-theatre attendance, the
constitution of the movie-theatre, both the building and the arrangement of material
within, is something that has effect on the access national films have to movie-theatre
spaces and the access audiences have to these films. Cinema-going in South America

¥ Mouesca, ‘Un Largo Camino de llusiones’.
3 Acland, Screen Traffic, p.119.
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is thus grounded in specific temporal and geographical moments. Charles Acland
notes that
Cinema complexes are hubs of community and public life. They do not situate
conditions of spectatorship alone; they also construct relations between public
and cinema practices.*’
It is within this context that critical work on cinema spaces, from that undertaken by
Hansen working on early cinema® to Barbara Klinger working on more recent
developments,® enunciates the way in which the experience of cinema-going is a
practice constituted by the social settings in which it takes place. Thus, while there are
basic similarities in the movie-theatres across South America, such as their reliance on
a film projected onto a screen in a dark room, it is crucial to understand the way in
which their space is produced with distinct effect in different cases and this is often

aligned with broad socio-economic conditions.

Particularly important to an analysis of the distinct qualities of cinema-going in South
America is the fact that it is not an egalitarian experience. The newly built multiplexes
are more often than not situated in upmarket shopping malls that are only visited by
wealthier members of the public. While increasing attendance figures would seem
vital for profit making and traditional business models suggest lower prices to
increase sales, these movie-theatres often cost more to attend than local, existing
cinemas. Moguillansky outlines the situation in Argentina wherby

los complejos multipantalla de las cadenas transnacionales cobran un precio
mas alto por las entradas en comparacion a los precios fijados por los
complejos nacionales y las salas independientes.*

the multiplex cinema complexes owned by foreign chains charge a higher
ticket price in comparison with the prices established by the national
complexes and the independent movie-theatres.

Also critiquing the Argentine situation, Gonzales notes that while ticket prices, and
thus box-office revenues, have increased, screenings have decreased leading to a
141

scenario whereby cinema-going has ‘elitizado’.”” Moguillanksy extends this concept

into an historical context by noting that

% Hansen, Miriam (1991) Babel and Babylon: Spectatorship in American Silent Film, London: Harvard
Uni. Press.

¥ Klinger, Barbara (2006) Beyond the Multiplex: Cinema, New Technologies, and the Home, Berkeley:
Uni. Of California Press.

“® Moguillansky, “El cine en la ciudad de Buenos Aires,” p.92.

*1 Gonzales, ‘Buen cine en Buenos Aires,” p.131.
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en conjunto, el aumento de precio de las entradas y del costo global de la
salida al cine es causa, y a la vez expresion, de la elitizacion de este consumo
cultural. Este es un rasgo relativamente reciente, ya que el cine en un principio
fue un consumo ligado mas bien a los sectores populares y luego paso a ser un
consumo policlasista, de caracter democratico por sus precios y
accesibilidad.*
on the whole, the increase in ticket prices and the global cost of going to the
cinema is the reason for and the expression of, the elitization of this cultural
product. This is a relatively recent characteristic. Cinema was originally a
product that was better associated with mass sections of society but has
stopped being a multi-class product of democratic character due to its prices
and accessibility.

The divisions between cinema-going publics that are created by this trend are outlined

by Perelman and Seivach when they state that

asimismo, existe un publico cinéfilo que ve varias peliculas el mes, mientras

que vastos sectores sociales han quedado excluidos de las salas, debido a que

el precio de las entradas les resulta prohibitivo.*

in this way, a cinephile public exists that sees various films each month,

meanwhile vast social sectors have remained excluded from the movie-

theatres due to the fact the price of the tickets is prohibitive.
While these comments suggest an economics based exclusion of certain populations
from the movie-theatre, there is also a disjuncture between the access that rural and
urban communities have to commercial cinema exhibition. Because movie-theatres
have by and large ceased to exist in rural locations, cinema-going has increasingly
become a city-based experience. Marcelo Cordero of the Yaneramai distribution
group pointed out that 37.6% of the Bolivian population lives in rural areas yet of the
50 screens available in the country, only one is situated in a rural space: the Centro
Minero Siglo XX in Oruro.** Gonzales also notes a similar process takes place in
Argentina, with regards to geographic concentration, as most movie-theatres are in the
capital or in two or three of the biggest cities.*> This means that there are large
numbers of the population excluded from movie-theatres through lack of funds to
enter the site or distance from the more wealthy areas in which the sites exist. The
social experience and cultural practice that is constituted by cinema-going is thus

produced through uneven processes of access, both financial and geographical.

2 Moguillansky, ‘El cine en la ciudad de Buenos Aires,” p.95.

*3 Perelman and Seivach, ‘La Industria Cinematografica en La Argentina,” p.84.
* Marcelo Q. Cordero, personal communication: email, 7 Nov, 2008

*® Gonzales, ‘Buen cine en Buenos Aires’.
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While a variety of commercial sites in which to access cinema is disappearing, there is
also a simultaneous reduction in the variety of experience offered inside the movie-
theatre space. As multiplexes are constructed and older movie-theatres converted into
spaces that mimic the multiplex function, a standardisation of experience occurs
which in turn constitutes a type of social practice that takes place when engaging with
cinema. Analysis of the different ways in which cinema-going previously existed
offers a manner of understanding this social practice. Hansen has been critical in
uncovering the way in which early US cinema

provided the formal conditions for an alternative public sphere, a structural

possibility of articulating experience in a communicative, relatively

autonomous form.*
She looks at the way in which early cinema had theatrical elements which created the
sense of a one-time individual event rather than a homogenous experience. The lack
of certain rules, such as the imposition of silence, also meant that the various voices of
community members could be heard. Furthermore, exhibitors were most likely to be
local and thus share an affinity with their customers’ ethnic and social background.
Ina Rae Hark also notes that early movie-theatres had large lobbies and other public
spaces which provided links to the community and encouraged a communal setting.*’
In contrast to these descriptions, cinema spaces at the beginning of the twenty-first
century are more likely to remove the community elements and the variations in
cinema experience. Harbord states

if, in the early part of the twentieth century, film appeared to offer a
multiplicity of possibilities (of political transformation, of bodily pleasures, of
an imbrication of art and life), a century later the institutional locations on
offer represent a radical paring down of those possibilities.*®
Supporting Harbord’s claim, space has become increasingly ordered inside the South
American exhibition area. Often a common set of rules are in place which are
enforced by the movie-theatre chains that produce standard information pertaining to
correct practice in the movie-theatre. Frequently the rules are often matched and
replicated in other independent theatres. | found that when visiting movie-theatres in
South America, each commercial cinema followed similar patterns of expected

behaviour and even when rules were not publicised within the space, audiences had

“® Hansen, ‘Babel and Babylon,” p.90.

*" Hark, Ina Rae (2002) ‘General Introduction’ in Ina Rae. Hark (ed) Exhibition: The Film Reader,
London: Routledge, p.1-16.

