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1. Introduction

The Nigerian film production industry, known outsidf Nigeria as “Nollywood”, is one of
the biggest film production industries in the worldongside Hollywood in the USA and
Bollywood in India. The film production industry ifligeria has come to represent an
important economic sector since the 1980s. Itgs al cultural and social phenomenon. These

are the issues on which | will focus in this thesis

It is a cultural and social phenomenon due to #uoe that society is reflected in the films and
a large proportion of the population has the oppoty to watch and understand the films as
they are featured in the three main languages otitba Igbo and Hausa, as well as other
languages apart from English. According to Folulgu@eye (2007: 42), television has the
advantage of being able to reach a mass audiemlcasaa result, it is important to think about
the power and possibilities of this medium. Witk thtervention of the eye of the camera, a
“world of possibilities” will be opened up. In thigay, film has the advantage of being able to
communicate in a way that is understood as thdn tofitlife (cf. Sontag 2006: 221-227).
Therefore, a recovered truth is mostly demonstra@glinleye (2007: 51) points out that
realistic settings and topics that are close tdityeia Nigerian films refer to a kind of truth.
Here the question of the power of propaganda infithee medium is important because a
target audience could be influenced in a positiveegative way. “Media practitioners owe
the society a measure of responsibility. There &lasys been advocacy for freedom to
express ideas through the media; but there is @ toeeealize that there could be an abuse of
freedom.” (Ogunleye 2007: 52) How free Nigerianmiihakers are and how they deal with
their responsibility is an important part of thigesis. Furthermore, the critique on Western
models will be discussed in particular in termghed title “Nollywood”. “Nollywood”, as |
have already mentioned, is the name of the Nigdiliemindustry as it is known abroad. The
people | worked with are unhappy with this titledaas such, the discussion here of this title

will be of particular interest.

However, before | discuss these issues, an overeiepopular culture in general will be
given. | will introduce various definitions providdy different researchers. | do not wish to

emphasise regional differences but rather to reptethe discussion of popular culture and



how it is related to politics, as well as the rofeentertainment-education within this field.
Entertainment-education programs are interestingedas in terms of social and political
responsibility and awareness. Following this slawérview, | will introduce the Nigerian
film industry as a regional case study for popuaiture and politics. Considering the
research question “Why is the medium film usedeféect problems/challenges of the society
in Nigeria and how can it be implemented?”, a caitifilm analysis will be done, for which |
have chosen the filmhrugba by Tunde Kelani, 2010, Mainframe Productidxrugbais a
political satire that also includes a love storyodérnity, tradition, politics, and the health
care system are central aspects of this entertaaetication production. The subsequent
overview of the Nigerian social system, as welthas political and economic history of the

country, should support the reader’s comprehertditine interpretation of the film.

1.1. The geographic, economic, political and social bagkound of Nigeria

Nigeria is known as the giant of West Africa angapulation of over 150 millichmakes
Nigeria the most populous country of Africa, and 8 most populous country in the world.
The West African country covers 92,768 square kilte8 and lies on the Gulf of Guinea,
between Benin and Cameroon. Geographical charstitsriinclude both tropical and arid
zones that provide the setting for a broad rangeatfiral resources, such as a variety of
minerals, agricultural products and large petroleeserves, which in the 1970s became an
important economic resource and made Nigeria thathiest country in Africa during this
period. However this wealth was not distributed alyuand only a small number of
politicians and entrepreneurs were able to enjogperity, whilst the majority of Nigerians
were left poverty-stricken and struggling to suevief. Falola/Heaton 2008: 2, 181; Schicho
2001: 75, 89, 90; Rotberg: 2004: 1). Since the 18(0s, the mismanagement of petroleum as
the main source of Nigeria’'s wealth has contribuggdatly to economic instability, as
fluctuations in world petroleum prices and highdsvof corruption among government
officials in terms of the exploitation of foreignil ccompanies have made sustainable

! Central Intelligence Agency (CIA), World Factbooktigeria, updated July 2010, available online at
https://www.cia.gov/library/publications/the-world-
factbook/rankorder/2119rank.html?countryName=Nm&dountryCode=ni&regionCode=af&rank=8#ni

2 bid.



development difficult and have contributed to atoared level of poverty. The agricultural
sector is also a source of economic activity, fleameple cocoa, palm oil and groundnut
production provided the basis for the “cash crogdreemy during the colonial period. Today,
the production of yam, cassava, bananas, plantaces, maize, millet and citrus fruits is
important in terms of domestic consumption as aslffor export. The agricultural sector is
one of many areas of employment, including the hieatindustry, construction, the
manufacture of textiles and beer production, to tmoaenjust a few. | would like to underline
here the huge potential of areas of entertainntbeatre performances, music styles such as
juju, the afrobeat music of Fela Kuti and other imiasis, the growing popularity of hip-hop
and the film production industry, which has beccameimportant area of employment. (Cf.
Falola/Heaton 2008: 3-6; Schicho 2001: 78, 83)

Abuja is the capital of Nigeria and the countrydigided into 36 states. Lagos is Nigeria's
largest city and also one of the largest citiegha world. One reason for such a large
population is the migration of mainly young peofiiem rural to urban areas for education,
employment opportunities or other reasons (cf. [B#Heaton 2008: 5; Schicho 2004: 75).
The Hausa in the North of Nigeria, the Yoruba ia 8outh and the Igbo in the South East,
wield the most influence on the country due to sime of their populatioris Other groups
include the Fulanis, Kanuris, Tivs and Nupes, totioa just a few. Apart from these main
language groups, around 400 different languagesgoken in Nigeria. English has been the
official language since 1960. Following, Pidgin Esig, a combination of Nigerian languages
and English also became a commonly-used language the contact with British traders (cf.
Falola/Heaton 2008: 4; Schicho 2001: 75).

There are many religions in Nigeria, with Islam a@tristianity being the largest. The
majority of Muslims are located in the North of tbeuntry, where Islam first appeared
between the 1 and 14' centuries and where sharia favs part of the legal system.
Christians live mostly in the South, where Europ&mistian missionaries were established
from the 1840s onwards (cf. Falola/Heaton 2008: B:+Schicho 2001: 76). According to
Falola and Heaton (2008: 221), the fact that maigefans turned to religion is linked to
their hope of finding solutions for their probleni3he redemptive power of fundamental

% About 60 percent of the national population (8@@04: 39)

* For Sagay (2004: 88) the sharia law belongs tatméemporary problems beside the violent conflietsveen
Muslim and Christian religions in the North.



Islam and charismatic and evangelical Christianiytably the Pentecostal sects, had been
increasingly attractive to many Nigerians since 1B&0s. This attraction carried on growing
through the 1980s and 1990s, and has continuedouthd present day, as religious
organizations have offered a message of individabdation through prayer and faith in God.
Churches of charismatic movement have grown expgaiign...].”

Nigeria gained independence on th& Qctober 1960, after the lengthy reign of British
colonialism that began in 1861, when Lagos becant&raawn Colony (cf. Falola/Heaton
2008: xiv; Schicho 2001: 77). In 1914, the moddatesof Nigeria was established when the
British amalgamated the northern and southern giatates to form a unified colonial state.
Under indirect rule, local chiefs and elite classesre allowed to maintain their local
authority, while British subjects came under thdhartty of a central British colonial
administration. Following independence, Nigeria efhcinstability as a result of the
politicisation of regional, ethnic and religiousedities, which lead to the Biafra civil war
between 1967 and 1970. This instability and the lgmn ideal platform for sustainable
economic development, due to British interests unctdonial rule, contributed to the
difficulties in forming a government (cf. Lewis 2000101.102). The failure to implement a
civilian administration in order to create stalyilirovided the military with the opportunity to
increase their own governmental power (cf. Faloéafidn 2008: 6 - 9). From 1983 to 1999,
Nigeria struggled under military regimes lead byhdmmadu Buhari (1983-1985), Ibrahim
Badamasi Babangida (1985-1993) and Sani Abacha4{1998) (cf. Falola/Heaton 2008:
xix-xxiii; Schicho 2001: 75; Rotberg: 2004: 4). 993, the transition to democracy was
attempted with presidential elections that were \wgrthe powerful businessman Moshood
Kashimawo Olawale Abiola, who owned a number of pames. However, these election
results were annulled and Abacha became the new dfestate: “Abacha has been the most
vilified of all Nigeria's post-independence rulds his severe oppression in the name of
personal power, the further decline of the Nigeeannomy, and the relegation of Nigeria to
the status of a pariah state in international edffa(Falola/Heaton 2008: 229). He embezzled
a large amount of money and transferred it to werisank accounts all over the world. Since
1999, the government has been in negotiations Ritltopean banks for the return of stolen
funds. In June 1998, Abacha died due to a heatlatGeneral Abdulsalami Abubakar came
to power and began the transition to democracys€)un Obasanjo became the first civilian
president of the Fourth Republic in 1999, and veaslected in 2003. He was Head of State
until 2007. Falola and Heaton (2008: 234-241) idgrine greatest success of Obasanjo’s



administration as the reduction of foreign debtjolhwas possible due to the growth of the
Nigerian economy as well as the return of stolemdfu However he failed in other aspects,
such as reducing the gap between rich and poorg€ebperefore poor and rural communities
showed little improvement. Furthermore, Nigerigkkzat basic necessities and services such as
public transport, electricity, mains water, roads &aealth care (cf. Falola/Heaton 2008: 209-
242). Following election in 2007, power was transfd from one civilian ruler to another for
the first time in history (cf. Falola/Heaton 200871). After Obasanjo, Alhaji Umaru
Yar'Adua (who died last year) became President & tountry. The Vice-President
Goodluck Jonathan became the new Head of State ag B010. The next election is
scheduled for April 2011.

2. Methodology

During several visits to Nigeria, | became famileith the Nigerian film industry. Together
with my hosts, | had the opportunity of watchinguamber of films and also of reading film
reviews in newspapers and magazines. In order my @t qualitative research for my
diploma thesis, | spent two months (from mid-Jalyrtid-September 2011) in the South West
of Nigeria. | was able to benefit from the facttthehad already spent a semester at the
Obafemi Awolowo University lle-Ife, the same unisgy where | did my research. That is
how | got to know my key contact Dr. Foluke Ogudewho assisted me greatly with my
research. She introduced me to other importantdgin the field with whom | was able to
hold interviews, screenings, discussions and skvafarmal talks, which significantly
enriched my work.

During the first week of my stay, | met other keyntacts who supported me and gave me
useful advice in my search for a suitable film t@lgse for this thesis. The screening and
group discussion with students and members of, stdiiith was organized by Roland Ogidan
in the second week, was a good opportunity to geb\erview of relevant films. Most of
these were political satires. Participating in ¢iheup discussion helped me to understand the
main points and messages, and how these are paicbiv the viewers. My aim was to
choose a film by a director who was willing to b#erviewed. In order to avoid any

misinterpretations, it was important for me to warith Nigerian film-makers and to analyse



the film with those who had made it. Before | mende Kelani, the producer and director of
Arugba,| watched it several times with friends and callees, who helped me to understand
particular parts of the film. After preparing wédr the interview, | met Tunde Kelani in his
office in Lagos. The first part of the interviewwvewsed questions on his film-making in
general, and the second part involved a discussioftirugba, which greatly enriched my
analysis and interpretation. Furthermore, he gagéhma Mobile Cinema Report drugba,a
survey carried out by the University of Ibadan.

For general information on the Nigerian film indystl interviewed the following four
professionals within the industry: Bayo Afolabi, giyus Ekwuazi, Foluke Ogunleye and
Victor Okhai, who work as critics, writers, produseand trainers. The interviews lasted
between twenty and thirty minutes and were record#ti a digital recorder and later
transcribed. The interview guideline included gicest on the interviewee’s own interests in
film, as well as their point of view and perspeetion film in Nigeria. | will discuss these
interviews in the general section on film-makingNigeria. | will refer mainly to articles and
literature that has been published and edited lggiNins themselves or researchers who have
spent time in Nigeria. Because of the fast-growidystry, it was important to me that | use
current materials. | collected literature from wais faculties at the Obafemi Awolowo
University, including the History, Cultural Studi@esd Dramatic Arts departments for the
theoretical part of my thesis and also for therprtetation of the film, in terms of background
information on Yoruba language, culture, and relgi

The quotations from the interviews are shown itickain order to distinguish them from

quotations from secondary literature.

In the second part of this diploma thesis, | wititera critical analysis of a particular film in
order to discuss what is possible within the medafrfilm. | will analyse the film in three
steps, based on David Bordwell and Kristin Thompsdifrilm Art. An Introduction”,
whereby in step one | will develop a thesis? tkadentical with the general thesis of this

diploma thesis.

The second step will include drawing up a segm@manf the entire film. According to
Bordwell and Thompson (2008: 432), to make a seggtien, i.e. breaking the film into
sequences, is the best way to grasp the overglesbiathe film, including narrative form and

the sense of design. It underlines the formal asgdion of the film. Segmentation is



therefore important in order to understand how diféerent parts are connected and to
discover the patterns of the film. | will includest a few sections of the segmentation in my

thesis, though the complete segmentation can belfouthe appendix.

Step three will be to analyse the style of the filmterms of narrative form, film techniques
and interpretation. The first point here will beuloderstand how the film is put together as a
whole. For a narrative film it is important to umsi@nd the subplot or subplots that construct
the story, and to discover how they manipulate &@l#ys time, space and the pattern of
development from the start to the finish of thestdVith regards to my research question, it
is important to identify the following techniquestise en scéne, cinematography (image),
editing and sound. All these techniques are useagliite the audience through the film. It is
essential to keep the overview in mind in ordetrdge the progress of each technique. “How
does this techniquieinctionwith respect to the film’s narrative form?” (BoreMiThompson
2008: 260) and how does it contribute to the aumiEnexperience? Those are the questions
to be asked in relation to each film technique.

