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s use of complicated elecirenic equipment. What business do
the Balinese have with such icons of medernity?

This video has won an impressive string of prizes as an eth-
nographic film (!). My own view is that it effectively, if inadver-
tently. captures the worldview ol a certain kind of Lonely Planet
tourist, although [ imagine that most of them would be a litle
less condescending.

In Darkest Hollywood: Cinema and Apartheid. 1993, 112
minutes. color. A video by Daniel Riesenfeid and Peter Davis.
IFor more information contact Nightingale Films, 5214 N. Lake-
~vood Ave.. Chicago, IL 60640,

In Darkest Hollywood: Exploring the Jungles of South Af-
rica’s Cinema. Peter Davis. Athens: Ohio University Press.
1996, 214 pp.

Rorert J, Gorpon and Grex ELper
University of Vermont

David Livingstone has a lot to answer for. His accounts of
travels and adventures in Africa were among the most popular
mass publications in the [850s, This was. after all, the era of
what Benedict Anderson called “print capitalism,” Fucling the
commercial tire was The New York Herald which hired journal-
ist Heary Stanley to “find™ the great missionary and explorer.

us assignment, coupled with Staniey’s own extraordinany
sense of selt-promotion, set the standard for many decades on
0w 10 undentake “exploration.” Stanley’s How [ Found Livine-
swone (1372) and In Darkest Africa (1890) were instant bestsel-
lers, The latter, in the words of one contemporary reviewer, was
“read more universally and with deeper interest than any other
publication.”

Later, as the era of print capitalism transformed into that of
“preture capitalism.” such publications were 1o inspire the Tar-
zan film genre, not only in name but in acts as well. What finally
conquered Africa was not the maxim so much as the movie
camera. Most Americans” knowledge of Africa comes from
movies. Feature films are especially persuasive in fonning
stercotypes. states filmmaker Peter Davis, because their aim of
touching the viewer on the emotional level frequently means
that a cntcal assessment of context is missing, and narrative
structures cement images and stereotypes into the mind of the
uncritical entertainment-seeking viewer. Indeed, if there is one
thing the here-reviewed corpus brings to the fore, itis the gener-
ally ignored Kinship between feature films and the documentary
enterprise.

[t is in this context and genealogy that the magnificently rich
in Darkest Hollvwood collection must be placed. [t is the crown-
ing achievement of Peter Davis, who is noted for his other docu-
mentaries Generations of Resistance and White Lager. The
product of five years of work, it features two hour-long video
segments, an accompanying beok, and a profusely illustrated
siudy guide. This project is the first sustained attempt to exam-
ine feature films made by Hollywoed and in South Africa with
and about blacks during the ferty years when Aparthetd was of-
ticial policy. This corpus has escaped the attention it deserves
because 11 was released just after Apartheid crumbled. With the

change of political fashions. it has sunk quickly into relative ob-
scurity. This is a pity because Davis reaches far beyond simple
anui-Apartheid propaganda to address serious questions about
film media—including {perhaps ironicaily) why a project iike
this would slip into relative oblivion. Although he origially set
out to make a three-part documentary, the disintegration of
Apartheid also meant the collapse of funding for the project. and
athird hour-long video segment was scrapped.

The study guide consists of a number of before-and-after
viewing questions. a historical summary on South Africa and
the world, a Black-and-White-in-Hollywood-and-South Africa
feature, and a chronology of major political events tabulated
with films made, as well as a glossary and suggested readings
and films for further explorations.