*® Harbord, Film Cultures, p.39.
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been socialised to comply with them. They are largely similar to those used in North
America and Europe and fit in with what Acland understands as the aims of the
movie-theatre:

The cinematic sphere [...] it would appear, offers the opportunity to glimpse
the orderly and servile nature of a population. The policing of ushers, the
presence of security cameras, the regiment of scheduling and the overt appeals
to decorum in film trailers (feet off the seat in front, no talking, cell phones
and pagers off, etc.) are indices of the intense interest in encouraging civility
and reducing the prospects for impromptu (and economically unproductive)
interventions.*
The fact that audience members enter into a space which is quickly darkened and, in
almost all new theatres, has seats positioned so that other spectators cannot be seen
reduces the possibility of engaging with fellow viewers. In the multiplex, after the
spectators sit through the film in darkness, and also in silence, they are then
encouraged to exit through a side door that takes them out into the street. There is no
need for further contact with other members of the public or cinema employees and
the experience is isolated as a somewhat solitary pleasure. These sites also leave
behind the programming structures of the theatre and earlier cinema bills in which
intervals took place and a space was created for the public. The reduction of public
space is a factor which increases the streamlined flow of consumer from one part of
the building to the next while the homogenising aspect of this experience makes
individual films somewhat indistinguishable in form. In this way, multiplexes attempt

a cinematic culture that is maximum consumption and minimum interaction.

The implications these factors have for national films can be understood alongside the
fact that while their content will be unique, the lack of extra-filmic material to
accompany the film makes it hard for the national production to stand out as
something different from the foreign films on show (it is rare that programmes or film
synopses are provided). This means that inside the multiplex it is cinema culture per
se that is promoted rather than specificities of national, regional or foreign cinematic
culture. A cultural imperialism argument would suggest that this is because the
multiplexes are run by foreign ownership and thus work to promote foreign cultural
products over domestic works, but | would argue that this is a worldwide
characteristic of multiplexes that is based more explicitly in a drive for profits: the

* Acland. Screen Traffic, p.232.
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homogenously packaged experience provides the most attractive and easiest to
arrange profit making exercise. In this case, the result rather than the intention is that
cultural specificity is lost and will certainly continue to be the case so long as global

capital is at stake.

In 2008, the Peruvian critic Ricardo Bedoya provoked debate on his blog by outlining
a list of 21 reasons why Peruvian films continue to fail at the box-office.”® While the
list was largely hypothetical it is interesting to note that many reasons for failure were
attributed to the exhibition context and the metacultural elements that accompany the
films. Although nine reasons were given over to qualities inherent in the Peruvian
works, eleven outlined problems from the lack of marketing and support from the
national press to the fact that exhibitors pull films too quickly and place films at bad
times in the exhibition calendar. These points highlight the fact that more attention
needs to be spent on the context in which the films that make up South American
cinematic culture come into contact with the public. Morley writes that, ‘Rather than
selling individual films, cinema is best understood as having sold a habit, a certain
type of socialized experience.”" It is within the socialised experience that the
synthesis of cinematic culture begins and without sufficient space for this aspect to
take place, cinema is little more than a loosely strung together network of films. For
this reason, an improvement in the space movie-theatre exhibitors offer to national
films is vital for creating the context for a cinematic culture rather than individual
works to thrive. The quality of a film and its relevance to audiences is likely to
increase success at the box-office but the foundation for the film to enter into the
greater cinematic sphere exists in the meta-cultural elements that are fostered by
social interaction with the film. Furthermore, for this culture to be a national or
regional cinematic culture it must also involve access that is achievable by the
majority of the population. Multiplexes offer certain opportunities to local industries,
particularly because their structure allows large numbers of films to be shown at the
same time, but it is important to remember that in South America, even though these
structures bring the national and the global together, they are often placed in spaces

that are inaccessible to large groups of people.

% Bedoya, Ricardo (2008) ‘Cine peruano: "razones" de los ltimos fracasos’ in Paginas del diario de
Satan, http://paginasdeldiariodesatan.blogspot.com/2008/12/cine-peruano-opiniones-sobre-los-
Itimos.html (accessed 22 March 2009).

> Morley, David (1992) Television, Audiences and Cultural Studies, London: Routledge, p.158
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Section 3: Digital Screen Networks and Direct Distribution

While traditional distribution and exhibition patterns appear to work against South
American cinema there is optimism that this situation can be readdressed by new
screen technologies. Critics and film councils across the world have been paying
attention to the ways in which the traditional circuits of distribution can be subverted
by technological change.>® One of the most talked about changes, particularly with
regard to theatrical distribution, is the implementation of digital screening that is
expected to take over from the 35mm projection standard that is used in the majority
of movie-theatres worldwide. At times digital screening is conflated with digital
cinema as a whole,*® yet digital screening is a specific process that can be separated
from other digital cinema developments (i.e. filming on digital footage, adding special
effects and using digital editing facilities.) Many South American cinema facilities
from cinematecas to universities and arthouse screens have taken up digital
technology and have been using projectors to display DVDs either alongside or in
replacement of 35mm copies. At times this has greatly widened the material and
variety of films that can be shown in these spaces although it is widely acknowledged
that this falls short of the quality expected of traditional celluloid. The Chilean
cinemateca, for example, will often exhibit DVD copies of its archive material on its
smaller cinema screen but for special events uses the 35mm projector to screen
original or restored copies in its larger cinema. What remains to be analysed,
however, is the uptake of advanced digital screening technology (which allows
exhibition of digital formats in a standard that equals the cinematic experience of
watching 35mm) and the effect this will have on the circulation of cinematic products

amongst the various distribution and exhibition networks mentioned above.

52 See for example, D’Sa, Nigel (2007) “Lotte and CJ-CGV Team to Advance D-Cinema’ in KOFIC
http://www.koreanfilm.or.kr/KOFIC/Channel?task=kofic.user.eng.b_filmnews.command.NewsView1C
md&searchPage=1&Gesipan_SCD=2&Gesimul_SNO=848 (accessed 22 March 2009); MEDIA (2009)
‘Video on Demand and Digital Cinema Distribution” in MEDIA
http://ec.europa.eu/information_society/media/newtech/vod_dcc/index_en.htm (accessed 22 June 2009);
DCinema Today (2007) ‘Thomson and the Singapore Government Partner to Establish Digital Cinema
Hub and Network Operations Center’ in DCinema Today
http://www.dcinematoday.com/dc/PR.aspx?newsID=960 (accessed 22 March 2009).