Setting, costume, lighting and staging are the fpameral areas of mise en scéne. Important
guestions include: “How do they function? How detlconstitute motifs that weave their
ways through the entire film?” (Bordwell/Thompsdp08: 158).

The three aspects of cinematography are “(1) thetggnaphic aspects of the shot, (2) the
framing of the shot, and (3) the duration of thetstiBordwell/Thompson 2008: 162), and
this includes a range of tonalities, speed of nmtperspective, frame dimension and shape,
onscreen and offscreen space, angle, level, halgiténce of framing and the mobile frame.
Editing contributes to the organisation of a filmthat it is the co-ordination of one shot with
the next one (cf. Bordwell/Thompson 2008: 218).ohder to discover how two shots are
joined together, several questions could be askenv are the shots graphically continuous
or discontinuous? What rhythmic relations are @@atAre the shots spatially continuous?
[...] Are the shots temporally continuous? [...]” (Barell/Thompson 2008: 260).

Sound guides the viewer through the images andigigh particular things to look out for
(cf. Bordwell/Thompson 2008: 265). In order to asal sound techniques, the following
guestions should be posed: “(1) What sounds argepte- music, speech, noise? How are
loudness, pitch, and timbre used? Is the mixtu@ssgpor dense? Modulated or abruptly
changing? (2) Is the sound related rhythmicallythte image? (3) Is the sound faithful or

unfaithful to its perceived source? (@hereis the sound coming from? In the story’s space



or outside it? Onscreen or offscreen? If offscrédew is it shaping your response to what
you're seeing? (5Whenis the sound occurring? Simultaneously with therystaction?
Before? After? (6) How are the various sorts afrgts organized across a sequence or the
entire film? What patterns are formed, and howhdy reinforce aspects of the film’s overall
form? (7) For each of questions 1-6, what purpasedulfilled and what effects are achieved
by the sonic manipulations?” (Bordwell/Thompson 0800).

In order to identify those techniques, it is impoittto understand how style shapes meaning.
For further interpretation, it is essential to itisnhow the various techniques are connected
and related, so as to be able to analyse thetstypigttern. During this analysis, it is possible
to discover the pattern the film-maker uses in predeliver a message or to make a
statement with the film. “One part of the direcsojob is to direct our attention, and so style
will often function simplyperceptually— to get us to notice things, to emphasize onggthi
over another, to misdirect our attention, to clarihtensify, or complicate our understanding
of the action.” (Bordwell/Thompson 2008: 308)

According to Barber (1987: 54) “[Bly participatinip the discourse that surrounds the
production and consumption of art, the researchestrfearn how to use the language of
artistic conventions: [...] Communication in art isora than a language — like semiotic
process: it is a process which is grounded in theditions of artistic production, that is, in
material reality.”

“Verstandigunga process of understanding of, and of agreememitathese manifestations
based on communicative interaction with their pieda and consumers.” (Szombati-Fabian,
1976: 1 cited in Barber 1987: 54)

Before | begin the next part of this thesis, | wblike to make a short reflection on my
research and writing process. Whilst | was in teklf | was just someone who was interested
in film and everybody tried to assist me. Howeverimy the reading and writing process, |
realised that | cannot simply be somebody who ier@sted in Nigerian film, because my
social background and the fact that | am not Nageare important aspects. | therefore asked
myself what gave me the right to write about thgéxian film industry, and about issues that
are reflected in the films produced there. My thHusgare similar to those of Smith (2007: xi-
xvii), who wrote about corruption in Nigeria and ovifelt that “focusing on corruption
stereotyped and oversimplified the lives of peopldé also felt that he ran the risk “of

perpetuating common Western misrepresentationdrafa®. However, at the same time it is



important not to turn a blind eye to the seriouslleimges and problems in Nigeria, or to
downplay them in any way. Just as in any other ttguthere are good and bad people. My
experience was that | was made to feel very welcantepeople provided a lot of assistance
in a variety of ways. | feel privileged to have hhe chance to spend time in the ‘giant’ of
Africa, though | also have ambivalent feelings wigigards to Nigeria. | would agree with the
sentiments of a Nigerian friend who said that heettimes loves and hates Lagos all at the
same time. Reflecting on the research and writioggss is therefore important, because it is
a different experience to just visiting a countfya read about Smith’s experience and his
ambivalent feelings towards Nigeria helps to legise my research. The statement by
Reinharz (1992 cited in Scheyvens/Storey 200319) laelps in terms of the legitimacy issue:
“Reinharz comments on the way that a lack of cosgaial research impedes our
understanding of complex development issues.” Shieferring to western feminist research
on so-called third world women. It should not be tase that we only study our own society
instead of learning about other societies. | alsovk from personal experience that it is not
easy to carry out research on your own commungythare are always people who know
better and/or have different points of view. Intteanse, it would seem that the exchange of
knowledge and the experience of learning from oraher are important aspects that should

not be forgotten.

3. Theories

3.1. Popular Culture

Before going into detail about film in Nigeria, lowid like to give an overview of popular
culture and arts in general. This introductory eefilon will familiarise the reader with
precursor theatre and also with video productioNigeria:

“Important parts of this concept were developeduadoNigerian arts, especially the Yoruba
travelling theater and the musical forms of fujdguaju, all three of which have now been
transferred into the video medium. The African paparts are a loose category comprising

cultural forms that occupy an indeterminate spae®véen the traditional and the modern-



elite, produced mainly by and for the heterogenenasses of Africa’s cities.” (Haynes 2000:
13)

Stuart Hall (2003: 2) discussed the term culturé pumt high culture against popular culture,
which was the classic way to debate culture at tina. ‘High culture’ was understood to
mean “the sum of the great idea, as representddeirtlassic works of literature, painting,
music and philosophy”, whereas ‘popular culturedost for “widely distributed forms of
popular music, publishing, art, design and litematwr the activities of leisure-time and
entertainment, which make up the everyday liveshefmajority of ‘ordinary people™ of a
particular time. In recent year, the anthropologaafinition has used the term culture “to
refer to whatever is distinctive about the ‘waylife’ of a people, community, nation or social
group.” (Hall 2003: 2, and Hall 1997: 2 cited indkrt 2008: 1) Furthermore, Hall (2003: 2)
emphasises the importance of meaning: “[...], culisreoncerned with the production and
the exchange of meanings — the ‘giving and takinmeaning’ — between the members of a
society or group.”

| would also like to add John Street’s (1997: #)niteon of popular culture, which provides
the following summary: “Popular culture is a forrhemtertainment that is mass produced or
is made available to large numbers (for example,t@avision). Availability may be
measured by the opportunity to enjoy the producbyrthe absence of social barriers to
enjoyment of it (no particular skills or knowledgee required; no particular status or class is
barred from entry).” Furthermore, Street (1997:c®ncludes that popular culture makes
people feel things, it allows them to experienaesaéions and “[I]t does not simply echo our

[their] state of minds”, it also moves people.

Popular arts interact with politics, economics aaligion: “Popular arts penetrate and are
penetrated by political, economic, and religioustitntions in ways that may not always be
predictable from our own experience.” (Barber 19872) Similarly, John Street (1997: 4)

understands popular culture as a part of politlesugh the connection between politics and
popular culture “depends on the conditions ancctvgext, on the type of popular culture and
the type of political system” (Street 1997: 16)this sense, politics is an important aspect for
a deeper analysis of Nigerian films. According tee8t (1997: 10) “[P]opular culture’s ability

to produce and articulate feelings can become dlseslof identity, and that identity can be the

10



source of political thought and action.” Furthersygoopular culture is a way to express the
wishes and desires of the people (cf. Street 198)/:

According to Karin Barber (1987: 2), the socialtsaare the most evident reason for giving
attention to popular arts. Apart from the sociallitpcal and economic relationship, popular
arts are also expressive acts and one importaatasptheir power of communication:

“All art forms communicate, even though many are¢ werbal, and those which are often
encode their messages in oblique, partial, andrfeaged ways. [...] Many African popular
forms make their effects through a combination eisim, dance, costume, mime, song, and
speech. In these forms the meaning cannot be ekitad from the words alone but is
conveyed by all the elements in combination.” (Barb987: 2)

Johannes Fabian (1997: 18) summarises in some t@iimms the reason for his statement
that popular culture has a journalistic currencgcaading to him, contemporary cultural
expressions stand in contrast to both modernity taadition and furthermore, “it evokes
historical condition characterized by mass commatioa, mass production, and mass
participation; it implies, [...], a challenge to apted beliefs in the superiority of ‘pure’ or
‘high’ culture, but also to the notion of folklora,categorization we have come to suspect as
being equally elitist and tied to certain condisdn Western society; it signifies, potentially
at least, processes occurring behind the back ¢hbkshed powers and accepted
interpretations and thus, offers a better concémpproach to decolonization of which is

undoubtedly an important element.”

In addition, the question of popular consciousnesmportant. Barber (1987: 4) concludes
that art forms do not reflect an already-constdutensciousness, but rather “a window is
given onto something is already fully present”. tRarmore, it appears to the author that
popular art forms “with their exceptional mobility.] will play a crucial role in formulating
new ways of looking at things” (Barber 1987: 4)isltalso important to point out how this is
implemented and influenced by environmental aspewtsch is discussed by Karin Baber
(1987: 5, 30, 53):

Firstly, she cites Trotsky (Trotsky 1970: 34 citedBarber 1987: 5), whose opinion is that
“[...] artistic creation” is “a deflection, a changjrand transformation of reality [...]". Barber
(1987: 5) then discusses how different environmesmgaects influence expression, such as
“by whom and by what means, in what circumstancesler what constraints, in whose

interests, and in accordance with what conventitivese arts are produced.” In addition, the
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historical context and economic environment, whachording to Barber (1997: 30) is one of
dynamic individualism, also hold an important idhce: “Popular art forms therefore cannot
be understood by a vague general explanatory appeadlonialism or social change. The
new consciousness they articulate is highly speaifid their meanings must be read through
the details of local social, political, and econoraxperience which is continually undergoing
historical change.” (Barber 1987: 53)

In order to understand popular art, Karin Barb@&8({ 34) identifies the following:

“If to understand what art forms are telling us @ibsociety, we have to understand them as
art forms, this means not just appreciating thestlaetic qualities in some vague way, but
engaging with them in a specific and detailed atieta “read” them according to their own
conventions. Their meanings, that is, are only comoable through a shared set of
understandings between artist and audience, prodautd consumer, about what kind of
things can be said by what genre; about the s@amfie of formal and thematic elements and
relations; about the role of the audience in thengvand so on.”

Furthermore, it is important to note that the artnappeals to the audience by corresponding

to something in their own experience or desiresRafber 1987: 39).

The film industry plays a significant role for erteenment. During the 1980s, a great number
of American, Chinese and Indian films were screeimedvery African city. However, the
rapidly-expanding Nigerian film industry came toplece these films. In the beginning,
dozens of films were produced in Yoruba by trawglltheatres, using their own styles and
topics. This movement has also had its effect an ttvelling theatre: “The television
comedy series format, for instance, had the efieaccelerating the Yoruba popular theater’s
transition from operatic dramas to naturalistic @stic comedy.” (Barber 1987: 25)

According to Birgit Englert (2008: 3), “the libersétion of radio and TV helped facilitate the
emergence of new forms of popular culture which mad have space on the usually state-
controlled media.”

To use popular culture to make political statemesrtdo express desires and wishes as
discussed above, is one way to utilise the meditmdeo and film. It is also commonly used
“to raise charity or raise awareness” (Street 181j): “Implicated in the idea that popular
culture can inspire political action is the ideatttt can or should be used as a mechanism of

social control. Popular culture features here asthe one hand, the source of dangerous or
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anti-social ideas and practices, and, on the othgra way of inculcating more socially
responsible or desirable behaviour.” (Street 132¥:With the first statement, Street’s (1997
32-34) argument refers to censorship, which shdugd liable for moral or religious

sensibilities, as well as sexual or violent behaxidhe second citation includes topics such
as HIV/AIDS, poverty and so on, which are typicabgcts for entertainment-education
interventions. In the next part of this chaptemyill discuss how these interventions use

popular culture as a platform for raising sociabasness.

3.2. Entertainment-Education

“The use of edutainment is premised on the hopepiaple would learn easily in the relaxed
atmosphere occasioned by entertainment. Its raatsbe traced to the didactic nature of
moonlight stories and fireside chats which manya&re better channels of socialization and

education than the classroom.” (University of Ibada

The following information on entertainment-educatie based primarily on the research of
Arvind Singhal and William Brown.

“Entertainment-Education (E-E) is the process ofppgely designing and implementing a
media message to both entertain and educate, ier dod increase audience members’
knowledge about an educational issue, create fhlerattitudes, shift social norms, and
change overt behavior.” (Singhal/Rogers, 1999, 262l in Singhal/Rogers 2004: 5)
According to Singhal and Rogers (2004: 5), “theegahpurpose of entertainment education
interventions is to contribute to the process oéaded social change, which can occur at the
level of an individual, community or society”. Tleemterventions contribute to social change
in two different ways: “First, it can influence mbars” awareness, attitudes, and behavior
toward a socially desirable end. Here the antieigpagffects are located in the individual
audience members. [...] Second, it can influenceatidience’s external environment to help
create the necessary conditions for social chahgjeeasystem level. Here the major effects
are located in the interpersonal and social-palitisphere of the audience’s external

environment.” (Singhal/Rogers 2004: 5, 6)
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According to Singhal and Brown (1996: 19), thera isigh potential for entertainment media
to educate the public on a diverse range of sdofts. They give five significant reasons
why more attention should be given to the educatipotential of entertainment media:

1. “Leisure and entertainment represent one of thet imgeortant megatrends of the"20
century. [...] Entertainment consumption continuesise steadily in both developed
and developing countries. Hence, the educationalitywf the entertainment media
needs to be considered more carefully.”