How did mainstream cinema (a.k.a. Hollywood) create a par-
tcular image of Africa, and, in panicular, of Southern Africa?
And why did Hollywoad ignore apartheid as a theme untii the
1980s, despite the obvious attraction of a simple moral message
about racism? The answer is obvious 10 many of the black intel-
lectuals interviewed in the film: there was no perceived market
for movies dealing with racism. [t was only with increased tele-
vision coverage of township unrest sparked by the 1976 Soweto
uprising—and. we would argue. the rise of the enormously suc-
cessful grass-roots movement of divesiment in the United

e

 TYRONE POWER
SUSAN HAYWARD
.fi'_mcHARD'EGAN

W ——

IZER

* COLUR BY DE LUXE

- CiNemaScopt

i nd

Early posters. such as this for Uniamed (1953), depicted Africans as
dangerous savages. Courtesy: Indiana University Office of Publica-
uons.
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Filming African Jin (Jim Comes to Jo'burg) (1949), the first full- A scene from Cry Freedom (1987). This “buddy film” tells of the
length entertainment film made in South Africa that used African ant-apartheid struggle of black leader Steve Biko (played by Denzel
aciors and had Afncans as central characters, It was made by non- Washington} who died as a result of police torture in 1977. Biko's friend.
South African white independent filmmakers just when apartheid white newspaper editor Donald Woods (played by Kevin Kiine). suffers

was beoming the law of the land. Courtesy: Erica Rutherford harassment when he investigates Biko's death in a South African prison.
Courtesy: Indiana University Office of Publications.

N!Xau. a San from Namibia who played the “Bushman” hunter Xi in The Gods Must Be Crazy (1979). Made by South Africa’s most prolific and
successful film director Jamie Uys (who was “all for” apartheid), this mockumentary became the most successful movie ever made in South

Africa, camning tens of millions of dollars worldwide. N!Xau, who works as a school cook and never supported himself by hunting. was paid
about $400 for his role. Courtesy: Daniel Riesenfeld
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States—ihat a potential market was perceived and films like Cry
Freedom, A Dry Whire Season. and A World Apart were :nadé.
Black critics were quick to point out that the heroes in all these
leatures are white. Davis's own answer, in his book, is more
complex: Hollywood's dominant trope had portrayed Africa as
a jungle filled with wild animals and savages and thus could not
deal with, or fit into the scene, the complexities of Apartheid.
While Afrikaners were increasingly porrayed as lile better
than Nazis, the South African propaganda counterattack had
succeeded in creating the idea that blacks were commu-
nists—creating an overall situation that was simply tco uncom-
sortable for a market-driven industry. Where blacks played star-
ring roles, they were always accompanied by a white buddy.
The first of the two video segments focuses on how the por-
trayal of blacks changed in films during the early years of Apart-
heid, with the Sharpeviile massacre of 1960 as the cut-off point.
Consisting of a melange of film clips and interviews with writ-
ers, actors. and film directors, this program reviews (he history
of films about South Africa and the impact of Hollywood on lo-
cal Africans as they teft the increasing stranglehold of petty. re-
strictive legislation. Three films made in South Africa that gave
prominent roles 1o blacks are showcased. The musical African
Jim or Jim Comes to Jo 'burg (1949) was the first. Interviews
~ith some of the original participants. including one of the stars
(Dolly Rathebe) and one of the producers (Erica Rutherford).
are especially valuable. While trapped in the practices of the era,
and thus rather patronizing by today’s standards, this film stands
oul as the [irst attempt to treat Afnicans as something heyond
Savages or Faithful Servants, Crv the Beloved Cowniry | 1052),
starring Canada Lee and Sidney Poitier, was certainly the most
international of these earty films. Clips of this film’s South Alri-
can premiere. atiended by one of the main architects of Apart-
heid. Daniel Malan and no blacks. certainly reminds one of the
ironic importance of nationalism. The final tilm discussed in
depth 1s Come Back Africa {1939). This imporant lilm was
made by Lionel Rogosin, an American. who worked in close
collaboration with local black intellectuals who wrote the seript
and acted in it. Here for the first tme viewers saw and heard
black South Africans talking about their own problems. This
theme is also proficiently examined in Davis's book, in the
chapter “Towards a Black Cinema: the Promise of the 1950s.”
For blacks, the bioscope was a means of escape into the world of
fantasy. Gangster movies and those featuring black musicians
were especially popular, and the video offers powerful hints of
the impact such movies had on South Alrica’s vibrant urban
township culture. The comments Davis gives about these films
are acute. For instance. they point out that the classic Crv the Be-
loved Country portrays justice as dispassionate and underwrites
liberal values. Yet, in joining dialogue at this level, both they
and the documentary ignore the overarching meta-narrative of
the “city as evil.” [n addition, what links both black and white
critics in (hese films is patriarchy. which cuts across the racial
divide. Of course, these films did not appear ready-made In
heaven. but were part of a long genealogy stretching back 10
David Griffith’s The Zufu's Hearr (1908). Davis’s book sue-
cinctly discusses the history of filming in South Alrica. and this
program includes some historical clips in which Griffith’s influ-
ence is patent. According to Davis. these early commercial cine-
matographic efforts portrayed Africans largely as “The Savage

