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			Synopsis

			Dr. Mervat Abou Oaf chronicles the journey of Egypt’s film industry from the days of its commencement to the contemporary era of digitization and streaming platforms, all while painting a better, brighter, and bigger picture of what the future could entail.

			The book maneuvers around significant dates and milestones, highlighting Egyptian cinema’s cultural, political, and economic importance.

			Through the lens of expert interviews, Dr. Abou Oaf examines regulatory frameworks operating backstage and maps out what’s required to sustain and develop a thriving industry, proposing a regulatory model that embraces economic prosperity, cultural values, and industry independence.

		

	
		
			Chapter 1

Rise and Development
of the Film Industry in Egypt

			Cinema has always been one of the mystical attractions of Egypt since its introduction in

			1896, with the screening of the Lumiere Brothers’s silent film on the First Projection of Motion Picture in Alexandria in Egypt, followed by the launch of the first Cinema Hall Lumiere Cinematograph in Toson, Alexandria, in 1897, all only six months after the invention of motion pictures by the Lumiere Brothers in Paris, France, in 1895.

			This chapter discusses Egypt’s film industry’s position in the Middle East and the region and sheds light on the industry’s background. Its condition is in a historical setting from 1917 through the 1940s until today. The chapter also highlights Egypt’s initiating role in the foundation of film Studios in the Arab world. Laws, legislations, and practices supporting the industry, its studios, and movie theaters are also presented, together with the nationalization and privatization of the film industry.

			The industry’s economic importance is revealed in this chapter, as well as the cost of films. The chapter also discloses reflections on film productions and distribution and the randomization pattern the film industry follows, among the significant challenges threatening its sustainability. The value of research sought to acquire an effective regulatory model for the industry in Egypt is also mentioned here, leveraging to regain its leading position in the region.

			Egypt’s Cinema Status in Historical Context

			Egypt was once the Middle East’s foremost producer of movies, and its buzzing capital, Cairo, was dubbed ‘Hollywood of the East’ from the early 1940s to the early 1960s. Egyptian films have contributed to spreading the country’s culture and its famous Arabic dialect across the region.

			In her article, “The Egyptian Cinema: The Industry of Changing Society,” Eman Rashid explains that the prominent Egyptian director Mohamed Karim produced two films in the film production company he built in Alexandria in 1917. Since then, over “4,000 films have been produced in Egypt, three-quarters of the total Arab production” (Rashid, 2015).

			In 1927, Egypt produced the first silent feature film, Layla; however, real progress in the industry was created when studios were built within its boundaries. After founding Bank Misr (the Bank of Egypt) in 1920, Egyptian economist Talaat Harb (1867-1941) founded Studio Misr (the first Egyptian studio for making films) in 1935 and was the pioneer in promoting this art, a primary move towards launching the identity of the Egyptian national economy.  Bank Misr was the first official Egyptian Bank with Egyptian shareholders, operated by Egyptian employees and operating in the national Arabic language. Under the leadership of Talaat Harb, the bank established numerous substantial companies in Egypt in diverse segments such as Misr Printing House, Egypt Air Airlines, Misr Insurance Co., and relevant to the research at hand “Misr Company for Acting and Cinema,” which was established in 1925 with a capital of 15,000 Egyptian pounds (more than approx.. USD 75,000). (Farid, 2010)

			Studio Misr Corporation for Dramatic Arts and Film launched in 1935, the first full film studio modeled after Hollywood Studios. Studio Misr was the largest cinematographic studio in Egypt and the region. Since then, it has been regarded as the founder of the film industry, targeting the fulfillment of filmmakers’ needs for film productions. The establishment is still operating, although its conditions have profoundly deteriorated after its nationalization by the government’s administration during the rule of Egypt’s late President Gamal Abdel Nasser (Nasser adopted a socialist ideology and, hence, sought to claim private enterprises for the overall benefit of the state).

			According to Dr. Magdy Abdel Rahman, a High Cinema Institute professor, Egypt used to produce approximately 50 films annually between 1945 and 1951. After the July 1952 Revolution, laws were issued to support the Film industry and classify it as a “cultural” product. In 1959, a few years after the July 1952 Revolution, the government established ‘The High Cinema Institute’. Film productions escalated to reach 66 films in the year 1954 (Abdel Rahman, personal interview, 2016). According to the journalist, film critic, and historian Samir Farid, “Till its nationalization in 1961, Studio Misr produced 57 movies from 1936 to 1956 and facilitated the filming of 125 movies from 1936 to 1960” (Farid, 2010).