%3 See for example Belton, ‘Digital Cinema: A False Revolution’; McKernan, Digital Cinema; Harbord,
Film Cultures.
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When cinema developed in the twentieth century there were experiments with a
variety of formats and ratio sizes for cinema exhibition. In the 1920s, widescreen
viewing was implemented while in the 1950s Cinerama, VistaVision and Cinescope
all provided different viewing experiences through various modes of celluloid size
and screening types.>* Yet while some alternative formats continue in use at the
beginning of the twenty-first century, such as the IMAX experience and the surge in
3D screens™, 35mm projection has become the standard specification worldwide.
Significantly, it was this standardisation of screening technology that eased the global
circulation of film with the result that a foreign film could be distributed simultaneous
throughout South America by a range of distributors and, at the same time, a South
American film could be distributed abroad to multiple movie-theatres. Nevertheless,
there have always been a variety of problems with circulating film for exhibition in
this format. Celluloid is a fragile medium that deteriorates quickly when not handled
correctly, meaning that individual film reels can only be played a number of times
before they have to be replaced. Furthermore, the reproduction of prints is itself an
expensive endeavour and extra costs are built up through transportation of reels from
one site to the next. This is particularly problematic for South American production
companies as they often have to rely on overseas laboratories to produce copies in
35mm. Argentina is currently the only country of the four under study that has
laboratories capable of processing and striking prints, meaning that filmmakers in
Bolivia, Chile and Peru incur additional costs when sending material abroad during

the postproduction stage

Digital screening, on the other hand, counteracts this by removing the physical
limitations of the film print. New technology has been developed so that the film
projector may play films directly from digital files which can be sent as hard drives
and DVDs, downloaded or streamed straight to movie-theatres via satellite.”® It means
that it can takes minutes, rather than days or weeks for a film to reach the movie-

theatre and time spent reloading and changing film reels is minimised. Although many

5 Belton, John, (1992) Widescreen Cinema, London: Harvard University Press.

% Fritz, Ben and Laporte, Nicole (2007) ‘3-D: The eyes have it! H'wood says more than gimmick this
time’ in Variety Feb 4 http://www.variety.com/article/VR1117958595.html?categoryid=1748&cs=1
(accessed 10 June 2009).

% Department for Culture, Media and Sport (2002) ‘Screen Digest Report on the Implications of
Digital Technology for the Film Industry” in Department for Culture Media and Sport
http://www.culture.gov.uk/PDF/Screen_Digest Report.pdf (accessed 22 March 2009).
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films are still shot on 35mm stock, the images are converted to digital during post-
production and the projection in movie-theatres is expected to match the quality of
35mm projection with any loss in resolution or depth of field seeming imperceptible
to the spectator.”” More importantly, the quality is retained throughout each
subsequent screening so that movie-theatres can rightly claim that they offer all
spectators the same viewing experience.’® This process is significant for the global
circulation of film as it reduces the temporal and spatial changes that are inscribed
into a film print when it begins to shows the marks of repetitive screenings in different
locations. When those individual traces are removed, exact replication of image can
take place on various screens simultaneously and, in a region such as South America
where the majority of countries use the same primary language, sound, subtitles and

auxiliary material can also be replicated in a similar manner.

While the above factors have the ability to interact with the standardisation of movie-
theatre spaces in South America and increase a homogenous viewing experience
across the region, the more important impact the new technology may have on South
American cinematic culture will be on the film sales to international markets. Because
extra content such as subtitles and dubbed audio tracks can be sent as separate file
types and added at the time of projection, the film product is more flexible and can be
adapted to the needs of the audience. This flexibility reduces costs and contrasts with
35mm reels where subtitles tend to be imprinted on the celluloid, so that the film print
could only be used by movie-theatres in specific areas or countries and could not be
exported to other regions. With South American producers and filmmakers frequently
struggling with the cost of post-production, any developments towards making these
processes cheaper and easier to manage is to be welcomed. As Tamayo and
Hendrickx note with regards to Peruvian film, post-production takes up around about
40% of the final budget and is particularly expensive as many processes such as a
Dolby sound mix or transfer to 35mm, have to take place abroad.*® Particularly
problematic is the fact that many producers embark upon a project without having the

necessary funds to begin post-production and there is thus a situation whereby films

5" UK Film Council (2008) ‘Digital Screen Network’ in UK Film Council
http://www.ukfilmcouncil.org.uk/cinemagoing/distributionandexhibition/dsn/ (22 March 2009).

%8 See Wasko, Janet (2002) “The Future of Film Distribution and Exhibition’ in Dan Harries (ed) The
New Media Book, London: BFI, pp.195-207.

> Tamayo and Hendrickx, Fianciamiento, Distribucion y Marketing.
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enter the stage of production but do not reach the greater sphere of cinematic culture
created by completed and exhibited works. Tamayo and Hendrickx state that

esta realidad, no solo peruana sino en gran medida latinoamericana, ha
conducido a que se incluyan en muchos de los fondos de apoyo al cine un
aporte especifico para la posproduccion. Es solo con esta ayuda que muchas
veces se completa un proyecto cinematografico hispanoamericano.®
this situation, not only in Peru but in the majority of Latin America, has been
the driving force to include specific support for postproduction in the funds
that support cinema. In many cases, it is only through this support that a
Hispano-American cinematic project is completed.
There is also much to be said for the fact that the move towards digital screening is a
change that represents the transformation from the physical to the transitory. The
physical constitution of the film object leaves power in the hands of those who can
afford control over its movements and its storage. Film-cans, with their bulky weight
and ownership details stamped over the front, suggest a presence that is not easily
malleable. If another copy is needed, the right office must be contacted, other persons
must be informed and time is taken to strike and send out another set of reels.
Unsurprisingly, larger and more experienced distributors and exhibitors have greater
access to and control over these processes. Small, independent companies, such as the
ones operating in South America, have to carefully plan how many prints to strike as
each unused reel is an expensive portion taken from the budget that cannot be
returned. However, if not enough prints are produced, success is hampered by the

limited screenings made available to the public.

Digital screening appears to overcome these problems and is surrounded by a
discourse of slick, quick hyper-technology. For the pioneers and promoters of the new
apparatus terms such as speed, flexibility, encryption and high definition are

essential .®*

Films no longer represent physical objects but are instead gigabytes of
data that can be transferred through cables and over airwaves around the world. While
various systems are in place to document and encrypt film copies, the physical object
can no longer be stored in a unique location or placed under lock and key. The new
digital technology is thus the site where some element of control is relinquished in

favour of the opening up of products to global flows. Although David Marshall claims

% Tamayo and Hendrickx, Fianciamiento, Distribucion y Marketing, p.20.
%1 See for example Barco, www.barco.com, Christie, www.christiedigital.com and DTS,
http://www.dts.com/digitalcinema/
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that digital exhibition reduces the number of film prints circulating and thus exerts a
form of cultural control,®? the circulation of digital data rather than physical objects
suggests an affinity with the free flow of information that the internet and other digital
technologies have encouraged. The film is once again open to retransmission in the
same way as was made possible with the ease and speed of reproduction brought
about by DVDs at the end of the twentieth century.

The ease of transmission, and thus the opportunity for piracy, is of concern for larger
studios, and for this reason a large part of the dialogue about digital cinema is devoted
to encryption and encoding practices.®® However, digital cinema does offer new
opportunities for small industries such as those in South America. Because copies of
films can easily be transmitted and duplicated, smaller companies can build on word
of mouth publicity to persuade movie-theatres to pick up extra copies. The formalities
involved in advance booking procedures no longer need to be rigidly adhered to.
Perhaps the most radical idea is that small production companies will have the
technology to produce their own cheap digital copies and thus sell films directly to
individual movie-theatres rather than go through the chain of sales agents and
distributors. The buzz words for this concept are ‘direct distribution.’