Richard Attenborough, director of Cry Freedom (1987). Black intel-
lectuals criticized Atenborough because. although this film put-
ported to deal with the evils of apartheid. he nevertheless insisted on
deing so through white characters. Courtesy: [ndinna Umiversity OI-
fice of Publications

Other” and/or “The Faithtul Servant.” while a popular theme
was “Fabulous Wealth” (especially Diamonds!).

What black (and to a lesser degree white) South Africans
were allowed to see was highly censored. The South African
state was notorious for its puritanical concern about the impact
of movies on children and Africans. Correspondingly. 1t saw
film as an important propaganda weapon. We are given hints of
this with some vintage [ootage from Depanment of Intormation
tourism films. Meanwhile. films made for local white consump-
tion presented a fantasy world in which there were no blacks.
Missing, perhaps, is the most important lecally made film for
whites, Kimberley Kid, feawring American Country-and-West-
e singer Jim Reeves, in which South Africa’s Kimberley Dia-
mond fields are wransformed into an ersarz American Western.,
This film did much to associate S.A. with the U.S. by drawing
an implicit comparison between the 1wo frontiers.

The second video segment deais with movies made after the
1960 Sharpeville Massacre. Broadly. the theme now swilches
from ~Faithtul Servant” to that of muitiracial “Buddies.” Thus




theme is widespread, ranging from The Gods Musi Be Crazy
{19801 to the ostensibly mare political Cry Freedom (1987) and
Drv Whire Season (1989). This Buddyhood developed largely
because of Hollywood's keen sense of the changing market. The
comteast between South African filmmaker Jamie Uys (Dingaka.
The Gods Must Be Crazy), who believed in apolitical entertain-
ment films (and received large Government subsidies), and the
anti-apartheid genre thus appears to have been overblown. The
video is worth it alone just to hear the refreshing unclichéd black
South African commentary on the great “anti-apartheid movies™
of this era.

Finally. much itke the Great March of Unilineal Progress sub-
scribed 10 by the video (including most of its interviewees) and
Davis's book, the breakihrough occurs with Mapanzsula (1987).
2 low-budget movie about a gangster who becomes politized.
Bandits were long 2 major figure of admiration in townships be-
cause they were not beholden to the colonials.

Davis's book claborates on much of the video footage and
also goes beyond it Itis well-written in a relaxed style and gen-
erously illustrated with black-and-white photographs. The poli-
ties of filmmaking are particularly well described. His chaprer
on “Zooluology.” that strange fixation which filmmakers and
their audiences had for those termed Zulu, is outstanding. This
was 1o have been the subject of the third video. Historicallv. all
matters Zulu have always fascinated. especially in those recent
epics Zudie 11964). Zulu Daven (1980, and finally the big budget
South African-produced Shaka Zulu (1986). All these films por-
tray Zuiu as one of the “martial races.” and of course the more
courageous they are, the braver are the whites fighting them.
Containing numerous press clippings and interviews with the
director. William Faure. the segment on Shaka Zulu is espe-
cially valuable. Davis is never intrusive: both in the book and in
the videos he lets “the natives™ speak. and speak they do. At the
same time. as @ practicing filmmaker he is sensitive o issues
that academics would not normally feel are important. like
sound and the roie of technology 1n shaping productions.