			Besides its profit, Studio Misr’s fame and popularity attracted others in the field to build further studios. Consequently, many other studios were constructed. The most prominent studios in chronological order were Studio Nasabeyan in 1937, Studio Galal in 1944, Studio Al Ahram in 1945, and Studio Al Nahas in 1948. Egyptians born in these golden years of Egypt’s glamorous cinema production era succeeded universally. They were recognized internationally, such as Omar Sharif, who later moved to Hollywood, and director Youssef Shahin, whose films won awards at international film festivals.

			Dean of the High Cinema Institute in Egypt, Dr. Mohsen Eltouni, stated that except for Nasabeyan, all studios were operative until 2009 when the Egyptian TV-owned Media Production City studios merged into the industry. Other than Studio Misr, those prominent studios have been integrated into more giant cinema factories. He adds that Studio Misr is still functioning as an operative cinema factory with the Cinema City, dubbed the Institute of Cinema that the Ministry of Culture had developed earlier and is currently managed by the Egyptian Media Production City (Eltouni, personal interview, 2016).

			Cinema Advisor to the Minister of Culture and Prof. Khaled Abdel Galil explained that movie theatres constitute a significant factor that profoundly impacts the film industry. In Egypt, the first cinema was established in Alexandria in 1897,

			followed by many others, reaching 86 by 1926 – the end of the silent movies period. With the advent of sound in films, “the talkies,” movie theatres grew to 395 cinemas by 1958. Matters changed after 1961 with the initiation of television broadcast in 1960 and the foundation of the public sector for the cinema in 1962. Accordingly, cinemas declined to 297 in 1965, then 141 in 1995. (Abdel Gelil, personal interview, 2016)

			The denationalization of film production In the 1970s led to the privatization of the industry, excluding public studios, “two film distribution companies and cinema houses. Production capacity has gone down from an annual average of 80 movies in the 1980s to less than 20 a year,” (Farid, 2010). This was not entirely due to TV competition and the advent of newer distribution methods such as Video Cassette Recordings (VCRs).

			As explained by Farid, the decrease in movie theatres was due to the “deterioration of services in the public sector cinemas that were nationalized or expropriated, non-establishment of new cinemas for fear of …the Law of 1973 that allowed the minister of culture to intervene in the process of determining the cinema’s programming” (Farid, 2010); hence interfering in themes and timing of productions.

			Mr. AlSayed Fathy Shaqqra, the general director of the Chamber for Cinema Industry, further explains that laws, legislations, and practices have been enacted to endorse investments in building cinemas and movie theatres in shopping malls and movie centers.  As a result, 200 cinemas in 2001 grew to 400 in 2009, all before the January 25 Egyptian Revolution. Consequently, in 2009, 39 Egyptian movies were screened. However, this was a small number compared to the 120 foreign, mainly American, films.

			This demonstrates a severe impediment in the industry, specifically before 2011, because although the Egyptian cinema market has laws granting a more significant percentage of revenue for local film productions, American Hollywood companies regularly attain large market segments inside and outside the United States.

			Economic Importance of the Film Industry

			“Egyptian cinema, the greatest in the Middle East with an over 100-year history, is not just an entertainment tool; it is a huge industry representing an essential ingredient of the Egyptian economy. This industry witnessed many changes, eras of progress, and others of recession.”

			The Film Industry in Egypt used to be a significant source of national income, ranking second after the trade of Egyptian cotton in the 1940s and 1950s, before the 1952 Revolution. Egypt used to be the third country in terms of film industry worldwide, preceded by the  USA and India and followed by Turkey: “Egypt is the most productive country in the Middle East in the field of film production, and the one with the most developed media system” (Rashid, 2015). Yet, within the past decade, it has tolerated several shortcomings in an extraordinary political, economic, and cultural climate with a whole untried set of unstructured criteria, norms, and, in many cases, uncomfortable standards. Today, Egypt is troubled by the absence of clear, effectively implemented regulating guidelines for the operation of the industry. This is in addition to dealing with government censorship in media productions as a custom, including filmmaking. Heavy restrictions have also been imposed on Egyptian films to “ safeguard” the nation’s welfare, religion, public traditions, and culture.

			In her article, “Egypt filmmakers suffer from censorship, bureaucracy,” Hadeer Elmahdawy wrote, “Those involved in the film industry in Egypt are subject to censorship and strict regulation from the state, which has led a group of filmmakers to work to establish a “parallel” trade union to protect their rights and support their interests” (Elmahdawy, 2014). Still, these parallel filmmakers suffer from unions’ constraints for not being members of the Cinematographic Union and from censorship for not being graduates of the Higher Institute of Cinema, and thus carry no rationalization to be involved in filmmaking, not to mention many other unjustifiable reasons for restraints. The condition of cinema production has been declining lately, reaching less than 25 percent of the below-mentioned figures for various reasons. Most importantly, there are no comprehensive regulatory standards to embrace the existing realities of the industry and to be recognized by at least most stakeholders to develop the sector to leverage its performance in the future.