2. “Entertainment media options, spurred by advancesuch new communication
technologies as satellites, computers, fiber opt€®-ROMs, and cable TV are
rapidly expanding worldwide. As the hardware ofeetsinment media expand, the
choice of the software it carries becomes an ingportleterminant of whether or not
the media will be used responsibly in societies.”

3. “Development problems loom large all over the woHthnic conflicts, environmental
catastrophes, infectious diseases, hunger and éanaind unsupported population
growth. [...] The communication media represent anedrtant tool to disseminate
development messages. However, this tool needsetbaonessed judiciously and
pragmatically. The popularity, pervasiveness, arafitability of the entertainment
media make them especially suited to carry messagaducation and development.”

4. “[...]. Audience research in many countries showg thewers would actually prefer
to consume more socially-responsible wholesomertamenent, if only it were more
readily available.”

5. “Research evidence suggests that carefully-desigrrgdrtainment initiatives can
reach large audiences, educate them about devehbpimeics, promote behavior
change among them, and at the same time be conathekcable.”

(Singhal/Brown 1996: 19, 20)

According to Singhal and Brown (1999: 266), thetathiment-education strategy has spread
worldwide due to its grounding in development metieory. The central focus of this theory

is to promote partnership and co-operation betwesional governments and mass media,
with the aim of rural and national development {dtisa 1997 cited in Singhal/Brown 1999:

266), significant economic development, social geaand nation-building.

I will now give some examples of this, paying pautar attention to the Nigerian examples

based on the article “Entertainment-Education M&tiategies for Social Change: Promises
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and Problems” from Brown and Singhal. Firstly, steategy for the radio format will be
discussed. In comparison to television, film andtgnedia, the radio represents an especially
viable medium to carry entertainment-education @gss in so-called developing countries
as it is very easy to access. The advantages atra tladio program can be produced cheaply
and quickly (cf. Gilluly/Morre 1986 cited in SinglBrown 1999: 266) and does not require a
crew or much equipment. In the late 1980s and €HB0s, the John Hopkins University
Population Communication Services (JHU/PCS) colateal with family planning
associations in a number of African countries,udetg “Fakube Jarra” in Gambia in 1990,
“Family Affairs” in Ghana from 1990 to 1993 and ‘iBa-Uno” in Nigeria in 1988, to
mention just a few (cf. Singhal/Brown 1999: 267)ose to the radio format is the music
format, which can also be produced easily. “Chdicesl “Wait for Me” are two examples
from Nigeria from the year 1989 made in collabanatwith JHU/PCS, which promoted
family planning (cf. Singhal/Brown 1999: 271). Tkducation-entertainment can also take
many forms in the print media: the most famous elans the use of comics to address
issues such as AIDS prevention, teenage pregnairag abuse, prostitution etc. India,
Mexico, Japan, Thailand and many other countrieg l@long tradition of utilising comic
books for cultural and educational functions (ahghal/Brown 1999: 272). The use of this
strategy in television with the soap opera forrmest heen successful in the past and continues
to be so today. Telenovelas became particularlyjaopn Latin America and Asia, but also
in Africa, for example, “Cock Crow at Dawn” in Niga (cf. Singhal/Brown 1999: 269). As
part of the “Operation feed the Nation” program,ichhwas launched by the Nigerian
government in 1976 to seek ways of encouraging ige to go back to the land and farm,
the “Cock Crow at Dawn” series was designed to mtenthis idea and to control the rural-
urban drift (cf. Ogunleye 2007: 47).

According to Singhal and Brown (1999: 271), edwai issues are usually a by-product in
feature films due to the economic motives of sudmst They provide the following
examples of American productions or co-productiaith the USA: “Cry Freedom” about
Apartheid in South Africa, “Gorillas in the Mist”baut preserving the environment,
“Mississippi Burning” about the civil rights movemts in the American South, “Children of
a Lesser God” about physically disabled peoplehitstler’s List” about the Holocaust, and
“Philadelphia” about AIDS in the workplace (Singtgabwn 1999: 271).
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Many more examples from different countries all rotree world could be giverArugba, my
own example from Nigeria, is a feature film thaédishe education-entertainment strategy as

a basis, in contrast to the above-mentioned films.

With this short introduction, my aim was to illuste education-entertainment and also to
show that there are many forms and ways to ude biegan in developing countries in the

form of radio and television programs. Nowadaysious types of E-E exist and the strategy
has been applied all over the world (cf. Singhag/&s 2004: 8).

3.2.1. Definition of Terms

The term “enter-educate” was first used by the Jsétopkins University Center for
Communication Programs (JHUCCP) in 1988. Entertaimnis the format and education the
message. Drama, music and films were produced ke maople in developing countries

aware of family planning and to promote a birtlerdécrease (cf. Laisisi 2008: 179).

“Entertainment-education is defined as the procetsputting educational content in
entertainment media messages in order to increassl&dge about an issue, create favorable
attitudes, and change overt behavior concerningdueational issue or topic.” (Singhal cited
in Singhal/Brown 1996: 21) “The general idea isige the universal appeal of entertainment
to show individuals how they can live safer, haalthand happier lives.” (Singhal/Brown
1996: 21) The strategy provides a means to overctiraelimitations of entertainment-
degradation and boredom-education programs (cgh@aiiBrown 1996: 22, 23; 1999: 265).
“They [Entertainment-education programs] provideog@portunity to be socially responsible
and commercially profitable; further, they can madeication engaging and rewarding for

audience members.” (Singhal/Brown 1996: 23)

An important part of entertainment-education is imegration of local folk theatre, dance
forms, puppetry, storytelling and other traditigos Singhal/Brown 1996: 31).
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3.2.2. History

It should be acknowledged that the idea of conmgi@ntertainment and education to support
social change is not new, but is based on the fastarytelling. An essential part of the
informal education of people are folk theatres,ocgadramas, fables, moral plays, religious
music and so on, all of which include elementsh& éntertainment-education strategy (cf.
Singhal/Brown 1996: 23, 1999: 263, 264). They dlralao forms of storytelling, in countries
where a rich oral tradition still persists (cf. YWakna 1987, 1988 cited in Singhal/Brown
1996: 23). To combine this with modern mass meblannels such as radio, television, film,
video, rock music and so on, is a concept that hagéhe early 1950s. This strategy was first
institutionalised on radio in 1951, with the broasicof the popular British radio soap opera
“The Archers”. It was designed to promote farmingavation in Britain after World War II.
Similarly Elain Perkins, a radio scriptwriter innjaica, produced radio soap operas on

educational-development issues from the late 198@srds (cf. Singhal/Brown 1996: 24).

The conscious use of this strategy in televisiod ack music began in the late 1960s and
early 1970s. Miguel Sabido, from Mexico, was a p@nof entertainment-education on
television. He was inspired in 1969 by the educatieffect of a Peruvian soap opera called
“Simplemente Maria”. The story was about a womatedaMaria who came from the
Andean highlands and worked in the city as a maidhe same time she attended adult
literacy classes in the evening. This training bdlper to become a successful seamstress and
fashion designer (cf. Singhal, Obregon, Rogers 19@4l in Singhal/Brown 1996: 24, 1999:
268). The effect of the popular soap opera throughatin America was that the character of
Maria inspired young women to enrol in literacyssas and sewing schools. Based on this,
Miguel Sabido formulated the theoretical basis hed entertainment-education strategy for
television, and proposed a method for producingrésinment-education soap operas or
telenovelas. This included the incorporation of i@glodearning theory (Bandura 1977),
dramatic theory (Bently 1967) and archetypal the@iyng 1970). He produced seven
entertainment-education telenovelas in Mexico betw®375 and 1982, and met most of the
educational-development objectives such as promodidult literacy, a higher status for
women, family planning, and better treatment foildten among other issues, as well as
managing to reach a large audience. This providedmpulse for many other countries to
produce similar types of dramatic television se(@sSinghal/Brown 1996: 24f, 1999: 268).
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As mentioned above, the Johns Hopkins UniversifyuRdgion Communication Services, the
Center for Communication Programs in Baltinforand also the non-governmental
organisation (NGO) “Population Communications-Intgional® based in New York, are
organisations that have been important in the dgveént of E-E since the early days, having
assisted with the launch of the entertainment-ethrtatrategy in media formats such as rock
music, radio, television, print and theatre in salveso-called developing countries, with
generally positive educational outcomes (cf. Sit@mawn 1996: 24, Singhal/Rogers 2004
7). The British Broadcasting Corporation (BBC) Iscaa leader in the effective use of E-E.
With their programs, they support national intesetrough education, information and
edutainment (cf. Cody/Fernandes/Wilkin 2004: 24&4)2 The BBC World Trust Servite
established itself “as an effective advocate ohlextucational and E-E programming around
the world, advocating individual rights, tolerarared health” (Cody/Fernandes/Wilkin 2004:
259). Today many organisations worldwide are wagkath this strategy, with Africa Radio
Drama Associatichbeing the most famous one in Nigeria.

In 1994, the United Nations Population ConferenteCairo recognized E-E as a viable
communication strategy for population communicatibater, the U.S. Centers for Disease
Control and Prevention in Atlanta considered theptidn of this strategy to target
adolescents at high risk for drug abuse and HIVRI@f. Rogers & Shefner-Rogers 1994
cited in Singhal/Brown 1996: 28).

3.2.3. Challenges of Entertainment-Education

Phyllis Tilson Piotrow and Esta de Fossard (20@448) discuss the seven challenges, which
are identified by the John Hopkins University Centf Communication Programs
(JHU/CCP), as follows:

® also with the collaboration of USAID (United StatAgency for International Development)

® For further informationhttp://www.population.org/index.shtml

” For further informationhttp://www.bbc.co.uk/worldservice/trust/

8 For further informationhttp://ardaradio.org/home
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1. Too much education and not enough entertainmentlt is possible that audiences
will get annoyed if there is too much educatiortha media, if their intention is to use
media “to escape real-life problems”.

2. Too much entertainment and not enough educationThe problem here could be
that the entertainment aspect overwhelms the edacatide. As a result “the
audiences lose sight of the health message”.

3. Poor quality entertainment. Viewers will not be attracted by inappropriate
characters, plots or dialogues.

4. No credible urgency.The task for entertainment is to make a messaga secdible.

5. Routine recommendationsin the case of specific preventive health meassueh as
taking a daily contraceptive pill or breastfeeditg., it is more difficult to package
them in an entertainment story that has the desiffedt and is not boring.

6. No immediate personal relevancef people are not confronted in a direct way wath
particular health problem they tend to ignore thE Ehessage.

7. Controversies based on culture and tradition.It is important to be aware of the

culture and traditions of a society.

In order to become aware of these challenges, mmjgortant to get training in basic
entertainment-education skills. This was a necgsstap for JHU/CCP E-E series or dramas
(cf. Piotrow/de Fossard 2004: 44-46).

In addition, Brown and Singhal (1999: 272-275) idfgrstructural barriers to effective E-E,
such as:

1. The social structure of communities:whether or not the E-E is successful depends
on the members of a community and their collectiakies and beliefs, as well as on
how homogenous they are.

2. Social conflict: this point is similar to point seven in the listoae.

3. The organisations that control information: it depends on the censorship or political
leadership of the institution and/or governmentt@swhat kind of knowledge is
allowed to be transmitted via the media.

4. The media environment:not everyone has access to television or radis.titerefore
necessary to be aware of this in order to be abdedate the right story and choose the

right form of media.
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5. Language: the viewer responds more directly if the message itheir own mother
tongue.

6. Infrastructure limitation.

It is also important to be aware of the ethicaleasp“Who will determine what is right for
whom? [...] This dilemma is a structural problem hessathe social structure of each social
system and those in control of information will @®bine what social values or beliefs should
be promoter by media.” (Brown/Singhal 1990, 1999% 275)

According to Street (1997: 14), “[N]ot every filmvorks’, and the way film moves us is
different form the way music or television affecis.” With this hypothesis in mind, | will
introduce the Nigerian film industry in the followg chapter. | will also emphasise this
hypothesis in terms of the film analysis, in orderdiscuss the interaction between the
narration, sound and image.
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4. The Nigerian Film Industry

“The whites are going their own way.

But we too are going their own way!
That is not right.

We should go our own way.”
(Akinwumi Isold 2008: 14)

Film is a medium for the promotion, propagation gmeservation of culture. Many people
have used the potential of this medium to theiraadizge (cf. Johnson 2000: 200).

According to Jonathan Haynes (2000: 4), there areus reasons why attention should be
paid to Nigerian video films, which offer “the strgest, most accessible expression of
contemporary Nigerian popular culture, which issty the imagination of Africa’s largest

nation.”

4.1. From celluloid to video format

This chapter provides an overview of the negativé positive aspects of the video format,
through a demonstration of the modification.

Technology such as video and audio cassettes, gdmars, faxes and computers, partly
constitute what has been referred to by media achobds “small media” (Sreberny-
Mohammadi and Mohammadi 1994 cited in Larkin 20B09). They differ from the older,
‘big’ mass media such as cinema, television antrstations, in the following ways:

“Unlike state television networks, which require ss@e financial investment, or the
corporate production of cinema, small media areenttwcentralized in their ownership. This
makes them more like unofficial forms of populaltete, from rumors to jokes and mimicry,
in that they create cultural and political spacéx@mmunication that are outside of the

control of the state and corporations.” (Larkin @0R19)

® Akinwumi Isola is a Professor of Yoruba literatudeamatist, novelist, poet, essayist, literarycgractor and
screenwriter. He has a B.A. in French, an M.A. iardba Oral Literature and a Ph.D. in Yoruba Written
Literature. He has received many awards, includiegNigerian National Order of Merit. (Cf. Ogunle808:

ix)
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Similar to this statement, John Street cited Jatott§1990 cited in 1997: 12), who “talks of
the way that popular culture provides a ‘hiddemgaipt’ in which is written the anger and
reciprocal aggression denied by the presence ofirddion. The hidden transcript can be

found in rumor, gossip, folktales, jokes, songsials, codes, and euphemism [...].”