Digital opportunities and direct distribution have been celebrated as a way of
providing access and opportunity for independent and low budget films through an
infrastructure that can be used to circumvent traditional routes of commerce. The
benefits this should bring to small South American film industries can be summed up
by Harvey Feigenbaum’s suggestion that

as distribution costs drop, so should the barriers to showing foreign or
independent films. This should help film producers outside of Hollywood
amortize their costs over a larger market and thus make non-American film
industries more viable.**

Peter Broderick has similar optimism about technological advances for the

independent sector and notes that

independent filmmakers now have unprecedented opportunities. Digital
production is shifting the balance of power from financiers to filmmakers.

82 Marshall, New Media Cultures.

83 \Wasko, ‘The Future of Film Distribution and Exhibition’.

* Feigenbaum, Harvey (2004) ‘Is Technology the Enemy of Culture’ in International Journal of
Cultural Policy 10:3, p. 258.
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Filmmakers who can make movies digitally at lower budgets are no longer
wholly dependent on financiers for the resources and permission to make their
films. Likewise, new distribution models are freeing them from dependence on
a traditional distribution system that has been failing them. Powerful digital
distribution tools — the DVD, digital projectors and the Internet — are
empowering independents to increasingly take their fate in their own hands
and have a more direct relationship with their audiences.®
However, | believe it is worth intervening at this point to suggest a move towards
direct relationships with audiences in South America has yet to make significant gains.
Sales agents and other intermediaries continue to operate in the region and the signing
away of rights to distribution companies makes direct distribution, such as internet
distribution or direct sales to movie-theatres, void. Taking into consideration
Perelman and Seivach's claim that in Buenos Aires there are only a few people
controlling screen programming, the chance to circumvent the intermediaries may be

limited.5®

Although very low budget filmmakers or experimental artists, that are certain their
work will not be picked up by a distribution deal, can benefit from streaming their
films online, producing their own DVDs or organising single exhibition events,
independent companies that seek some kind of national or international exposure,
such as the majority of registered film companies working in South America, still
benefit most from a secure distribution deal that offers the potential for global
coverage. If independent companies distribute a film through the internet or other
means, the film is effectively in the public domain. Once in the public domain the film
is likely to have forfeited the possibility for any distribution deal as distributors
normally work on the basis of some sort of exclusive rights. There is the further
problem that direct distribution on the internet has become characterised as a channel
for low quality films that are the leftovers from sales agents. A vicious circle begins in
which independent companies do not wish their films to be consigned to the same
holding ground as poor quality works and thus attempt to find distribution in the
traditional networks which in turn places further power in the hands of the sales
agents and distribution companies. Caldwell suggests

individuals can make no-budget independent features, or interactive DVDs,
but unless such a producer contracts or affiliates with one of the recognisably

% Broderick, Peter (2004) ‘Maximising Distribution’ in DGA Magazine, January.
% perelman and Seivach, ‘La Industria Cinematografica en La Argentina’.
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branded sites or players, the film will probably stream with little or no

visibility.®’
Feigenbaum concurs with this when he suggests the that cheap technology brings
about an abundance of amateurish films that can overwhelm other independent films,
while at the same time production and distribution is made easier for Hollywood,
allowing it to retain its advantage.?® The question to be asked at the beginning of the
twenty-first century, then, is how these issues are being played out between South
American film industries and the traditional centres of global power that dominate

distribution and exhibition networks.

In South America there are signals that digital screening is beginning to leave a mark
on exhibition across the region and this technology is slowly gaining ground and
support amongst the government bodies and institutions that are taking increasing
interest in cinematic culture. In Bolivia, the national cinemateca has begun working
with the French based digital project Universcine. Run by the French government and
supported by the French embassy in La Paz, Universcine is a type of cinema by
internet whereby films can be downloaded and then shown in the cinemateca.®® Due
to the fact the French government pays for the rights for the films that are screened, it
is generally Francophone cinema that is exhibited under this project yet the
cinemateca is trying to expand the access to digital films that this system can provide.
There are plans for a project that will exploit the flexibility provided by digital
exhibition and allow audiences to use the cinemateca’s website to choose which films
will be shown and when. With regards to a larger regional framework, Recam also
commissioned a project at the end of 2007 to look at the feasibility of digital
exhibition and whether international funds could be obtained to support digital

initiatives.”

Nonetheless, symptomatic of the situation across the region, the majority of films
shown in the Cinemateca Boliviana are exhibited in 35mm. The Head of Archives,

Elizabeth Carrasco, noted that although technology exists to show a large range of

67 Caldwell, “The Business of New Media,” p.57.

%8 Feigenbaum, ‘Is Technology the Enemy of Culture’.

% Elizabeth Carrasco, personal communication: interview, La Paz, Bolivia, 4 November, 2008.

" Recam (2007) ‘Programa de Trabajo 2007 in Recam http://www.recam.org/programa.htm (accessed
22 March 2009).
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digital films, it has not yet arrived in La Paz.”* In addition to this statement, Tamayo
and Hendrickx found that in Peru in 2007, ‘cabe sefialar que existe una tecnologia de
exhibicion digital de alta calidad de la cual no existen aun salas en el Per(i.”" (it is
noted that a high quality digital exhibition technology exists but is still not found in
any movie-theatre in Peru). Although some digital screens had entered movie-theatres
by the end of 2008, as will be discussed further in the following paragraphs, there had
not been widespread uptake of this technology. This factor concurs with Gonzalo’s
findings in Argentina, also in 2007, that the conversion to digital screens is expensive
and thus digital exhibition

es una posibilidad que se encuentra en un horizonte lejano, y mas para nuestra
region, ya que por el momento, los costos de la transicion hacia el cine digital
profesional (es decir, de 2k resolucién minima) son prohibitivos.”

Is a possibility that can be seen on a far off horizon but for the moment,
particularly in our region, the costs of the transition to professional digital
cinema (that is to say, a minimum of 2k resolution) are prohibitive.

Even if the technology were to become available, there are still factors which mean
that South American filmmakers cannot bypass the expensive process of striking
35mm prints. In Peru, one of the contractual agreements between filmmakers
receiving state-funded support and Conacine is that they will deposit a 35mm copy of
their film with the film council within one year of completing the project.”* Tamayo
and Hendricks also note that

muchos fondos internacionales de ayuda a la produccién exigen su exhibicién
en sala convencional para considerar que el producto ha cumplido con sus
“obligaciones” formales de existencia, y por lo tanto demandan una
certificacion de dicha exhibicidn para completar la entrega de fondos al
proyecto.”

many international funds that offer support for cinema production require
exhibition in conventional movie-theatres before they consider that the project
has completed its formal obligations and often demand a certificate of said
exhibition before delivering the funds to the project.

" Elizabeth Carrasco, personal communication: interview, La Paz, Bolivia, 4 November, 2008.