			According to Abbas, the average number of Egyptian films released in the market in the years 2008-2011 ranged between 60-75 films per year. This indicates the reduction in film production compared to the early years of the millennium. This status continued to plunge until it hit rock bottom after the January 25, 2011, Revolution. Abbas attributes this decline primarily to the global financial crisis. Film productions may be viewed as a marginal method of entertainment and amusement within a nation. However, artistic creativity and inspirational vision via filmmaking are integral and fundamental factors in countries’ and societies’ economic and cultural development worldwide.  According to Abbas (2014), the estimated revenue of films in the short/long run may be limitless. He explains that the amount of money this business needs is minimal compared to other industries. It cost around USD 320,000* to produce the movie Halloween (1978), which ended up earning *USD 75,000,000 and is likely to continue to make money for “a lifetime” (Abbas, 2014).

			In Egypt, the film “El Lembee” cost around EGP 4 million in the year 2002 (equivalent to approximately USD 451,000), and its revenue was more than EGP 28 million (equal to about USD 3.2 million) from internal and external distribution. He recently produced films like, “Abdo Mota” (2012), “Kalb AL Assad” (2013), and “Shad Agzaa” (2015), all earned over EGP 20 million (equivalent to approximately USD 2.3 million). However, the cost was lower than half this budget. As Abbas puts it, “A movie is the best investment one can make for the up-side potential versus the risk. They’re better than real estate, blue chip stocks, gold, silver . . . better than anything, with the possible exception of investing in your own education and spiritual enlightenment.”

			The cost of each film before 2011 ranges between EGP 7 million (equivalent to approximately USD 788,000) and EGP 18 million (equal to around USD 2 million). The film industry expenditure in Egypt is approximately EGP 480 million, equivalent to around USD 54 million yearly. This is an enormous amount of money for operating a business in Egypt. “The fact that a movie investment has an immediate potential of returning ten times what a 20 percent return on equity investment would mean the investor can afford to lose three out of four such investments and still be even. Thus, risk is relative to other investments and potential gain” (Abbas, 2014). He added that in the USA, a leading actor can cost USD 20 million alone, and a film would easily reach USD 100 million to USD 150.

			Million for production. Yet compared to India, for example, they produce nearly 900 features yearly, sometimes more.

			After the January 25 Revolution, the prevailing political and economic conditions affected the film industry in Egypt and the Arab market. Film production profits dropped due to reduced internal and external demand and the unsteady conditions in the film market, affecting film distribution. Besides “the competition Egyptian films have faced in the international market with foreign films generally, and American and Indian films more specifically.” This is in addition to film piracy in an ecosystem that lacks intellectual property rights, laws, and regulations.

			The cinema industry continues to face several obstacles. The Egyptian Chamber for Cinema Industry says a successful film with around EGP 25 million (USD 2.8 million) in revenues leaves its producer with EGP 12 million (USD 1.3 million) because movie theaters share half the income, and an additional 5 percent is deducted as entertainment tax.

			Such disparity, together with the mentioned figures, might highlight the importance of the industry in Egypt and worldwide and hence indicate this research’s value. This study hopes to provide a regulatory competent model that would help the film industry revive its days of glory by supporting its future enhancement, advancement, and growth.

			Figure 1: Timeline of Significant Dates in the Egyptian Film Industry

		

	
		
			Chapter 2

Current Analysis of the Film Industry in Egypt

			One of the leading Egyptian film producers and distributors, Hisham Abdel Khalek, explains that recently, there are mainly three “classes” in film production: A, B, and C. The budget allocated for each movie is indicative of each class. The first costs around EGP 15 million (equivalent to approximately USD 1.7 million) to EGP 25 million (equal to about USD 2.8 million). The second level costs from EGP 7 million (approximately USD 788,000) to EGP 10 million (equivalent to about USD 1.1 million). Level C costs from EGP 3 million (approximately USD 338,000) to EGP 5 million (equal to around USD 563,000). He adds that “A” class movies would entail megastars, luminary directors, and notable scripts written by prominent scriptwriters. A level ‘B’ film would involve well-recognized actors, experienced directors, and good hands. “C” level productions may introduce new staff led by a good director or a bold producer.