The declaration “Video is the AIDS of the film instey” (Rouch cited in Barrot 2008: 3) by
Jean Rouch, a French filmmaker who shot many faimsut Africa, could be seen to reflect
the attendant fear of a new media and demonsth&tenégative aspects of small media.
According to Pierre Barrot (2008: 3), it is notalevhat Jean Rouch wants to imply with this
statement. On the one hand it could be that hearaing people of the viral nature of piracy,
or on the other that he is drawing particular ditento the mass consumption that was
beginning to replace the technique of film, whergbgt a small group of people have
specialized on it. With the medium of video came plossibility for almost anyone to shoot a
film with cheap equipment and not very much knowkedout the fear was that this potential
could be misused. However, apart from these negasypects, the video format has provided
great opportunities for Nigeria (cf. Barrot 2008. 6

As Jonathan Haynes summarised, “from a commeroiak jof view these video films are the
great success story of African cinema” (2007a: rid &rom a cultural point of view, the
videos are one of the greatest explosions of popmu#dure the continent has ever seen”
(Haynes/Okome 1998 cited in Haynes 2007a: 1). Lpcatlucers work together with the
African audience without governmental or Europeasistance, and without the help of
international film festivals. This initiative hasdh a great impact on African cinema. In the
early years, video films were shot cheaply on vittgmat and were sold or rented as video
cassettes, which today have become video compsas.drurthermore, they are broadcast on
television all over anglophone Africa. Apart froimat, they were screened in theatres, small
video parlors, and even in rural villages wheraetant exhibitors came with televisions,

video cassette players or V-CD players and generé&td Haynes 2007a: 1).

According to Femi Shaka (2003: 41), the use ofuideo format as a narrative medium of
popular entertainment in Nigeria grew out of thdloleing two impulses: firstly the

fascination with modern technology, and secondéydpportunity to take domestic problems
and transform them into something creative. Thetgjraphic camera was an important

equipment for documenting ceremonies and this dadgination with photography is today

22



complemented by the video camera. The first s@ieople to commercially exploit the video
camera were traditional photographers, who docuedeptivate and domestic ceremonies
such as weddings, naming ceremonies, burials, contynfiestivals and so on. In this respect,
it was useful for the social documentation thatastially reflected in films today and in fact
it facilitated the transition (cf. Shaka 2003: 44,).

Video film production began in the late 1980s assult of a general economic collapse that
made celluloid film too expensive to purchase kdynes 2007a: 1). Shaka (2003: 42) also
argues convincingly that a significant reason far transition from celluloid to video was the
national economic depression of the 1980s, and stiesequent Structural Adjustment
Programme (SAPY regulated by the International Monetary Fund (IMRY the World Bank
(WB) after the oil boom decade of the 1970s: “Etiaéip SAP came with the devaluation of
the Naira. It was the adverse effects of the detaln of the national currency that stifled the
celluloid based budding Nigerian film industry. Toeative experimentation with the video
camera as a medium for narrative film was theredocensequence of the post-SAP financial
difficulties encountered by the filmmakers.” (Sh&GD3: 42)

Celluloid cinema had always been regulated and soras supported by the firstly colorfial
and later national authorities, because of theslamgestments of capital. They were aware of
the power of the medium and utilised it “to projemtltural nationalist ideology and a
favorable image of the country” (Haynes 2007a:&)nsequently in the beginning, film was
generally not meant for entertainment (cf. AdedoRQA8: 229).

“Film and its literary cohort (theatre) are the mqgsowerful instrument of social
transformation with sharp positive and negativeesdd@ herefore it is a delicate instrument
that must be imaginatively utilized. Techniques &yed in cinematography so often take to
ransom the feeling and emotions of the audience.teme (message), the camera angle of
shooting, the close-up, the flow, the aesthetiak mnsic always whip up human sentiments
for or against any issue treated. These are soubec@lm is an expressive means of
communication. Its language is the combination mtuype, motion and sound. [...] The

°The crisis of debt and stagnation of the Africanremmy after 1973-74 was linked to this overall dj@in the
world economy. That was the abrupt end of the raguist-World War Il economic growth. The price ofvra
materials increased, oil shocks and the rise ihirgarest rates worldwide etc. were consequendes (af.
Nafziger 1993: xvii, xviii). Nigeria undertook sea SAP’s: 1983-86, 1986-88, and 1989-91 (cf. Ngzi1993:
129-131).

! The documentary was more or less the only filnetiypthe beginning of cinema in Nigeria. The missides
used the films for proselytizing, the schools focialisation and the government for mass mobibgatvithin
the colonial ethos (cf. Ekwuazi 2008: 137).
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colonial Film Unit propaganda presentations didrogiee eyes of the Nigerian elites and
cultural proponents to use the nascent film traditio fight racial discrimination, political
servitude and injustice.” (Adedokun 2008: 229)

Most of the Nigerian films on celluloid that wereoduced by Nigerians themselves, such as
Wole Soyinka'sKongi’s Harvestin 1969, were social-political, being culturallynch
economically relevant to the country. Celluloidfilproduction is very expensive and as a
result, most of these films were financial failure$. Adedokun 2008: 230). In contrast,
video production was possible as an informal seattivity as the technology was cheap and
it was widely available in Nigeria. It thereforeodirished as a form of popular culture in
perfect indifference to the intentions of the auiires (cf. Larkin 2000 cited in Haynes
2007a: 2).

I would also like to mention some economic effettsrecent times, the film industry has
become an important sector of Nigerian economicwtro Film-makers produce films
exclusively in the medium of video in order to kekp budget very low. Pierre Barrot made a
comparison with the American film industry Hollywadoand discovered that “the total
production costs of some 1,600 Nigerian films med2006 is estimated to be less than US$
60 million, and is thus lower than the budget sfragle Hollywood film.”(Barrot 2008)

The legal market for films in Nigeria is a huge @ral runs alongside the black market. As a
result of this, statistics from the National FilmdaVideo Censors Board (NFVCB)are just
approximations (cf. Barrot 2008: 32). With the pwotion of an estimated fifty films per
week, the Nigerian film industry has become onéhefmajor sources of employment and in
2006 had over 35,000 guild association membershjtbla 2008: 47).

According to Larkin (2000: 221), small media protuare both heightened and threatened by
the problem of piracy. In Nigeria, piracy has iragsed the range of media available
enormously, particularly in terms of American, lawdliand Chinese films. “Piracy is now
central to the circulation of media flows withinetihird World.” (Larkin 2000: 221) The
author concludes that “many video entrepreneurdtsmmaselves as latter-day Robin Hoods,
robbing the wealthy media conglomerates so thatwbed’s poor can have access to
programs that are otherwise beyond their meangk{ih2000: 221).

2 The NFVCB has been based in Lagos since 1993theuBoard has subsequently opened other offices in
Abuja, Kano and Onitsha.
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Consequently, the piracy of Nigerian video produts$i by Nigerians themselves is a big
problem in the country and could even paralyseNigerian video industry (cf. Larkin 2000:
221).

In relation to this issue, Haynes (2007a: 3) comméimat marketers make more copies of
films than they acknowledge to the film-makers aisb sell copies of popular films. In
addition, television stations broadcast the filmghaut buying the rights and freelancers take
them abroad without the permission of the film-nraki@ order to sell them to countries all
over the world. Haynes (2007a: 3) also points bat the biggest problem is the lost revenue
from video rentals. There are thousands of shopNigeria that rent video films without
returning profits to the producers, because no a@sim exists for this (cf. Haynes 2007a: 3).
The film producer Amaka Igwe suggests two possétiategies to curb the power of the
marketers: one strategy would be to renovate cinbmsses and the other would be for
producers to collectively organise their own dimition outlets (cf. Haynes and Okome 2000:
70).

4.2. How free are Nigerian film-makers?

Before introducing some examples of this topicjll provide an overview of film censorship
in Nigeria in order to explain what is permittedid® shown, how censorship tries to control
what is produced by the film industry and which estliactors influence film-making in

Nigeria.

Independence from Britain in the year 1960 brougbt only a change to political and
economic policies in Nigeria, but also implied @iesv of the cultural and creative sector.
According to Paul Ugor (2007: 4), this new culturatientation gave birth to the
“Cinematographic Act” of 1963. This was the guidirejerence for film censors for many
years and it was the prerogative of the ministeseiect the films without criteria (cf. Ugor
2007: 4, 5)® In the 1970s, representatives from various ungrch as the Federal Ministry

of Labour, Lagos state social welfare, the Romath@i@ diocese of Lagos, the Methodist

13 Usually the chief federal adviser of education wespresident who headed the board. The otheicipants
were to include six official government members siore members represented voluntary agencies, four
members from the Lagos City Council, usually fivepresentatives of the three regions, and some
representatives of what was designated as “otherasts”. (Cf. Ugor 2007: 5)
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church of Nigeria, the Young Men and Women’s ChaistAssociation and the Supreme
Council of Islamic Affairs, became new membershaf tensorship board. These groups were
divided into different committees, which coveredirfaggeo-political zones in the country.
Their duty was to control and select both local emérnational films (cf. Ugor 2007: 5).
In order to obtain approval, a film should not:

1. Undermine national security
Induce or reinforce corruption of private and palhorality
Encourage illegal or criminal acts

Expose people of African descent to ridicule anatempt

o bk~ 0N

Encourage racial religious or ethnic discriminataomd conflict
(Ekwuazi 1991: 158 cited in Ugor 2007: 5)

The 1987 “Communication Policy” supplemented thiage provisions with terms that were
related “to the educational and entertainment valtidilms, its capacity for promoting
national unity, and its potential for enhancingioml culture” (Ugor 2007: 5). The military
extended their political influence to almost evaspect of national life, including the cultural
sector. They also had an impact on the Nigeriam ihd Video Censors Board (NFVCB) as
it was established in 199%.(cf. Ugor 2007: 5-12)
This board is made up of 48 memb@end carries out the following functions:

1. To license:
a. A person to exhibit films and video works
b. A premises to the purpose of exhibiting films amtkos works.
To censor films and video works.
To regulate and prescribe safety precaution todsemwed in licensed premises.

To regulate and control cinematographic exhibition.

o b~ 0N

To keep a register of all films and video works,
a. Submitted for approval for exhibiting throughougiria

b. Approved unconditionally

4 Decree no. 85 is the instrument for its establishinand was published in the official gazette ri.\2ol. 80
on September®] 1993 (cf. Ugor 2007: 6).

!> These members are professionals such as lawyerm|agists, historians, linguists etc., who arairted
usually by the Nigeria Film Institute, a partnepshirogram in film censorship. In special cases lagyg
assistants in Yoruba, Hausa, Igbo, Tiv, Urhobekits, ljaw, Efik and so forth were contracted (cigor 2007:
11).
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c. Refused approval subject to such conditions abdlaed may impose.

6. To keep a register for all:
a. Licensed films and video exhibition premises.
b. Film and video distribution companies.
c. Video shops, centers, clubs or associations.

7. To keep a register of all the film and video extuls

8. Keep a record for all necessary information on fimd video producers whose
work(s) is to be distributed or exhibited in Nigeri
a. Keep records of all changes in any register keghbyboard.

(Ugor 2007: 6, 7)

The board works with a 22-point list of criteriadaa 16-point technical sheet for assessment
in order to select the films, and utilises classifion symbols for different categories. (Cf.
Ugor 2007: 7-12). All details can be found in figarl.1. to 1.4. in the appendix.

According to Paul Ugor (2007: 11), this proces$ed#f from other film cultures. For example,
in America the rating board begins to assess affiinm the scripted screenplay, whereas in
Nigeria the film is completed before the flmmakéaes/e to bring it to the censorship board.
The cost for this varies from N15.000 to N20.000.

The board has three operational area offices, whighlocated in Lagos (South West),
Onitsha (South East) and Kano (North), and the dneadiers, which are located in the capital
city Abuja. These offices are not sufficient to toh the film industry across the whole
country, which has a population of approximatel® 1&illion people spread across thirty-six
states and a film production rate of about one fiknday. It is therefore easy for film-makers
to avoid the censorship process, selling or scngethie censored version only in premises
close to the office of the board and showing thgimal uncensored version in other
locations. Another problem is that private TV siaf are not interested in this issue and
display uncensored films regardless of checks gr@otential consequences. This applies

particularly to violent films (cf. Ugor 2007: 11-13

Another important issue related to censorship esititrinsic self-regulatory attitudehat
Hyginus Ekwuazi called “Hidden Censorship” (1998diin Ugor 2007: 14). This includes
the marketers, the producers, the two main relgi@inChristianity and Islam, as well as the

audience.
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In the Nigerian context, the marketers are buswe8sen who are responsible for the
distribution of the films. They also know the distitors, who are in contact with the
exhibitors or video club owners and so they hawesg to audience reactions. They therefore
get an idea of what kind of stories do or do nditased which stories are particularly popular.
In some cases they try to tell their own storiesvall and become producers or scriptwriters
etc. (cf. Ugor 2007: 15, 16). According to Ugor @20 17), this has a negative effect on the
film industry because they “confuse commerce wébthetics”.