72 Tamayo and Hendrickx, ‘Fianciamiento, Distribucion y Marketing,” p.19.

® Gonzales, '‘Buen cine en Buenos Aires,” p.132.
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cinematogréaficas peruanas de largometraje 2009’ in Conacine Peru
http://www.conacineperu.com.pe/concursos2009/ConvocatoriaybasesconcursoLM2009.doc (accessed
22 March 2009).
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The crux of this matter is the emphasis on ‘conventional’ movie-theatres as these
continue to operate mainly in 35mm and thus filmmakers are still obliged to work

with this format.

At the same time, it is important to note that while there is a lack of large digital
exhibition uptake in government-sponsored sites such as the cinematecas, or in
arthouse cinemas that tend to support national films, there is a low roll out of digital
screening taking place through the private sector. Across South America this has
mainly been introduced in the larger multiplexes where one or two cinema screens
have been converted to digital to capitalise on the ability to show the latest wave of
3D films. Movie-theatres such as Cineplanet San Miguel in Lima, Hoyts La Reina in
Santiago and Hoyts Unicentre in Buenos Aires have begun using the new technology
to screen 3D films which can be charged at a higher price and, in this way, recuperate
the cost of converting to digital. There is thus a situation whereby digital screening
technology is entering the region but is doing so through the larger, international

conglomerates rather than national exhibitors and distributors.

For national exhibitors wishing to make use of this new technology one of the greatest
challenges is the fact that the worldwide commercial cinema sector is increasingly
tied into an expensive standardised system when working with digital screens. The
Digital Cinema Initiative (DCI) was set up in 2002 by major studios to create a
standard operating system for digital cinema worldwide. The initiative puts forward
its aims
to establish and document specifications for an open architecture for Digital
Cinema components that ensures a uniform and high level of technical
performance, reliability and quality control.”
But a significant reason behind strictly controlling specification is so that film files
can be encoded and protected from potential piracy. The result is a highly complex set
of specification for all producers of digital screening technology should they wish to
be DCI compliant. Those projectors that are compliant thus tend to be more costly,

around US$70,000"" and since many are produced by North American companies’®,

® DCI. (2008) ‘Press Releases’ in DCI http://www.dcimovies.com/press/ (22 March.2009).

" Garrahan, Matthew (2008) ‘Viewing revolution poised to hit the big screen’ in The Financial Times,
Oct 20" http://us.ft.com/ftgateway/superpage.ft?news_id=ft0101920081602227176 (accessed 10 June
2009).
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importing them into South American countries often incurs additional tax charges.”
Due to the fact many Hollywood studios favour working with DCI networks there is
pressure around the globe to adopt their formats. This means that digital screening is
entering the region through studio supported exhibitors and, due to the likelihood that
these formats will become standard, it is difficult to see how local exhibitors will find
a way to circumvent the costs associated with these specifications.

A South American company that is trying to create its own intervention into the
global movements in digital screen technology is the Brazilian company Rain.
Working specifically to support independent film, Rain has been providing software
programs to manage, distribute, and screen digital media in a low cost manner. The
company has installed a number of screens, with exhibitors normally meeting the
costs, throughout Brazil and in other countries. It actively engages small distribution
and production companies and almost all films shown on its network of participating
movie-theatres are independent or national films. There are various initiatives in place
such as the Theatre on Demand scheme that allows a virtual community of Rain
viewers to vote on-line with recommendations regarding the films they would like
screened and in which movie-theatres.®’ This approach takes advantage of the various
ways in which digital technology can be used to link up spectators and independent
films whilst also signalling an interest in open partnerships rather than the closed
systems that characterise the way the majority of film distribution was undertaken in
the twentieth century. Nevertheless, exclusions and oppositions are put in place by
major studios as they refuse to allow their films to be screened on Rain’s open
Microsoft system, citing security concerns as the reason.®* While films managed and
distributed digitally by Rain can be shown on DCI compliant systems, other
distributors will not show their films on the Rain system. It means that a two tiered
system is likely to come into play in which exhibitors decide which system to support,

"8 Barco (2007) ‘Barco’s new 0.98 inch digital cinema platform fully endorsed by major Hollywood
studios’ in Barco, http://www.barco.com/corporate/en/pressreleases/show.asp?index=2019 (accessed
22 March 2009); Christie (2008) *Christie’s Digital Cinema Deployment’ in Christiedigital,
http://www.christiedigital.com/AMEN/EntertainmentSolutions/DigitalCinemaDeployment/ChristieDigi
talCinemaDeployment.htm, (accessed 22 March 2009).

" Cajueiro, Marcelo (2007) “Brazil Eager to Convert to Digital’ in Variety, Jan 17
http://www.variety.com/article/\VR1117957630.html?categoryid=1043&cs=1 (accessed 14 March
2009).

8 Hopewell, John (2007) ‘Rain launches TOD system’ in Variety, Nov 1
http://www.variety.com/article/VR1117975192.html?categoryid=19&cs=1 (accessed 10 June 2009).
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with the possibility that initiatives for independent films such as Rain may not gain

ground in other South American countries.

New media technology, including the spread of video on demand and other ways of
accessing film, was meant to have brought about democratic involvement in film and
opportunity for direct distribution. However, in line with Sassen’s analysis of the way
that traditional economic centres retain power in the circulation of global capital 2
established sites of power in the distribution networks remain even with the onset of a
digital revolution. Gill Branston comments that

celebratory accounts of audiences also tend to centre on the advanced
industrial world, or PC-owning sectors within it for the study of Internet
fandom, and ignore those cut off from advanced, or even basic,
consumerhood.®®
It is possible to say that the same can be said of celebratory industry reports in which
advances in new technology are acclaimed for bringing about new opportunities for
filmmakers. More often than not the opportunities are only for those that are operating

within the sites of established production and distribution networks.

Writing in 2002, John Belton dismissed the new digital cinema revolution with the
suggestion that exhibitors will not take to digital cinemas as the technology is too
expensive and ‘one obvious problem with digital cinema is that it has no novelty
value, at least not for film audiences.’®* By the end of 2007, however, more than 5000
digital screens had appeared worldwide with various deals brokered to encourage
exhibitors to undertake the new technology. And while the process of watching digital
screens may not have novelty value for spectators, it does offer opportunity for access
to independent and national films that have previously been limited by high print and
distribution costs. In South America, it is likely that new digital cinema will arrive as
it becomes the worldwide norm for the distribution of studio films. What remains to
be seen, however, is whether it allows a strengthening of national industries through
the prospects it offers to domestic films or whether it will consolidate the distribution

networks in South America as subsidiary circuits for studio-dominated distribution.