			In a nutshell, Abdel Khalek elucidates that when a film production is studied, producers are to project on two significant elements: the cost/budget of the production on the one hand and the estimation of the income/revenue to be expected on the other hand.  According to

			 him, salaries and payments are firstly determined; then comes the shooting with its equipment, location, duration, and technique. The postproduction dynamics follow this, including the soundtrack, editing, graphics, and effects. The last step concerns the number of prints and Digital Cinema Packages (DCP).  Hermosa Beach Filmworks says, “A DCP is the digital equivalent of a 35mm film print.  It is what you give to a commercial theater so that they can screen your movie on a digital (also known as “D-Cinema”) projector.”

			It has been stated that “Egyptian films still suffer from an imbalance between production costs and revenues generated, leading to only small profit margins. This situation has pushed producers toward low-budget films that appeal to a ‘third-class audience’ in an attempt for financial rejuvenation” (Essam, 2015).

			As for the income/revenue component of the production, it embraces the internal releases in movie theatres, the outside distribution, and the dissemination to television stations via satellite, cables,  and airlines, then terrestrial in quite a while.  As discussed later in this study, the above aspects constitute an intricate industry dynamic. Perhaps what seriously aggravate the situation are the currently enacted laws, legislations, and regulations that essentially impede the industry’s productivity in terms of production and distribution.

			Current Cinema Regulations in Egypt

			To understand how the industry is conducted, it is essential to be familiar with the existing regulatory framework, the primary legislative and legal structure, and other interrelated entities involved in the film industry in Egypt. Besides producers, distributors, and filmmakers, the involved bodies include the Ministry of Culture, the Cinema Industry Chamber, the Cinema Syndicate, the General Directorate for the Censorship of Artistic Works, and the Interior Ministry’s Public Relations Sector (Farid, 2010). According to the study conducted by members of the Chamber of Cinema Industry, other ministries are also involved in the film industry, each in its specifically defined capacity (Chamber of Cinema Industry, 2013) [Appendix I, Figures 4)

			According to Producer and Distributer Abdel Khalek (personal interview, 2016), this long trail is to be pursued before and during the film production process, demonstrating the challenges filmmakers tolerate, the most impeding of which is the ambiguity and inconsistency of the applied rules and regulations in almost all sectors of the above. Filmmakers operate in an environment saturated with confusion, suppositions, and presumptions during the pre and postproduction courses. This occurs when it comes to what may be considered illegal and what may not; what will be accepted and what will not, politically, religiously, and culturally, taking into account the dramatic variations in the public’s taste, perception, and expectations.

			Moreover, eight articles in the 2014 Egyptian Constitution directly or indirectly affect artistic works, including filmmaking. Article 67, “Artistic and Literary Creation,” promises to support the creators, protect their creative endeavors, and promote art and literature. It also comes in the article that “No punishments of custodial sanction may be imposed for crimes committed because of the public nature of the artistic, literal or intellectual product.” Article 65 covers freedom of thought and opinion, and Article 69 identifies intellectual property rights. Both pieces impact the industry, especially concerning article 185 of Law 82/2002 of the Intellectual Property Law, as demonstrated further in this study.

			Since the centennial, Law No. 82 of 2002 has been the copyright legislation that protects intellectual property, and its executive regulations have been the primary law regulating intellectual property in Egypt. The power of this law invalidates all previous laws that were concerned with holding intellectual property, including Law No. 354 of 1954 for copyright protection.

			Law 82 of 2002, the currently effective legislation encompassing cinema, includes four accounts on copyright and related rights and international agreements that Egypt is bound to, such as the Berne Convention for the Protection of Literary and Artistic Works in Egypt.

			Article 47 (Cultural identity), Article 50 (Material and moral civilizational and cultural heritage), Article 54 (Personal freedom), Article 66 (Freedom of research), Article 68 (Access to information and official documents), and Article 94 (Rule of law), all influence the film industry in Egypt as well as additional ones, yet of less impact.

			However, in most cases, those articles are not constantly implemented effectively and must be respected more. Due to the deficiency of reliable and deterrent legislative provisions regarding employment and competencies, decisions pertinent to the industry’s problems are evaluated and regarded inconsistently depending on various factors. Such factors include the status and significance of the leading star/s of the film, the scriptwriter, the director, the production house…etc.

			Law No. 13 of 1971 also regulates cinematic film screenings, including Ministerial Decisions issued by the Ministry of Culture. According to filmmakers and legislative experts, some ministerial decisions need to be amended, some laws must be modified, and others must be created from scratch to match and keep pace with the rapid evolution of technological developments and the incredible growth of digital productions and streaming platforms.