The next group that influences the film industrg #éne producers. According to Paul Ugor
(2007: 16), the boundary between the producers thedmarketers is not visible. The
important difference is that some of them are &dimn the business of film-making, and
studied subjects such as drama, theatre, Englifheoarts at Nigerian universities. Some of
them have their own production studios, with Tumddani, Kenneth Nnebue and Amaka
Igwe being the most famous among them. They see#isfdrom banks, corporate bodies,
relatives or stakeholders that are interested iir tproductions (cf. Ugor 2007: 17).
Sometimes they are the producer, scriptwriter drettbr all at once. Tunde Kelani explains
it in this way:

“l just come across a story which | want to shart whe cinema audience and | go ahead to
do the story. That's all! You do not need to conanlbody before hand; neither do | need to
submit my material to anybody. I'm free. Its allan atmosphere of freedom.” (personal
interview with Ugor 2001 in Ugor 2007: 16)

The third factor is religion, which plays an imgont role in Nigerian society. The history of

the church began with white missionaries using ttke#&o proselytise people, but the

implementation is quite different today:

“Unlike their colonial counterparts, the Christiaideos are merely intended to evangelize in
a “supposedly barren cultural [spiritual] landscafigkome and Haynes 1997: 29) but also to
rationalize the root of contemporary human trava{ldgor 2007: 17)

In the early days of cinema in Nigeria, religioapits dominated the market. In the post-war
period, elements of sex and violence increasednm feading churches to suggest avoiding
watching such video films as they were “the orgathe devil, the idol of sinners, the sink of

infamy, the stumbling block to human progress,rtieeal cancer of civilization, the number

one enemy of Jesus Christ” (Miles 1947 cited in gye 2003: 106). Ogunleye (2003: 107,

108) identifies Christian video films as a reacttonsecular films: “They should be used to
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counter some of the negative fare such as sexendel apostasy, idolatry, etc. currently
visible in the popular video film movement. [...] TiNtgerian Christian video film utilizes
absolutes of good and evil. It outlines what shdaddoermissible behavior within the society
to ensure peace and tranquility.” According to Agie(2008: 239-244), the aim of Christian
video films is evangelism. They are used to teambutmorality, i.e. “to correct vices and
misdemeanours in the society”, and they have twgetagroups: the believers and the non-
believers, so as to influence them towards Chridgtia Teaching Bible messages is also an
important aspect (cf. Ogunleye 2003: 108). Simylalslam has a strong influence on film-
making in the North of Nigeria. Islam is not justeligion, it is also a way of life that is
reflected in the films. | will discuss these aspentdetail further on (4.3.3.).

The final factor is the audience, which has a $iggmt impact on the film production
industry as they decide which stories they prefet which ones they do not like to see on
screen. The Nigerian audience is a very active (L2f207: 19) and heterogeneous one.
Emasealu (2008: 146-148) identifies six differerdtegories of Nigerian video film
spectators: (1) local language-based audience whiefers to watch films in their own
mother tongue, (2) religious audience, (3) illiterar semi-literate audience is the type of
viewers who “use the video films as an escape rtmrta the drudgery of daily existence”,
(4) “sit-at-home” audience are housewives, houdpshehe unemployed, and students on
vacation, (5) new elite viewership who can affasdotty for cable service and networks such
as DSTV,CMTV, CTL and Trend TV, with channels suah Africa Magic and Nigerian
Movies, and the last category is (6) émigré and-Afritan audience: “[...] Africans who
have immigrated to such distant lands as Europ® &3d America apparently in search of
greener pastures. These video films offer themoibgortunity to romanticize their past as
well as have a glimpse at goings-on back home.|&ilpi these video films are invaluable to
their children [...].” (Emasealu 2008: 148)

In 1997, Ademola James (cited in Haynes 2006: 5h2)executive director of the Nigerian
National Film and Video Censors Board emphasisatlttte major issues of the time, such as
joblessness, problems within the legal system,igeistequity, freedom, politics, social
problems within education, medical services, haysfood, drug addiction and trafficking,

should be topics in video films:
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“Nigerian film makers should use their genius talgse and dissect the various urgent social
issues facing the nation today and proffer possblations via the screen if possible. It is not
an impossible task. It is part of their social wsqbility.” (Ademola 1997 cited in Haynes
2006: 512)

Video film production in Nigeria emerged during & of military dictatorship. During that
time film production, rather than journalism, coldd understood as a sign of “freedom of
expression” in Africa. Nigerian film producers aret afraid to show problems of drug abuse,
criminality and prostitution etc. in their worksf.(8arrot 2008: 45, 46). Including politics as
an important topic in video films has become muefers since the end of the military
dictatorship in 1999. One year after the end ofitam} rule, films about politics were
recognised as a money-making trend (cf. Haynes :20D4). As Haynes (2006: 526 - 528)
points out, the end of military rule in 1999 wast nbe solution to Nigeria's political
problems, but it has created an environment forenagen political debates in which topics
for discussion can be aired. The video industrydubés opportunity to place an emphasis on
political topics, with different film-makers prodiag films about presidents, dictatorships,
wars, the situation of soldiers, religious conflieind so on. Nevertheless, it is still dangerous
to discuss some topics in a direct way, for exammkgious conflicts show wars between
Christianity and so-called traditional religionsthrer than conflicts between Christians and
Muslims as this issue “is too inflammatory to beated”, as Haynes (2006: 529) puts it. To
discuss political problems or to make a politidcatesment in feature films, film-makers take a
rumour from society, turn it into a script and thtarow it back to society. In order to achieve
this they use metaphor, as it would be too dangetowconfront the government in a direct
way. The Censors Board would not release the fitich the film-maker would not be able to
make a profit from it. Nigerian film-makers do nodve absolute freedom to express their
thoughts. The limits placed on this expression ddpmn how a person tells a story and how
another receives it (cf. Ekwuazi personal interviéd20). For exampld he Brave Soldiely
Don Pedro Obaseki, is a film about the lives of é¥ign soldiers. The Nigerian Censors
Board demanded it be edited because of concerrissttemes in the barracks would
undermine discipline. The film-maker was also bdilb®t to show the film in a location close
to a military base (cf. Haynes 2006: 529). Amadpakio, a female film-maker, made a film
that went against the Catholic Church, which wamled outright by the Censors Board. The

film-maker subsequently took the board to court aftdr about seven years, she managed to
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win the case. However, at the same time the Cef&masd also won as they did not approve
of the film and the film-maker spent a lot of mor@yit only for it to no longer be relevant.
The only positive point was that she was able tpthat she had won the case (cf. Okhai
personal interview 2010; Ekwuazi personal intervi2@10) Another example is the film
originally titled Guns of Biafraby Simi Opeoluwa, that came out in 2000. It wassftrst film

to deal with the very traumatic subject of the Mige Civil War. It is about an Igbo military
officer who is posted to the northern part of tleeirtry and who is married to a northern
Muslim woman. When the war breaks out, he is foricetlee to the South to take up arms.
Opeoluwa was forced to edit the film and also tange the title due to strong similarities
with the Nigeria/Biafra Civil War, which occurrectiveen 1967 and 1970. In the end, the
film was released under the tifldne Battle of LoveThe film was pushed in the direction of
melodrama precisely to blunt its political edgefagnes 2006: 529)

Agogo Eéwdand The Campus Queeare films that deal with government and corruption
They are both directed by Tunde Kelani and wergally banned but later released after an
“offensive scene” had been removed, though thergeditm was banned completely from

being shown on television (cf. Okhai 2009).

Victor Okhai’s answer to the question of how fragedan film-makers are to express their
thoughts is as followsit is a matter of how someone tells his or hemgtdf a film is okay or

a title registered decides the Censors Board ineNa They do not climb down on
filmmakers if they show for instance corruptiortheir movies but if it begins to border the
current president in a direct way and if the peoplleo works at the censors board are not
feeling comfortable with it they are also afraidtbéir own jobs.”(Okhai personal interview
2010)

Nigerian film-makers use the medium of film to ¢atbe audience’s attention and alert them
to their political rights and duties, in order telfhthem become a critical civil society and to
initiate movements against corrupt political leatigp in Nigeria (cf. Ogunleye personal

interview 2010).
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4.3. Different types of film and genres

“A film like any work of art supposed to entertainis supposed to educate, it is supposed to
portray society at the way it is. Functionally & supposed to correct ills in the society. |
bring some of these things to limelight and sugggsivays out of these problems. Most
Nigerian films don’t do that. It is just entertaiemt and very little education. That is what the
majority does. But there are some play writers, sdihm script writers, some producers that

produce high quality films.{Afolabi personal interview 2010)

In the following section, | will discuss the diftart types of film used to make political
statements. The subsequent explanation will demaieshow these various types of film are
used and what kind of social effect they potentidlave, or rather just how powerful this
medium is. The examples referred to are basedlgloseFoluke Ogunleye’s (n.d.) list in the

article “The good, the bad and the future: Nigexateos and democracy.”

4.3.1. Entertainment

According to Adesanya, newsreels and documentargproducts of a colonial heritage that
has been continued, whereas feature films are made in a Nigerian way:

“While newsreel and documentary production wasrayoaer from the colonial heritage, the

imperative need to produce feature films gave tasan intellectual movement initiated by a
handful of writers and private film and performiags graduates, not only in reaction to and
rejection of alien cultural domination but also reinstate our own cultural heritage and

reorient our own people suffering from a coloniantality.” (Adesanya 2000: 37)

Most of the films that are produced and are wethkn in Nigeria belong to the
entertainment category. These films address esfigntiomestic issues, such as love and
romance, and include issues of how to find trueeJanoney and poverty in relationships,
dating and marriage, inheritance, polygamy, farmfelyds, business and how poverty in the
family can affect choices made by family membergtiter topics tackled by film-makers in
so-called crime stories and which are commonlyrpged in Nigerian films, include armed
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robbery, prostitution, money rituals, the adventfaife spiritualists and so on (cf. Laisisi
2008: 181, 182).

According to Haynes (2006: 511) there are threenniygdes of video genre that constitute
politics in Nigeria: Traditional rulership films give examples of kingdoms etc. amime
thrillers, film-makers display money rituals for example, eihhave deep roots in Nigerian
cultures and have figured prominently in Nigeriadewo for a long time. The third genre is
family melodramawhich is highly influenced by soap operas andcdless glamour and
political issuegcf. Haynes 2006: 521, 522). It is common to foratellmelodramatic film
titles in order to hide the political undertonesteod film, as in the case of the film | mentioned
earlier that was originally titled “Guns of Biafra@ut was changed to “The battle of Love” (cf.
Haynes 2006: 529). Foluke Ogunleye (n.d.: 5) waddcomediego this list of genres. They
are used to explore sensitive political issued) wite example of this beirpare Apa’se wa
which is a caricature of President Obasanjo. Armrogxample iNight of a Thousand Laughs,
which isa collection of performances by stand-up comedvams use their artistic licence to

comment incisively on sensitive political matters.

Videos, especially the genre of melodrama, areuemited by Anglo-American television
soap operas, Latin American telenovelas and Indliars. Various melodramatic elements
such as the predominantly domestic settings, meltigerwoven plot lines and an emphasis
on dialogue rather than action, are common to sgepas, telenovelas and Indian films. A
film is also very often split into two or more partHowever, in spite of this similarity of
style, foreign influence on Nigerian melodramadeiss significant than that of their own
precursors, such as the Yoruba Travelling Theatréhe Igbo Onitsha Market literature,
which were full of melodramatic elements (cf. Hayrn2000: 22, 23). Thus, in order to
analyse Nigerian video films, it is much more intpot to take a closer look at internal
influences. However, it is not easy to ignore iaflaes from abroad as we live in a global
world. The film-makers themselves are the only omkee can answer the question of whether
they used foreign soap operas as a model for fimirproductions, or whether they used

Nigerian theatre and literature.
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4.3.2. Documentaries

According to Hyginus Ekwuazi (personal interviewl1R) most of the stories told in
entertainment movies are also portrayed by docuaneriiims. In comparison with feature
films, it is the documentaries that have the steshgmpact and which play a major role in
touching peoples’ lives. They discuss issues sushfeanale genital mutilation and
widowhood. Uncouth playing with lifeis a documentary made by a woman about female
genital mutilation, and it has had a positive intpac the legislation relating to the ban on
female circumcision in Edo State. These subjecisasge also reflected in feature films but
those films do not achieve the changes that doctanefims do.

Propaganda films are a sub-category of documefitary and in Nigeria are mostly used by
people in the government in order to manipulate iafldence a target group (cf. Ogunleye
n.d.: 5, Ogunleye 2007: 41). The history of filmNingeria shows that this medium has been
used to address many issues. In the early daysniablmasters used the medium for
propaganda and it continues to be used in this lyathe government today (cf. Ogunleye
personal interview 2010). Foluke Ogunleye definafleent categories of propaganda
movies, which will be described in detail as follwPropaganda utilizes a systematic and
organized modus operandi with definite sets of gjo@he ultimate goal is to persuade the
target audience to think or act in a specified Wé@gunleye 2007: 42) The author utilises
the term “hidden persuader”, cited in Vance Packirdlescribe the relationship between the
medium of television and propaganda. This relaestite way in which people are
manipulated without them even being aware of ithdts therefore become a primary
instrument for governments, public figures, induads, religious and other organisations, to
persuade the target audience of their point of (&@wOgunleye 2007: 42). There are several
types of propaganda®moralistic art propaganda, propaganda of integmatiagitation,
conformist propaganda, rational propaganda andioels propaganda” (Ogunleye 2007: 46)

to name just those that are relevant to this study.

In the following part, | will provide some examplesesented by Foluke Ogunleye in the
paper “The hidden Persuaders: Nigerian Tele-DramdaPaopaganda“. A positive example of
propaganda isMy Father’s burdenby Wole Soyinka, the first play to be broadcast on
Nigerian television in August 1960. This play wassdribed as an incisive criticism of the

new Nigerian bourgeoisie and their role in briband corruption (cf. Olusola 1981cited in
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Ogunleye 2007: 46). Ogunleye (2007: 46) includas txample in the “propaganda of
agitation” category.