The undoubted strength of this project. especially from an an-
thropological perspective, 1s Davis’s Keen sense of contextuali-
zation. Not only does this occur in the video iself. but both the
study guide and especially the book emphasize this. First he
looks at the immediate socioculwral context, and then he shifts
lenses 10 encapsulate the wider international system. Overall,
this is an extremely rich and valuable corpus for those interested
in visual media and ideology. Not only does Davis show how
Hollvywood helps shape our perceptions. but by wrning the cam-
eras on the movie-makers he raises all sorts of important issues
dealing with what is nowadays strangely termed “visual liter-
acy.” This brief review cannot do justice to the rich insights and
images contained within this corpus. Suffice it to say iLis prime
material not only for courses in visual anthropology or compara-
tive media studies. but also for courses on Africa.
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Bosnia Hotel: Kenyan Warriors in Bosnia. 1990 L
color. A video by Thomas Balmés. For more informii =
tact Filmmakers Library. 124 East 40th Swreet. New Yo

10016 (212/808-4980).
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This documentary explores Samburu perceptions of e
community. and prosperity through two intenwining 7"
The first chronicles the ritual that transforms a malke v
warrior, while the second focuses on three warmiom Wi =
their experiences as soldiers in the UN peace-keeping oo
in Bosniz. Southern Europe. The video presents the i '
between local collective visions and the global system =5
sented here by the United Nations.

Living in the semi-desert landscape of northers
Samburu are one of several Maa-speaking pastont
ties. Because of their similarity to the Maasai in I
and social organization, outsiders often lump e = 2
larger ethnic group. The Sambury themselves. howevar, BT
tain a distinct identity and refer o themselves as such. By mdan
of their age-grade sysiem. young men are initiaw jome wan
orhood. thus assuming the responsibilities of profviss
bure herds from the threat of animal predators ans £
their community against incursions by neighbonng f=
such as the Turkana and Boran. This element of Samiban o -
wonderfully illustrated in the documentary throts *
blessings. and dances.

Speaking effecuvely to the camera. the three wama™ = Ay
how they went 1o Bosnia without any knowledge o7 8 ST
eraphic whereabouts and uninformed about the causs &% %
fighting. One of the Samburu wamors remarks s om0
“we don't know the reason for the war.” Instead. 1
ments offer singular interpretations of the hatred DNiweNs
Croats. Serbs, and Bosnians. who they see as indistmgzisit |
“white tribes™ ridden by extreme hostility that reahios s NN
in the war by pitting “neighbor against neighbor.” Inierws: :
they engage 1n comparing their own defense sysien S0
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of spears and daggers used against enemics, 10 that of 1w bomds

“.‘.t‘

and bullets they witnessed in Bosnia. It is revealing oow
describe the distance involved in the technological W
where innocent civilians are killed, in contrast 10 the SRz
required by their own weapons, which allows @ perfect A
edge of individual antagonists. and entails. as one MBS
notes. that “we would never kill women and children.” 2

One of the successes of the video s its skillful itervii
a series of ethnographic vignettes between the W™ e
sonal stories. These vignettes effectively produce 3 VLR
rative of four voung males preparing for initiation nte WETE
orhood. Conversations between these young Qb -
intimate moments of smal! talk that reveal their desires and ;;.-,_"
ple joys. This is illustrated by the way in which they adnwiv e
other's newly shaved heads and count the smal! nicks of 1L
zor-like battle wounds. The documentary also sucocsstuliy o
corporates reflexivity by showing Samburu men whe openly &
knowledge and comment on the camera’s presense. SAVRERE
their trepidations about how foreign audiences nnght WP
the tribal rituals being fiimed. The inclusion of (hese momens
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