82 gassen, ‘Introduction’.
8 Branston, Gill (2000) Cinema and Cultural Modernity, Buckingham: Open Uni. Press, p.63.
8 Belton, ‘Digital Cinema’.
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Section 4: DVDs and the Other Side of the Market

Whereas the importance placed on the movie-theatre exhibition site and the move
towards digital screening represents a departure from the physical film object, the
repackaging that takes place when the film is moved into the final window of DVD
marks a return to the material object that can be held, owned and consumed at the
whim of its beholder. It is also the point at which film is divorced from its original
contextualisation within a national cinematic culture and redefined as cultural object
that may or may not retain traces of that contextualisation. If it is argued that within
the exhibition site, the attributes of cinematic culture are begun and circulated as
culture in the sense that it is accessible to a mass of people, it is within other windows
that they are made concrete and given longevity. However, an important difference is
that when the film becomes fixed on DVD, and circulates on that medium, it leaves
behind the meta-cultural discourses that are attached to theatrical exhibition, from the
press coverage that follows it as it appears in the multiplex to the attributes that formal
institutions bestow on it in cinematecas and other locations. When the meta-cultural
aspects are no longer there, it is the cinematic work which suggests the national
cinematic culture from which the film originates. The film thus becomes a
representative, rather than a part, of South American cinematic culture and in this way
can stabilise the idea of a national cinema. Although there have been various
reproduction technologies used, and still in use, for secondary windows of film
exhibition (16mm projection, VHS, laserdiscs and VCDS) DVD had surpassed all of
these forms by the end of the twentieth century in terms of annual sales and
technological possibility and is routinely considered the home viewing format.

Much of the continued impact of DVD as a home viewing medium relies on the way
that certain films are made desirable as objects to be retained but also on the way that
they are set up as items that may be collected together and thus give the consumer
cultural currency. Klinger notes that

although media industries do not control the activity of collecting, they have
played a significant role in inspiring its growth as a routine activity, a
commonplace aspect of the viewer’s relation to film. In league with other
social forces, these industries have had a dramatic impact on defining films as
collectibles in the marketplace and on shaping their reception in the home.*®

8 Klinger, ‘Beyond the Multiplex,” pp.55-56
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With regards to these “collectibles’ it is much easier to buy US DVD products in
South America than those of the domestic industry. Getino estimates that in 2007,
90% of films available for home use in Latin America came from outside the region
and 80% were North American.?® Concurrent with this statement, Chilean scholar,
Valerio Fuenzalida, made the point in 2008 that only 3% of audiences choose a
national film for home exhibition.®” The inverse of this situation lies in the fact that
various South American films gain DVD release in international territories but not in
their home country. When discussing the fact that the Peruvian film EI destino no
tiene favoritos (2003), found a North American DVD release but not one in Peru,
Barrow notes that

the irony seems to be that overseas viewers with access to the Internet and
DVDs now have greater opportunities to explore the cinema of this region
than those viewers located within the national boundaries of a country that
sorely needs the support of its domestic audience.®
There is thus a sense that, as with movie-theatre exhibition, local cinematic culture is
a hard-to-find cultural object and its “collectibility” is bounded by the access

consumers have to these objects.

Much of the access to local film products is tied in with the way in which DVDs are
made available to consumers and how this affects their status as cultural commodities.
When domestic films are on sale they are often placed in separate sections from the
Hollywood films that are considered to be the mainstream. Of the four countries under
study, Argentina has the largest number of domestic works in circulation on DVD. A
significant number of contemporary films that find theatrical exhibition gain some
kind of commercial DVD distribution within the country while some companies such
as Esmeraldvideo are working to re-release older classics onto the new format. These
DVDs are sold within record shops, book stores and other DVD outlets yet they are
often housed within specific sections. In the shops in Buenos Aires there is normally
either an ‘Argentine’ section where a mixture of old and new films is thrown together
or there is the more general but still specified ‘arthouse’ section where domestic films

are placed with other films that are considered non-Hollywood. In Santiago, the few

8 Getino, Cine lberoamericano, p.59.
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% Barrow, ‘Peruvian Cinema,” p.185.
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shops that sell DVDs also set the Chilean films apart from ‘mainstream’ films and the
collection of domestic films is often small as it has only been since the beginning of
the twenty-first century that the commercial distribution of domestic works has started
to increase. DVD piracy will be discussed in more detail in Chapter Six but it is worth
noting that it is frequently easiest to buy Chilean films from the pirate DVD sellers
who burn five or six domestic works onto one disc and sell it as the *Chilean
collection’ than it is to buy national films in commercial outlets. Across the border,
Bolivia does not have any infrastructure for legal DVD sales as rampant piracy means
it is rarely commercially viable for shops to stock DVDs. Instead, one of the outlets
for domestic films is through national newspapers that distribute Bolivian DVDs
along with daily papers. This method of distribution sets the domestic work apart
from foreign films that are advertised in the black market and gives the domestic work
a national specificity as it is sold alongside other national cultural indicators: the

newspapers.

While internet sites offer alternative opportunities to procure domestic works, South
America does not have established national versions of sites such as Amazon.com as
do countries such as the US, the UK and Germany. There are, however, some internet
sites that are available, such as the Chilean Feriadeldisco website, and these also
separate out national works from other films. Frequently, this process of
differentiation is beneficial to the domestic industry as it creates a niche in which
national films can be advertised without being lost amongst the plethora of US films
that overwhelm the market. National specificity, or even South American regional
specificity, is retained and the DVDs can be linked to a greater “local’ culture.
Differentiation also offers a stable place for the films in the commercial DVD circuit
meaning that, within South America, the cinematic culture has a space for longevity
outside the archives used by official institutions. At the same time, this separation can
have certain implications as to how domestic films are placed contextually. Their
visible segregation from the dominant US films suggests that the domestic industry
will always be a subsidiary of the larger industries and that these films should be
considered “‘arthouse’ or “specialised’ rather than mainstream.

When these films are then circulated on DVD through the global circuits of product

sales, much of this categorisation follows them and is retained in international markets.
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International DVD sales are particularly important as they are both a much needed
source of financial recuperation, due to the difficulties of gaining returns in the
domestic market, and also a way of promoting national industries abroad for both
cultural and industrial reasons. Although other countries in South America share the
same language and certain cultural traits, making them supposedly desirable markets
to disseminate national films, the markets in these countries are tied up by the
dominance of US films and offer fewer financial incentives than other international
markets where currencies are stronger and more money can be recuperated. However,
when films enter sales points outside of South America in, for example, a country
such as the UK, they are immediately placed outside of the mainstream and into
categories such as ‘arthouse’ or ‘world cinema’. This occurs in popular retail outlets
such as the high-street chain HMV and on-line at sites such as Amazon.co.uk and
Play.com. A similar process occurs in the US Amazon.com site and Walmart
supermarket chain. One of the few exceptions is in Spain where sites such as
FNAC.es situate South American films along with other Spanish language films,
including those from Spain, as a predominant category rather than just a sub-section
of the ‘world cinema’ sector. Leaving the Spanish market aside, there is thus a type of
segregation at work which informs the way South American films are considered as a
minority interest and outside the mainstream in the global sphere.