As part of “Operation feed the Nation”, a prograrhiethr was launched by the Nigerian
government in 1976 to seek ways of encouraging méige to go back to the land and farm,
the serialCock-Crow at Dawrwas designed to assist this idea and to conteoluhal-urban
drift. The television program, which can also beluded in the “propaganda of integration”
category, portrays a family who stays in the citg #&aces various problems. For example, the
father loses his job and the children get into ltieuas a result of negative peer influence,
which emphasises the disadvantages of urban Idea Aesult of this, the family moves back
to the village and the farm and things changeHlerltetter (cf. Ogunleye 2007: 47).

Religious propaganda connected to conformist prapdg is another type of propaganda that
is common in Nigeria. For exampl€he Beginning of the En@ Christian tale of morality)
by Bamiloye, shows the life of Christians and corepat to how the “non-Christians suffer
for their folly” (Ogunleye 2007: 47, 48).

The question of how to use the medium of film E@responsibility:

“Tele-drama can be a very potent force in propagatigsemination for good and for evil. In
the right hands, it can be used to build a united morally upright society. In the wrong
hands, however, it can be a time bomb which wheond¢ed can blow a whole society
apart.” (Ogunleye 2007: 51)

4.3.3. Edutainment

This category forms the main part of this studye Tihm that will be analysed in the empirical
part is an example of thenter-educateconcept, also referred to adutainmenfiims. The
producer Tunde Kelani (personal interview 2010) asised by the BBC World Service Trust
to make an HIV/AIDS awareness film.

The enter-education concept follows a quantitasimd qualitative research method. For the
qualitative research methods literature review, t&oin analysis through target media
monitoring was used. Quantitative data were geedr#trough questionnaires (cf. Laisisi
2008: 177). Today the enter-education conceptesl as an effective communication tool for

almost all pro-social educational messages. Acogrth Laisisi (2008: 179, 180), “[I]Jt is like
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a Siamese twin with dual personality. While enfarteent attracts and holds audience’s
attention by engaging their emotions, educationaanbs the knowledge and skills of the
learners to be able to maximize their potentials.”

The author concludes that problem identificatiohg tanalysis and involvement of
stakeholders, profiling of the problem, participgtoscript development, as well as
production, monitoring and evaluation of such petge and the suggestion of workable
solutions to the problems identified are the majmments of enter-educational films (cf.
Laisisi 2008: 180).

The enter-educational format is sub-divided into twain categories, with the first including
films produced as conventional commercial filmst thigo address social and developmental
issues, for exampleédwo Ale(topic: HIV/AIDS), In the Name of Traditiorftopic: female
Genital Mutilation and vesico vaginal fistul&aving Alero(topic: violence against women
and especially women undergoing widowhood ritelgho land) andrhe Addictgtopic: drug
abuse among teenagers). The second category isupaafefilms that are produced by non-
governmental organisations, which emphasise theitapce of knowledge and skills for the
resolution of identified social and developmentabljjems. Both categories make an
important contribution to identified social and d®pmental problems. Laisisi however
(2008: 181) concludes that nearly all of these dilfail to propose workable solutions to the
problems.The SlopeEni Awi Fun Vanguard of ChangandTomorrows Hopere examples
from the second category, most of which were predubetween 1995 and 2007. One
disadvantage to these films is that they are neased onto any of the country’s commercial
markets, such as Idumota, Aba, Onitsha, Kano artiliKa

The enter-educate concept also includes an ecommmiponent. The process of producing a
film in this category would require at least thmeenths in order to identify the problem,
shoot the film and then edit it (cf. Laisisi 200@83). After identifying the problematic areas
of the process, the people who are directly aftebtethe problem must be identified, a team
of professional scriptwriters then works togetheitlee script and shares the synopsis with the
target group for validation before the scriptingh cgtart. The co-operation with the target
group is useful in providing support for the wrierespecially in terms of choosing
appropriate language, slang and other relevanesssiince the script has been completed a
team of professionals, including the director, esfectresses and a technical film crew, can
start with the production (cf. Laisisi 2008: 188)ence, this process would reduce the rapid

film production to a lower quality and in additicime universal relevance of the themes and
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the higher quality are more attractive to vieweasf other parts of the world and this would
in turn increase the ratings of Nigerian films (chisisi 2008: 183).

In relation to this idea, Foluke Ogunleye (persantdrview 2010) similarly emphasises two
main issues for her theofyilms are the new books today'Firstly, she addresses the high
illiteracy level in Nigeria and worldwide, as wels general access to books and libraries.
Secondly, she is of the opinion that peoples’ edts are changing and that the number of
people interested in other types of media is hidte transmission of knowledge and culture
through books therefore becomes problematic amlthien necessary to look for a medium
that people are more fond of than the print media:

“[...] So the video film is one of the new literatarthat is getting across to people in a very
definite way now. So to be able to pass and choissitformation transmit knowledge, and
transmit information is important to use this nevedium.” (Ogunleye personal interview
2010)

4.4. Differences between the film pioneers Yorubdgbo and Hausa

In this chapter, | will give an overview of the féifences in the entertainment category
between the North, West and South of Nigeria, wigoles hand-in-hand with whether the
film-makers are Yoruba, Hausa or Igbo etc. Theeeraany other people involved in film
production in Nigeria besides the pioneers from Yoeuba, Igbo and Hausa people. Victor
Okhai gave a few examples in his interview:

“And there are also small pockets of groups in Estate for instance we have a private
cinema but this is restricted in that area in theoHanguage or in the Benin language. We
have some in Calabar in Efik language and few atHike that as well.”(Okhai personal
interview 2010)

However, these examples are too few in comparigtimtve number of pioneers among the
Yoruba, Igho and Hausa, thus the following revieauses exclusively on these three groups.

The Yoruba and Igbo speakers are the pioneers gérin film. Hausa speakers began

producing films later in the North of the countHowever, the films produced by each group
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are completely different, as they each portrayrtlevn society. Furthermore, Afolabi
(personal interview 2010) concludes that in conttasHausa films, Yoruba and Igbo films
can freely portray their societies and projectribems and values of that society, whereas the

Islamic religion has a profound influence in thertkio

4.4.1. Yoruba (from theatre to film)

The Yoruba travelling theatre is the precursomi® tideo film in general in Nigeria, but this
is particularly true of Yoruba productions. As wandind elements of theatre in films today, |

will provide a brief introduction to it before limkg it to the subject matter.

The Yoruba travelling theatre is based on two mdjaditions: firstly, the Alarinjo -
traditional travelling minstrels and secondly, gathurch theatrical performances (cf. Adedeji
1998 cited in Ogunleye 2007: 2). The so-calledvesdiir operas grew out of this, whereby the
performances were organised so that a choir saegnace of songs to raise funds (cf.
Ogunleye 2007: 2-5).

The Alarinjo theatre groups performed for the kamgl his guests of the Old Oyo Empire, i.e.,
they were financially secure. After the collapsette Old Oyo Empir, theatre art became
commercialised and more troupes emerged onto #meséurthermore, the themes changed
from performances that were designed in favourhef king to topics with a morsocial
natureor subjects that included social commentary (gfueye 2007: 2, 3). In these theatre
performances, some participants were very impottanhe success of the performance. For
example, the bata leader (lead drum)rtead to be the linking channel of communication
between the actor/actress and spectator (cf. Ad&geg cited in Ogunleye 2007: 4), and the
Alagbaa or the cultic head of the masquerade wasitle who gave permission to the theatre
group to perform in his domain (cf. Ogunleye 20875). Important performing elements,
such as the masque dramaturgy, evolved as an offsifigeligious rituals (Ogunleye 2007:

2). This was associated with the fact that pedpdeight they had magical powers. According

'®1n conjunction with the slave trade a stagnatiod disintegration where noticed in Oyo in the laftart of the
18" century finally the Jihad, a Muslim crusade brdutle empire to fall in the early part of the™@ntury (cf.
Gotrick 1984: 28).

38



to Ogunleye (2007: 3), the two world religions thnduced a modification: “Unfortunately,
the advent of Christianity and Islam into Yorubadaeroded the importance of this valuable
art form. Patronage from the public disappeared, \aithout a financial base, the Alarinjo
theatre also disappeared to be transmuted in Yatars to the popular Yoruba travelling
theatre.” (Ogunleye 2007: 5)

Hubert Ogunde, who was inspired by both the Alarimpupes and the native air operas, is
the leader and “founding father of the Yoruba ttavg theatre” (Ogunleye 2007: 2). In the
early days of his career, he performed in churamekhe later founded the first professional
troupe, which, among others, performed the nativ@meras (cf. Ogunleye 2007: 2-5). His
first performance not in a church was at the GlaMemorial Hall in Lagos in June 1944,
with his play “The Garden of Eden” (cf. OgunleyedZ05). Due to the fact that the audience
was not large enough to keep a commercial thefitrataa travelling itinerary was developed
for economic reasons. This travelling circuit gdlie theatre its name. The West African
region was divided into different areas: the trapavelled around Yoruba land (in the South
West), the North and the East of the country, a# a& neighbouring countries such as
Ghana, Benin, Togo and sometimes the Ivory Coastedative aspect of these journeys was
the poor infrastructure. The government was noerested in these activities and
consequently it was not part of the governmentspo@sibility to assist the troupes in
developing for example theatre halls or other @doe performances. Therefore the idea of

travelling provided a means of surviving (cf. Ogeyd 2007: 9, 10).

The video format initiated a new era for the Yoratzavelling theatre. Wole Ogundele (2000:
91 in Haynes 2000) describes the change as antabaagition from the stage to the video,
something that involved a lot of transformatiortswas not seen as a rival to the stage but
rather as an enhancement — a new alternative me@gundele 2000: 94) — and a way of
reaching urban audiences. This succeeded in plarticuthe 1970s when the oil boom meant
that more lower middle class and working class wmeuld afford a television. (Cf.
Ogundele 2000: 94)

The Yoruba traveling theatre film-makers spearhdadeeo film production in Nigeria: “As
has been aptly observed, “the Nigerian video-fimiustry rose out of the ashes of the Yoruba

Traveling Theatre which has been the most visibie @re-eminent form of popular
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entertainment from the early 1960s to the early0O$9&t least in the Southern part of the
country.” (Ogundele 2002: 1 cited in Oyewo 2003)143

The plays of the early theatre are classified byriigji (2000 cited in Akangbe 2008: 209) as
religious and social plays. The religious onesragghological and totemistic and the social
ones includehe handicapped, stranger, topical, didactic anstdwical plays(Ogundeji 2000
cited in Akangbe 2008: 209). According to Oyewo(20144) and in a similar way to the
previous categories, the Yoruba video film producttstyle could be divided into two major
categoriesCultural and Modern Oyewo (2003: 144) describes t@ailtural as productions
that focus on Yoruba tradition, history, myth aeddnd, metaphysics, witchcraft and oracles,
the same as the travelling theatre subjectsMBgern,he is referring to productions that are
based on contemporary issues. The style of theuptimhs, utilising many aspects of
dramaturgy and sociology, binds the two major isstegether. Gabriel A. Oyewo cited
Ogundele, who summarised it in the following waya Symbol of the culture of
postmodernism which highlights the uneasy cohabitabf pre-colonial/traditional, the
colonial/modern, and the post-colonial/postmodef@dundele 2002: 1 cited in Oyewo 2003:
144) Furthermore, Oyewo concludes that “this assers premised on the fact that the video
films constitute a melting-pot of cultural elemeifsancient and newly created myths, old
and new societal ethos, and they make use of mageimologies of camera, television,
video-player, computer, projector, batteries andcteicity to celebrate the ethos of

consumption which the modern society indulges (@yewo 2003: 144)

One of the most famous Yoruba film-makers is Tukd&ni, who deals with both aspects of
cultural and modern, though more information wil provided on him and his work in the

next chapter.

4.4.2. Igbo

The Igbo people also have their own film-makinglitian. In comparison with the Yoruba
and Hausa people, they produce films mostly in 8hgiThe most famous Igbo film that is
cited is the filmLiving in BondageThe title is in English, but the language usedgiso.

According to Hyginus Ekwuazi (2000: 133, 132), gezceived role or place of the individual
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in the Igbo community, and the high value the comityuplaces on achievement, gave the
film its imaginative intensity and its high emotanappeal. Elsewhere he argues that the
individual and his/her inordinate quest for achieeet is significant for the narration. In such
films, this ambition becomes the “ultimate expressof individuality” (Ekwuazi 2000: 137).
According to Hyginus Ekwuazi, this inordinate quést achievement comes directly from
what the American economist Thomas Sowell descrédsetihe whole constellation of values,
attitudes, skills and contacts that many call aucaland that economist call "human capital™
(Sowell 1981: 282 cited in Ekwuazi 2000: 134). Tlss very dynamic and turns the
characteristics of the traditional Igbo communitoi the characteristics of a modern Nigerian
society (cf. Ekwuazi 2000: 134). Furthermore, Ekmiudescribes such urges as socially
defined, and in this case it is influenced fromsaolg, especially by the western world. As
such, a culture provides goals and adequate mearethining such goals. If the goals are
related to money, money becomes the definitivaistaymbol. There are many examples of
films such ad.iving in BondageCircle of DoomandDirty Deal, where the film-makers show
the audience how people become rich and how relewaoney is for them (for the
individual). Ekwuazi summarises how this is implereel in Igbo film as follows: “The films
present us with a motley collection of characten®wvhile adopting the goals of success as
defined by their society, react against the unatbdity of the means for achieving such goals
by devising means of their own.” (Cf. Ekwuazi 20038)

The different individuals form a network of compleelationships where action and
interaction are related to the spiritual world dfigéan peoples, such as to the belief in magic
or witchcraft etc. As a result, the films refledhét the spiritual and the physical are the
continuum of a common world” (Ekwuazi 2000: 139 @xplain the spiritual and physical
relationship, Ekwuazi provides the following citati “The spiritual world of African peoples
is very densely populated with spiritual beingdgritgpand the living dead. Their insight into
spiritual realities, whether absolute or apparemntextremely sharp. To understand their
religious ethos and philosophical perception, iessential to consider their concepts of the
spiritual world in addition to concepts of God. [.The spiritual universe forms a unit with
the physical, and these two intermingle and dovetei each other so much that it is not easy
or even necessary, at times, to draw the distindicsseparate them.” (Mbiti 1975: 75 cited in
Ekwuazi 2000: 139, 140)

41



The style of Igbo film is extremely simple, asstmore economically valuable to reduce the
story to the lowest common denominator in ordesdbieve the widest spectrum of viewers.
However, this is not only confined to Igbo film a@iher Nigerian productions are also affected
by it. In terms of the form and content of a filsimplicity means to make a simplified
representation of the narrative style and to link scene to another by means of simple cuts
or dissolves (cf. Ekwuazi 2000: 140 - 143).