			Abdel Khalek explains that filmmakers commonly pursue a self-regulatory approach in their productions. They frequently make decisions depending on the connections, networks, and associations they secure with the state’s institutions and other influential and authoritative figures they may resort to (Personal Interview, 2016). Besides, there are the predicaments of routine and countless permits required for manufacturing, distributing, and screening productions within the consumer market.

			Director and scriptwriter Yousry Nasrallah (Personal interview, 2016) also explains that the threatening role of censorship then follows all these challenges. Restrictions, suppressions, omissions of content in the script or the final cut, and sometimes even the final version of the production depend in most cases on the personal qualities, ethical standards, educational and cultural background of the Chief Director of the General Directorate for the Censorship of Artistic Works. The frameworks for censoring decisions are indefinite, changeable, and often inconsistent.

			Another principal area of concern is the domination and monopoly of cinemas and movie theatres in Egypt to the benefit of a few specific entities and often to particular agendas, thus affecting the theatres’ availability, which in turn impacts the screening of productions in the market. Hence, this influences profitability and revenue, a threatening cycle that may lead to the industry’s depreciation and disruption. This is besides the fact that some cinemas are in desperate need of innovation, improvement, and discipline to attract spectators who fancy the world of cinema.

			The veracities mentioned earlier are presented and discussed in this study to demonstrate the extent of the non-systematization and randomization pattern the film industry in Egypt follows, which poses severe threats to the development if not even the sustainability of the sector in Egypt.

			Accordingly, the primary objective of the proposed project is to build a competent regulatory model for developing an egalitarian film industry in Egypt to leverage its future productions better. Minor objectives are also sought, incorporating the need to determine the regulatory standard/s necessary to create a competent model to serve best the film industry, the level of competencies needed in making the regulatory model for the film industry, and the requirements necessary to develop an egalitarian film industry. All the above mentioned is chiefly pursued to propose the competency model, which also aims at maintaining a profitable, well-sustained institution for the film industry in Egypt.

			According to Barrister Hussein Hilal Abdel Gawad, lawyer at Cassation and legal advisor to the Chamber of Film Industry, among issues that may have a direct impact on intellectual property rights and need to be addressed is the overlap of jurisdictions between ministries and certain agencies that may disregard the role of the Chamber of Cinema Industry as an official body representing the industry in specific affairs and seek ministerial decisions instead.

			He also explained that on August 6, 2023, Law No. 163 of 2023 was issued, establishing the Egyptian Intellectual Property Authority in line with the 2014 Egyptian Constitution to begin its duties no later than one year to one and a half years from the law’s formation.

			Law No. 163 has not been granted executive regulations or an explanatory memorandum yet; however, the body mentioned above aims to organize, care for, and protect property rights,

			in Egypt in a way that balances the guarding of these rights while achieving economic, social, cultural, and sustainable technological development to ensure a knowledgeable approach toward a strong economy.

			Strengths, Weaknesses, Opportunities, and Threats (SWOT) of the Film Industry in Egypt

			The SWOT analysis method in this research highlights the strengths, weaknesses, opportunities, and threats affecting the film industry competency in Egypt, both internally and externally, from the experts’ point of view and their professional and academic knowledge and experience. The analysis is an essential segment of the methodology sought in this research to examine the film industry’s current conditions in Egypt comprehensively. Therefore, after conducting the SWOT analysis, the researcher evaluated the outcome to decide on the best practices needed to create a competent regulatory model for the development of an egalitarian film industry in Egypt by addressing the industry’s weaknesses and threats, attending to the available strengths, and utilizing existing opportunities; as displayed in Figure 3.

			Film Industry Competency SWOT (Figure 3)
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							Strengths:

							•Profitable industry, large and deeply founded.

							•Was the second source of national income after cotton exports; the only industry that realizes 100% exports. 

							•Low cost production allows a good return on investment and revenue from both internal and external distribution.  

							•Known for its diversity, wealthy heritage and leading position in the region.

							•Long history of performance and acting since the 19th century.

							•Available and well-founded groundwork infrastructure supporting the industry.

							•A broad base of skilled labor force qualified workers and technicians. 

							•Qualified and talented actors and human resources.

							•The only Art Academy specialized in the industry education in the region including the Cinema Institute. 

						
							
							Weaknesses:

							•Highly fragmented industry.

							•Lack of effective support from the responsible authorities.

							•Although enjoying a well-founded infrastructure, progress, renovation and expansion in almost all segments in the industry’s infrastructure is needed. 

							•Need updates, revisions and renovation of the current legislations and decrees pertinent to the industry.  

							•Intervention in the industry’s production and distribution.

							•Inconsistent production and distribution infrastructure, network and unified framework. 
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