Due to their segregation into niche markets and because South American films
normally have small marketing budgets, the DVD must have a selling-point that
allows potential buyers to engage with the film. Sometimes this is based upon well
known directors and the cult of the auteur, but for films from South America where
few internationally known auteurs have emerged in recent years, the selling-point is
more likely to be based upon recognisable genre formats and well known character
traits. It is within this context that D’Lugo states that identifiable genres such as
melodrama have been used to cut across foreign audiences’ ignorance of local culture
or history. Describing the way this takes place in Argentina he suggests that

such efforts serve a double pedagogical function. They orient international
audiences through well-established rhetorical tropes that undermine the
presumed exoticism and difference between Argentina and other Western
societies. In addition, and of no less significance, the streamlining of often
complex details of recent Argentine history creates an internal distance for
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national audiences that enable spectators to see their own culture from a

position of renewed critical distance.®
A film such as the Diarios de motocicleta (2004), which was shot by a Brazilian
director, filmed in Argentina, Chile, Peru and Bolivia and coproduced by companies
from a number of countries, offers a good example of the way this can function. In the
first instance, the film is structured as a road movie through the continent. While set in
a distinct location from the US road movie, it follows much of the format and
recognisable traits of the road movie genre that has been made popular to global
spectators by Hollywood films. Furthermore, the main character, the revolutionary
fighter Ernesto ‘Che’ Guevara, has been idolised in popular culture around the world
and has emerged as one of the twentieth and twenty-first centuries’ most well known
archetypal figures. Whether or not spectators have detailed information of the
historical circumstances that surrounded Guevara’s rise to power in Cuba and death in
Bolivia, most are aware of the revolutionary myth type that his image suggests. In
addition to the thematic content of the film, the film starred Gael Garcia Bernal, a
Mexican actor who had by this point starred in Latin American, US and European
films and was thus well-known to international audiences. Lastly, as a coproduction
that included input from the UK’s Film Four and the US’s South Fork Pictures, the
film was in an advantageous position to benefit from their success at distributing films
in the international market. These elements combine together to reduce the distance
created between the cultural elements specific to the locations of the film and
international spectators who are the target audience for this material. At the same time,
it is possible to see elements specific to the DVD that help form an enduring bridge

between the producing culture and the receiving culture.

Due to the extra digital space available on the disc, DVDs can have a number of
extras added to them that can be accessed easily and independently of the main
feature. The most common extras to be found are that of the ‘Interview with the
Director’, ‘Director’s Audio Commentary’, ‘Making of the Film’ and various trailers
and marketing spots. As Grant notes, these extras are increasing the ubiquity of the
director or the auteur’s presence:

The interactive, intersubjective formulations of contemporary US auteurism
have recently been ‘commercially enhanced’ by the ‘infotainment extras’

% D’Lugo, ‘Authorship,” p.114.
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supplied on feature-film DVDs and by the near ubiquity of promotional

documentaries on the ‘Making of the Latest Hollywood Release’.*

However, when the director is not particularly well known, as is often the case for
South American directors abroad, the extra features have the ability to allow their
extended conversation to provide insight into aspects of the film that may not be
easily graspable. As Klinger notes

producing cultures such as media industries help to shape the non-theatrical
identities of films. Director’s commentaries on DVD, for example, are clearly
designed to sell films in the ancillary market, but they also play a powerful
role in negotiating film meaning for home viewers.**
It is this negotiation that has a powerful role to play in linking the culturally specific
within South American film to external audiences that do not have full access to this

culture.

The extras features on Diarios de motocicleta work at various levels to allow this to
happen. On the one hand, there is the “Featurette” which includes moments from
individual scenes alongside voice-overs from the director, Walter Salles, producer,
Robert Redford, and scriptwriter, Jose Rivera, amongst others. Their conversations
give an overview of the key ideas and themes within the film. Much of the comments
in the featurette suggest the universal qualities of the film such as Rivera’s
explanation that “we tried to present, you know, a story that just about anybody could
relate to.” This extra and the Director’s Interview suggest an outsider’s perspective on
aspects of the film and align themselves with the spectator that may be watching the
film from an international perspective. In the case of the Director’s Interview, Salles
offers a South American perspective but because he is Brazilian he points out that he
too, is distanced from cultural moments specific to other countries depicted within the
film. On the other hand, there is an interview with Alberto Granado, Ernesto
Guevara’s real life travel partner, who speaks from the perspective of an insider who
was involved with the cultural moments that take place and thus acts as a further link
between international spectator and the cultural content. Taken together, these various
extras bridge the cultural gap between the film and spectators in a way that the content

of the film may not be able to.

% Grant, ‘www.autuer.com?’.
%! Klinger, Beyond the Multiplex, p.10.
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Interestingly, there is evidence to suggest that the actual viewing of DVD extras is
relatively small yet the industry continue to place faith in their ability to make the
product more “sellable’.? Part of the reason for this lies in the fact that there is a
certain value placed upon the quantity of extra features placed on a DVD that extends
its worth beyond the quality of a film. Klinger points out that extras have become
such a feature of DVDs that it would now be unacceptable to consumers were the
DVDs not to have them and the worth of a DVD release is often judged less by the
quality of the text than by the extra features that are attached to the disc.”® As Deborah
and Mark Parker point out, there are some DVD releases, such as the 20" Century
Fox release for the film Fight Club (1999), which have so many extras that it would

take longer to watch these than to watch the film itself.**

However, many South American DVD releases offer only basic packages for the films
and do not make use of the full technological possibilities. Most films will now have
English subtitles attached and some of the original trailers or a brief text biography of
key members of the filmmaking process, but few have substantial features such as the
director’s audio commentary or an audiovisual interview with the director or cast. The
DVDs are also less likely to offer technological choices such as audio and aspect-ratio
options. Kendrick points out the way that consumer pressure from home movie
enthusiasts in the US encouraged the majority of US distributors to release films in
both the Original Aspect Ratio and Modified Aspect Ratio.*® Films that are only
released on one of the formats, particularly the Modified Aspect Ratio, appear less
conscious of the artistic importance of the different formats and less technologically
capable. When South American film industries attempt to sell films abroad it is
significant that the films may look impoverished and more “Third World” when the
DVD does not have these technological features and other high-tech aspects available
to the DVD format.

The above points highlight the fact that DVDs of South American films cannot simply
enter the global flows of distribution as a way of disseminating an artistic vision.

% parker and Parker, ‘Directors and DVD commentary’.

% Klinger, Beyond the Multiplex, p.10

% parker and Parker, ‘Directors and DVD commentary,” p.14.
% Kendrick, ‘Aspect Ratios and Joe Six-Packs’.
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Instead, they carry the weight of how the culture is embedded in the product with the
final product being formulated as a statement about the cinematic culture it comes
from either through its packaging or marketing. Parker and Parker state that
the DVD edition is essentially a reorientation of the film, often carried out by a
wide variety of agents, and subject to a wide variety of choices made by the
eventual viewers. Consciously or not, the DVD constitutes a new edition, and
it should be seen in these terms.*®
As South American films increasingly enter the international DVD market, the extent
to which the ‘new editions’ reflect and constitute the cinematic culture from which the
films originate is as much dependent on the filmmakers as those concerned with
packaging the DVDs. If the extras features are produced by the film company within
the context of the home cinematic culture, then this new edition is likely to be an
extension of that culture. If, however, they are produced by external distributors in
foreign countries, then elements of a new formulation of cinematic culture are

imposed.