A position that is taken in the films is that “tlgho personality is seen as a victim of extreme
egotism and crass materialism which have combiekectively, to disrupt the balance of the
community” as Ekwuazi (2000: 147) calls it.

4.4.3. Hausa

In comparison with the Yoruba and Igbo film prodiscethe Hausa-film producers are
latecomers to the film business. Hausa productiave therefore lagged far behind the others
(cf. Johnson 2000, Larkin 2000). Nevertheless g@gad rapidly all over northern Nigeria,
creating their own audiences and fans, as welkagsmting their own critics (cf. Larkin 2000:
210).

In contrast to other parts of Nigeria, going to tieema seems to be a popular leisure activity
among the Hausa people of northern Nigeria. Thelyusnastically consume different kinds
of films even in languages they do not understandhost cases Indian and Chinese films (cf.
Johnson 2000: 200, 201). According to Victor Ok{mersonal interview 2010), the Hausa
people have a very strong tradition of watchingema that was influenced largely by the
Chinese and Indian people. This is also refleatetiéir own productions:

“Manly Indian films if you watch films by the Nomhby the Hausa language it is never
complete without the music like Bollywood. They $ollywood-style, perform Bollywood-
style.” (Okhai personal interview 2010)

Significant for Hausa films is the didacticism,@nanguage and religion are major elements

of the culture. Islam is the dominant religion amdhe Hausa and as such, the films usually

present mainly Islamic culture. The producers dopay much attention to artistic works and
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according to Johnson (2000: 203, 204), it appdatthe film-makers are officious in their
desire to preach their own culture and the Islamligion. Furthermore, according to Johnson
(2000: 207), other Nigerian film-makers and prodscare more tolerant of other cultures
than the Hausas. An important aspect of the sg/lhe use of traditional Hausa music. If
foreign music is used it is presented as an irgrusnto the culture. This is also used to
represent public functions such as weddings, narenwnies, funeral ceremonies and so on,
in their full traditional colours together with ¢asme and music are elements that make the
Hausa videosdlistinct and original(cf. Johnson 2000: 207).

Brian Larkin (2000) specialised in Indian film aodmpares it to the northern Nigerian film
productions. He gives examples of how the Hausaptaahd rework different styles of Indian
film to fit to their own local culture and religisuvalues. He uses the term “creative
creolization” to describe the three external caltunfluences: “[...] the West, the Islamic
world, and Asia have been incorporated into Africexpressive traditions and their
representational power subordinated to an Afriezstheetic.” (Larkin 2000: 233)

Melodrama and romance are the current genre usgubrteay conflicts that arise around
arranged marriages and love marriages. Sexualaydislicate subject: “Northern Nigeria is a
conservative Muslim society with strict sexual sggtion and strong limits on sexual
interaction, even for actors and actresses.” (lla@2000: 236) The producers display such
scenes in a way that is acceptable in terms ofiiland religion. For instance in a scene
where a man wants to express his love for a womatead of singing the song directly to her
he records the song on tape instead for his belawdidten to in privacy (cf. Larkin 2000:
232-236).

The above review of Hausa films illustrates mamestn productions only, but there are also
exceptions. For example, the film-maker Adbulkafhiohammed is responsibility for the
technical execution, acting and directing in hisdurctions. His main interests are to show
themes such as cultural conflicts and conflictsaurding religious practices. On the one
hand he is successful in making a powerful sodatkment, but on the other hand he fails to
make them a commercial success. Another good exaimpldo Ahmed, with his filnin Da

So Da Kaunas Johnson (2000: 205) concludes, that he wantsditat out that film is not a
medium for preaching religion”. Another film, a camitled Kuturun Danjaby the Yakasai
Drama Group, “does not sacrifice art for the saka cultural crusade”, according to Johnson
(2000: 207).
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The overview above reveals that although theresarelarities within the Nigerian film
industry, there are also significant differencesttitermore, these differences exist not only

between the Yoruba, Igbo or Hausa etc., but alsed®n individual film-makers.

4.5. Languages and Translation

| have previously discussed in part the languagesl in Nigerian film and also how they are
translated. In this chapter, | would like to takel@ser look at this as language is an important
aspect when it comes to identity formation, an isieangly supported by the Nigerian author
Akinwumi Isola and the Kenyan author Ngugi Wa Tlgan Both are of the opinion that
people continue the neo-colonial structure if tldey not use their own local language to
express themselves in their work (cf. Wa Thiong3®4 26, Isola 2008: 12). Ngugi Wa
Thiong’o summarises the conjunction between culamd imperialism as follows: “The
oppressed and the exploited of the earth maintair tlefiance: liberty from theft. But the
biggest weapon wielded and actually daily unleadedmperialism against that collective
defiance is the cultural bomb. The effect of aumat bomb is to annihilate a people’s belief
in their names, in their languages, in their enwinent, in their heritage of struggle, in their
unity, in their capacities and ultimately in thetwss.” (Wa Thiong'o 1994: 3)

Accordingly, language is a salient factor in it$fetent forms: “Language in its various
forms, verbal and non-verbal, formal and infornt@cause of its social and historical nature,
is readily perceptible and comprehensible amongptaple who are capable of recognizing
the signals. At the center of Culture is languageaise language is inter-related with other
concepts such as politics, philosophy and econgrmcsther words, the social organism of
the society all of which come under the conce@-1i{Oyewo 2003: 144f)

Akinwumi Isola (2008) comments that the Yoruba 8Isuffer in particular from language
mixing and switching: “They reinforce the wrong irepsion that our mother tongues cannot
effectively sustain modern story telling. Scriptiers have a duty to choose a language and
stay with it.” (Isola 2008: 13) His (2008:13) recorandation is thus to choose an African

language and provide English subtitles.
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Bayo Afolabi (personal interview 2010) outlines twwin problems concerning translation.
Firstly, he addresses the difficulty of translatiewgd transliterating in general. Most African
languages are tone languages, which implies treat #ne tonal. This means that with an
inflection on the tone, the meaning of a word clesndie concludes that there is no way to
translate certain words, phrases and especiallyepps, into English because there is no
room for them in the“colonial master language” (Afolabi personal interview 2010).
Furthermore, there are some mythological thinggh@various cultures that do not exist in
English. Translators are forced to use a lot oflagiems because there is no word in the
English language that matches the original meanihgre are also many examples of terms
that cannot be translated in the Yoruba languagen@aning is based on sound pattern (cf.
Afolabi personal interview 2010). According to KaBarber (2000: 2 cited in Oyewo 2003:
145), the video film productions “share a love affaith the Yoruba language in its fullest
sense — its idioms, archaisms, innovations, sldrajectal peculiarities, and its sacred and

secret registers”.

In light of these arguments, Victor Okhai (20103atissed the problem of literal translations
of local languages into English that only Nigeriamsuld understand but which could be
confusing for non-Nigerians. He gave examples stctmo mbo” (I am coming”), which is

a phrase that Nigerians use when they are leawihgOkhai 2010). The solution for such
problems is just to provide a translation when rttieaning is close to the original intention.
Due to these issues, it is not possible to grafiiicepresent spoken words.

Secondly, there are many grammatical errors insthi#itles, particularly from film-makers
who do not care and are just interested in makingey. They do not spend enough time on a
film before getting it ready to put on the markdbwever, there are film-makers like Tunde
Kelani, who gives films to trustworthy translatokée takes their reputation, their image and
their name into account (cf. Afolabi personal imtew 2010, cf. Okhai 2010).

Victor Okhai (2010) concludes that translation msaat and if the translator is not qualified
enough, there will be spelling, interpretation arahslation errors in the subtitles. “Language
is an integral part of a people’s culture and comgation is not only a unifying factor but
also a vital contributive factor to the success andeptability of the various genres of the
video film productions.” (Oyewo 2003: 145)

Thus according to an important statement made hygNg@/a Thiong o (1994: 26), to utilise

foreign language - in this case English - exclugesple who do not read or understand this
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language. He stressed that Africans should protheiework in their own mother tongue “to
carry along the peasants on the society” (Wa THmrdged in Oyewo 2003: 145).
Furthermore, according to the film producer Vic@khai (2010), African languages in films
are important for people who form part of the d@sp They use them as a tool for teaching
their children the language and culture of theiogde back home. Okhai also discusses the
economic opportunity to dub Nigerian films in ordetreak language barriers. Neighbouring
Francophone countries are interested in the filshay have a similar culture and traditions.
In order for them to enjoy Nigerian productionsms&opeople began to dub their films into
French. Interestingly, there is a market for Chénasd American films that have been dubbed
into Yoruba. According to Victor Okhai (2010), tipeospects are huge in terms of sales
potential and employment opportunities for voicéoeslactresses in the various languages.
Furthermore, he emphasises that it is not restritbeFrench alone, it could also include
Hausa to Yoruba, Yoruba to Igbo, Igbo to Efik eteo, as to reach a large number of

audiences.

4.6. The Name “Nollywood”

The previous description presents the differenesypf films circulating in Nigeria besides
entertainment films, which are mainly categorisader the term “Nollywood”.

“Nollywood” is the name by which the Nigerian filmdustry is known abroad. However, if
you look closer at the Nigerian film-making you dard a lot of differences in the film types,
styles, names, genres and so on. This is becaageath not only divided by geographical
area and by the fact that they belong to a padicplopulation group, there are also
differences between the film-makers and film predachemselves.

Matt Steinglass invented the name “Nollywood” teschbe the Nigerian film industry, and
the first time it appeared was in an article writtey him in the New York Times in 2002.
Since that time the name has continuously been tsééscribe the industry, especially to
foreigners (cf. Haynes 2005 cited in Onuzulike 2007

With reference to the name “Nollywood”, Akinwumiola holds a clear position and this
opinion is shared by many other people who are gathe Nigerian film business. In his

article “In Whose Image?”, he wonders: “What is IM@lAnd from where comes the wood?”
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(Isola 2008: 12). To split the term into these eots, its connection to the Indian Bollywood
and to the American Hollywood is clear. Isola (2008) gets to the heart of the matter and
writes: “It is a banal extension of the Indian B®bod, which is a corruption of the name of
American movieland, Hollywood.” Due to the assdoiatwith the western world and the
American lifestyle, some film-makers and film pradus feel uncomfortable with this name,
and Ogunleye made this clear in an interview. Adoa to Ogunleye (personal interview
2010), the term “Nollywood” is just another coinagem Hollywood, just like Bollywood.
However, the Nigerian film industry does not neee$g have to be tied to Hollywood.
Moreover, she emphasises that they are lookingai@hto establishing their own aesthetics in
their films, to creating a type of film that is atstely and specifically Nigerian, and with
which they can identify themselveé®ind we look of an idea of this video film indysthat it

is something that is strictly Nigerian. I mean thatsomething what has involved from
Nigeria and is gradually spreading of other parfsAdrica. So why can we not have a hame
that shows its nigerianess rather than hyphenaiingnto Hollywood again.”(Ogunleye
personal interview 2010)

The film producer Tunde Kelani is also againstriame “Nollywood”:

“l hated Nollywood. | totally hated it but just Bkthe name Nigeria you can do nothing about
it. After all the Nigerians did not named the cayriligeria, some other historical something
and then Nigeria was born. And so that’'s how Nallysv is born. But the identity of
Nollywood is in this group films they are made imgksh language. You know so and they
are direct to home video VCD but | am passionateualthe cinema. And | love to work in the
indigenous language and culture. So strictly spagkiam not Nollywood | could not be. But
| think I am just an independent filmmaker or aeffdmmaker apart from Nollywood. But
when you talk about Nollywood as to describe thgeN&n when you come close you realize
that there are other types. And it is getting ttheai of Nollywood is gradually embracing the
concept what comes out from Africa which is evebigger dilemma.” (Kelani personal
interview 2010)

Akinwumi Isola (2008: 7-15) criticises this poinanticularly by referring to the fact that
Africans are making themselves connection depernoieihe western world again. “The fatal
effects of interventions such as the slave tradéongalism and two foreign religions,
overwhelmingly undermined the development and megjve capacities of African cultures.”

(Isola 2008: 12) Isola is worried about the Nigerklm industry due to the aforementioned
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points: “The worry about the Nigerian Film industherefore is that many filmmakers seem
not to care about the necessity to struggle agé#reseconomic, cultural and psychological
exploitation of Africa by the West in conjunctioritivthe oppressors at home. An objective
look at the type of stories we tell, the language wge, the appearance of the characters -
costume, hair-do and make-up, tends to indicatentfaaay filmmakers are mindless copycats
and shameless imitators.” (Isola 2008: 12)

Moreover, he criticises the fact that “the whitemsablack image type” (Isola 2008: 10) is
reproduced in Nigerian films. Isola’s (2008: 13peal to flm-makers points out that it is not
enough to reflect on what is going on in the sgciett that they should also join the struggle
to free Africa from cultural and economic dominatid-urthermore, he holds the definite
opinion that anything that is set to hamper theettgyment or the capacities of African
culture deserves the attention of the African filmaker (cf. Isola 2008: 13). One of the
problems Nigerian film-makers face is that if, Boample, they make social statements, their
chances of making a profit are endangered becduesdilin could be banned and so on.
Because of this, Isola suggests finding artistithmes to mask messages. He argues that it is
a decision that must be taken to defend the opgdessd the exploited, as well as to present

the right African image in the film-maker’s workf(tsola 2008: 14).
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5. Critical Analysis of Arugba

Before | begin my analysis of the film, | would éiko provide some background information
on the director Tunde Kelani, who is one of the nrfasnous Yoruba film-makers. | will
elaborate on an interview of Kelani by Jonathanrdgyin New York City, April 2004, that
was part of the African Film Festival of New YorRRFNY)'’, as well as my own personal

interview with him in Lagos, August 2010.