At the same time, it is important to note that neither of these possibilities will ever
take place within a static field. Home viewing formats are caught up in technological
changes that move far more rapidly than changes to theatrical distribution
technologies. Whereas 35mm projection remained a constant theatrical viewing
format, with only slight divergences towards other projection formats, in the twentieth
century, home viewing went through a succession of changes in only thirty years from
VHS and laserdisc to VCD and DVD. In the beginning of the twenty-first century,
High Definition Blu-Ray DVDs are beginning to emerge with trade magazines,
industry figures and journalists predicting that they will overtake standard DVDs as
the common format.®’ For the consumers, the benefit offered by HD DVDs is
extended space on the disc so that greater resolution and extended extras can be added
with the possibility of linking to High Definition television sets for greater resolution

in the screen image.

% parker and Parker, ‘Directors and DVD commentary’.

%7 See for example Wearden, Graeme (2007) Studios Dragged into DVD Format War’ in The
Guardian, July 3 http://www.guardian.co.uk/media/2007/jul/03/broadcasting.digitalmedia (accessed
June 10 2009); Garrett, Diane and Fritz, Ben (2008) ‘Blu Ray Could Win High-Def Battle’ in Variety,
Jan 9 http://www.variety.com/article/\VVR1117978760.html?categoryid=13&cs=1 (accessed 10 June
2009).
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For small production and distribution companies, on the other hand, the new
technology begs the question of whether or not DVDs should be produced on this
format. Unlike big studios, smaller production and distribution companies are less
likely to have funds available for reprinting and releasing films currently on VHS or
standard DVD. There are a number of South American films that were released on
VHS but have not yet been made available on DVD. One example in the international
market is that Tartan Video released the Chilean film La frontera (1991) in the UK on
VHS but did not release it on DVD. The company went into liquidation in 2008 and
although other distribution companies have bought parts of its back catalogue, it is
uncertain whether or not La frontera will gain a DVD release. Apart from the classics
that are being re-released by Esmeraldvideo, and a few very well known films, the
majority of South American films available on DVD are those made post 1997 when
the format was introduced. This process is likely to be repeated with the new HD
formats so that the only South American films available on an HD format will be
those made post 2006. Unlike the VHS situation in which DVD players made VHS
players and VHS tapes redundant, DVDs can be played in HD players and so the
South American films currently circulating on DVD will not become obsolete.
However, it does mean that the South American film, as commercial product, will
seem ‘old technology’ and potentially less appealing. The overall result is that at the
beginning of the twenty-first century, South American films in the DVD window of
circulation are at the whims of technological changes and advancements as well as the
marketing and packaging strategies of distribution companies and sales sites that put

the films into circulation.

Conclusion

The point at which South American films are sold into distribution and exhibition
agreements is the point when the interventions of the state most heavily collide with
the commercial interests of private companies. While the state tries to reterritorialize
cinematic culture within the nation, intermediaries such as distributors, sales agents
and movie-theatre owners constantly deterritorialize cinematic culture by opening it
up to global flows. There is thus a situation in South America whereby cinematic
culture is frequently formulated through a private sector that exists within the national
sphere yet is never outside of or apart from the global flows that condition world wide

film circulation. Due to a wide range of historical and socio-political factors these
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global flows tend to favour and advance foreign films within domestic markets. In
1962, Argentine filmmaker and critic Fernando Birri made the point that

nuestras peliculas no son vistas por el pablico, o llegan a ser vistas con
extrema dificultad. Y esto, denunciamos, no por causa de esas peliculas ni de
nuestro publico, sino por el boicot sistematico de los exhibidores y
distribuidores nacionales e internacionales, vinculados a los intereses
antinacionales, coloniales, de la produccion extranjera, fundamentalmente el
monopolio de cine norteamericano.”
our films are not seen by the general public, or are seen only with extreme
difficulty. We denounce the fact this happens, not because of the films or
because of our audiences, but due to the systematic boycott from national and
international exhibitors and distributors who are linked to the anti-national
and colonial interests of foreign production which is fundamentally a North
American Cinema monopoly.

At the beginning of the twenty-first century the problems of distribution and

exhibition remain. While it is difficult to pinpoint a colonial attitude on behalf of

foreign production, there is still very much the sense that exhibition and distribution

circuits are monopolised by North American film.

At the same time, the global flows of film circulation are indispensable to South
American cinematic culture as they carry South American films out into the wider
international exhibition and distribution markets that are essential if films are to
recuperate sufficient costs. This is particularly true when the dynamic and organic
formation of cinematic culture in the commercial public sphere interacts with the
consolidating of culture at work in the DVD. These processes produce a South
American cinematic culture in the domestic market yet also provide a South American
cinematic culture to be consumed by the international arena. Furthermore, new
opportunities such as digital screening and DVD technology have the potential to
offer alternative means of circulating film and ways of readdressing the balances of
power that favour networks of secondary intermediaries, particularly when these
networks are beyond the local specificity, of a national, or even regional, context. This
aspect is particularly pertinent given that domestic exhibition space represents the
formative area for a national cinematic culture yet South American cinema is in a
constant struggle to occupy that space. Instead, traditional sites of power remain in

charge of the circulation of film and influence is consolidated in a private sector

% Birri, Fernando (1988) 'Cine y subdesarrollo (1962)' in Fundacién Mexicana de Cineastas (ed) Hojas
de cine: testimonios y documentos del nuevo cine latinoamericano, volumen 1, Mixcoac: Secretaria de
Educacion Publica, p.20.
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which often goes against the aims and endeavours of the state when influencing the

way cinematic culture is formed.



Chapter Five: International Interests

Introduction

While the process of working between a domestic and international arena is a
pertinent issue for both governmental organisations and the private sector, there are
also complex arrangements that allow South American films to meet other foreign
investors and become a product and process of international engagement. When
scholars such as Mouesca, King and Burton-Carvajal highlight the transnational
cooperation that has been at the heart of Latin American filmmaking since the advent
of cinema, they bring into focus the multifaceted and intricate relationships that
cinema practices grounded in one location can have with other production spaces.
This type of research successfully complicates and adds subtle analyses to the theories
of cultural imperialism that provide an overview of the encounter between dominant
cultural works and receiving cultures.” Although aspects of the cultural imperialism
argument have proven useful for analysing the unequal fields of consumption of
cultural products within South America,? it is also constructive to look at the other
ways in which South American cinema comes into contact with external cultures. My
approach is in contrast to a restrictive view of globalisation that suggests transnational
media unequivocally follows private enterprise’s historical pursuit of capitalist
objectives. Within this view there is often little space to develop an understanding of
the positive encounters which take place when cultures come into contact with one
another. Without moving too closely to the opposite side of the debate, where it could
be said that communities have unrestricted access to subvert, occupy and claim
cultural products fro