5.1. The director

Tunde Kelani was born in Lagos in 1948. At the adefive, he went to live with his
grandfather in Abeokuta, a town that is about lld@metres from Lagos. He grew up in the
period when free primary education was introducgdthle late Chief Obafemi Awolowo. His
father admired Chief Awolowo and his revolutiongrpgrams. At around the age of eight, he
was reading Yoruba literature to his grandfathdrpwvas illiterate. This was also the time
when the Yoruba theatre was thriving (cf. Kelanisp@al interview with Haynes 2007b: 1-4).
Becoming familiar with various, important Yorubaiters had a great influence on his work.
He co-operated with Wale Ogunyeffiivho wrote the screeplay féyo Ni Mo FePart 2, and
the script for the filmKoseégbéwritten by Akinwumi Isola and Adebayo Faf€tivas
incorporated int@aworoideandAgogo EéwoThese collaborations are an important element
of his work (cf. Haynes 2007b: 5).

He started his career in photography immediatetgrafinishing primary school, at the
beginning of secondary school. Together with anftiehe formed his own team and did a lot
of student photography. In the late 1960s and etate of twenty, he became an apprentice

" Tunde Kelani was honoured with a mid-career rgeotve of his work by this festival. It is basedtlae
Walter Reade Theater in the Lincoln Center on Bnaad This retrospective of Kelani’s work included
Saworoidg(1999), Thunderbolt — Maguif2001), Agogo Eéwd2002), TheCampus Quee(2003), and the short
film White Handkerchief1998). Two short films on which the film-maker sked as a cinematographer, were
also shown. (Cf. Haynes 2007: 1)

18 Wale Ogunyemi was a major figure in Nigerian theatle was a film and television actor, a scriptsvrior
theatre and film and a scholar of the Yoruba wasldp brought its history, myths and lore into histings. (Cf.
Banham)

19 Adebayo Faleti is a poet, writer and actor. For rthier information:
http://web.archive.org/web/20061214111650/httpikatervice.com/adebayofaleti/index.hfmlast accessed:
05.11.2010
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photographer to Dotun Okunbanjo, an internation&ippwn Nigerian photographer. He
therefore abandoned his “West African School Gesdtifon” scholarship. Later, he qualified
for a place at the former Western Nigerian Telewvis(WNTV/BS) as a trainee cine-
cameraman. It was there that Tunde Kelani obtaameatiea of different types of films, such
as newsreels, sport, social documentaries, tetevisiama® and so on. He was noticed very
fast and was transferred by his employer, Westegerdn Television, to the Lagos office,
where he met a lot of talented people working | blusiness (cf. Kelani personal interview
with Haynes 2007b: 4-9).

From 1973 onwards, his dream was to attend the cwwikdlm School. He struggled to get the
money to fulfil his dream in 1976, but he only hexdough to cover the fees for one year.
After one year he returned to Nigeria and madead @ith the WNTV/BS. They paid for the
final year and he had to work for them for two yeafter the course. When those two years
were over, Kelani decided to work freelance andhétad a production company with a friend
called Cinekraft They worked in particular with the Yoruba tradital travelling theatre
groups. Circumstances changed and he began to iwarkleo production. He founded the
companyMainframe, in order to make video productions to document filcd cultural
heritage of Nigeria. Chief Rashidi Ladoja providieohding for the necessary production
equipment so thavainframe Productionsould begin (cf. Kelani personal interview with
Haynes 2007b: 9-11). For Kelani, it is importanattine capture images of his society and
culture before they disappear in the course ofajlsétion:

“I am part of and | grow up in the community, | leaseen things they are no longer there. So
| just use my work in part to entertain and thergtockly document these things before they

disappear.” (Kelani personal interview 2010)

5.2. The film

The following important questions need to be askedrder to understand the relationship
between the different scenes of the film:

- How does each scene set up causes and effects?

% These dramas were by travelling theatre peoplayiels 2007b: 9)
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- At what point do we understand the characters’sy@ald how do those goals develop
in the course of the action?

- What principles of development connect one scermatdther?

(Bordwell/Thompson 2008: 432)

| would first like to provide a short summary ofetlilm Arugbd, and then describe the

content in detail in connection to the narrativenfoand techniques used. Following this
analysis, | will describe the narration and thentegues for the understanding of emotions
and meanings. Questions regarding the design wilcdnsidered in order to underline the
development of the story, and how it is connectetthé relaying of the message.

5.2.1. Content

On the one hand sid&rugbais a political satiré and it deals with the corruption of the
country. A king (Kabiyesi), together with his caoptuchiefs, pretends to fight against
corruption. As he is also corrupt, he plans to éeéive country by using his foreign bank
accounts in western nations. Parallel to this jpalitcommentary is the story of Adetutu, the
King's niece, who is culturally tied to becoming thext Arugba - the maiden who carries the
sacrificial calabash to the river at the annual gdsoOsun Festival. This position requires
responsibility and respect for both the maiden had family. However, since the current
King wants the prestige only for his own immedifdenily, he begins to plot his niece’s
downfall. Adetutu thus becomes involved in varigitaations where she has to pay particular
attention to her responsibilities. She is alsoaés at her school, and has her own female
group that performs at different events on campuasawareness of her responsibilities,
Adetutu tries to keep her virginity. The film alsrludes a love story between Adetutu and a

young male dancer, Makinwa, who intends to winhesrt.

2 To identify the genre or just one genre is almiogpossible as Tunde Kelani (personal interview 3010
concludes!l don’t know how to really label it because it ascombination of everything. There are elements of
traditional theatre and the usual Yoruba theatre ddnce, music, song, drama and some cinematical
expressions. | don't know what to say what thishenk it is something that it's atdifference.”
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5.2.2. Exhibition form

First of all, I would like to introduce the edutment format that is used according to the

Argub& Mobile Cinema Report.

The film Arugbawas screened via mobile cinema in all fifty-seveoal government and
local council development areas of Lagos Stateghlag The events were sponsored by the
Lagos State Governméht® Twelve messages from Lagos State Government pirgato
environmental sanitation, tax payment and landdreuere inserted. After the screening, a
short questionnaire was given to gather informatmn enjoyment, mobile cinema, the
government messages and what people gained fronfilthe The audience was also

encouraged to make comments and advise the govetnme

Film production has to do with the place in whiglmfart begins. Both distribution and
exhibition play a significant role and affect thewer’s experience. The common ways to see
a film are to buy a ticket for the cinema, to biag DVD and/or VCD, or to go and rent a
video (cf. Bordwell/Thompson 2008: 39). BordwetdaThompson (2008: 39) introduced
two different forms of exhibition, théheatrical and thenontheatrical Commercial movie
houses, city arts centres, museums, film festiemd cinema clubs belong theatrical
exhibition, whereasiontheatricalexhibition includes all other forms of presentatsuch as
home video, cable and satellite transmissions,elsas screenings in schools and colleges. |
would therefore say that the above-mentioned matiilema belongs to the nontheatrical
form of exhibition. The audience welcomed the waywhich the film was screened and
according to the Report (University of Ibadan n2),. 87.5 % would like to have such a
mobile cinema experience every month or at leastetva year. Furthermore, respondents
appreciated the government sponsorship of the ma@inema as a social service. On the one
hand it could be that it was successful because# accessible to everyone in the various
districts of Lagos and was free, though it coulsoabe due to the revival of this popular
cultural leisure activity, which was based on tHarihjo masquerades in the days of the Oyo

Empire: “It was into the context of this existingtdoor spectatorship in Western Nigeria that

2 The current Governor of Lagos is Mr. Babatunde Raghola, SAN.

* Therefore, it also could be seen, as Street (198Y pointed out, that “[P]oliticians increasinglprbow the
techniques and skills of popular entertainmentammunicate their message or promote their image.téfiers
to the USA but it is common everywhere, as | caswstvith the example oArugba
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the stage drama and later the cinema were broogheilate 1960’s. And this, more than any
other factor, explained their wide acceptance. dihema culture became a popular culture in
Western Region [...]" (University of Ibadan u.d.: 4)

These practices began to diminish in the mid-1986d, by the end of the 1990s they were
almost over. Reasons for this include the growirsgcurity in cities and villages, increasing
economic problems occasioned by the failed econguoiicies of the military governments,
and thirdly, the growth of the home video indust@inema houses became churches,

warehouses or whorehouses (cf. University of Ibaddn 4).

5.2.3. Narrative form

Expectations

An important aspect of narrative form is also tkpeetation of the spectators:

“[...] our experiences of a film depends heavily dwe expectations we bring to it and the
extent to which the film confirms them.” (Bordwdllompson 2008: 96)

For this reason it is important to ask how muchpted&now about a film before they watch
it. A spectator takes all of the information indlugl the topic, the genre, the director and his
style, and dependent on that information, he/shé haive special expectations. | would
therefore like to start with a closer look at Turkidani’s approach as a director. | am aware
that as a foreigner, | have other expectationsomparison to what a Nigerian brings to a
Nigerian production. If | compare previous prodans of Tunde Kelani, such ake Narrow
Pati?*, The Campus Que&handThunderbolt ‘Magurf®, it is noticeable that all of the main
protagonists are female. Kelani confirms in a peatonterview (2010) that he prefers to
work with strong female characters, because womenmésrepresented or underrepresented
either culturally or in modern Nigerian society. gdeding to Anyanwu (2003: 84), “[I]t is

4t is a movie about rape before marriage which gowerful taboo. Awero, the female protagonistajsed.
Before her wedding day she plays with the ideaoofimitting suicide, because it is a duty to kill sel if this
happens, but she does not do it and it is discdvtrat she is not a virgin on her wedding nightjolhhas
different consequences.

% Banke is the main female protagonist who triesrtoover the corruption of the military governor aigks her
life.

%6 Ngozi, an Igbo lady, is married to Yinka, a Yoruban. It is a marriage against folk wisdom. So@ythet
into trouble because of rumours and Ngozi is lagid ‘Magun’, the mysterious and fatal chastity troh
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however disappointing to note that a great pergentsf home videos produced in Nigeria
portrays women as evil, witches, husband poisomgezdy, prostitutes, etc, as well as being
prone to all the other vices that anybody can imagEven when they are portrayed as the
epitome of love and understanding, they still epdas victims of their men who use them for

rituals in order to make money.”

Both The Narrow Path and Thunderbolt ‘Magudiscuss tradition and modernity. Other
films®’ such aKoseégb® Saworoidé® andAgogo Eéwd, as well asThe Campus Queen,
are critiques of the political situation in Nigeriehe viewer’'s expectations are fulfilled by the
film-maker with the filmArugbg as this film includes the above-mentioned aspactirong
female character, cultural and modern Nigeria, amditique of the political situation of the
country.

These aspects bring the style analysis closer @otékchnical implementation, which is
important for underlining basic messages. AccordinBordwell and Thompson (2008: 305),
the film’s style results from a combination of brétal constraints and deliberate choices.
The style also depends on the technical possés|ithecause they can limit the choices of the
film-maker. It is significant that historical cirmstances also impose limits. For instance, an
older movie such akKoseégbé&rom 1995 has a much lower quality than the curfém

Arugba, whose documentary elements are in black and whitéstnthe feature story is in

" The story is summarised as follows on (http://wmainframemovies.tv/movies.php).

8 “Mako, a very intelligent custom officer has jisten appointed to the top post in his departmesia Alean,
diligent and principled officer, he decides to wagar against corruption, fraud and all other forofisllegal
acts. That decision sets him on a collision cowisie certain redoubtable enemy groups.”

29 «L apite, the King-elect of Jogbo has decided tei@nhimself on ascending the throne. He eliminats
opposition by sending hired killers or by harassimgm into exile. His rival Adebomi is killed adyangalu,

the official drummer has escaped into exile. Hesaa new wife and embarks on a massive explaitatidhe

enormous resources of forest trees. Protestséyothinspeople and the farmers are ruthlessly seppde In
desperation, the youths march on the palace aze $e¢ royal crown which by tradition must not leate

palace. Lapite in desperation seeks military hglemgaging the mercenary Lagata a retired militdfiger who

however kills him and takes over his kingdom. Lagaho is now determined to become a proper kingosap
an oppressive administration on the people. Theenary usurper falls dead during the installapoocess in
public view. The people have learnt a bitter less®No King will henceforth be allowed to side-stapy

correct.”

%0 “The death of Lagata, the military usurper of thegbo throne, sets off a nervous search of a deedib
Onijogbo. Hopes are high that Arese, a very yoma, if elected will bring back the golden age oflio.
Some entrenched interest in Jogbo however, hijaekprocess and install Adebosipo, a retired paliieer
whom they think will not rock the boat of greedyp#itation of Jogho resources. Adebosipo’s restdveerve
the people and his refusal to loot the treasurhseton a collision course with the powerful chieflso are bent
on bringing down his rule.”
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colour. Furthermore, Kelani uses 3D elements, whveine neither common nor able to be
implemented in the past as they can be today. ibiee of style and technique also depends
on what somebody would like to express in a filmariM film-makers use techniques in ways
that conform to our expectations: for example, € see two characters on a long shot we
expect a cut-in to a closer view, or if a charasraks we expect to listen to diegetic sounds
that are realistic, or if a character walks we expgke camera to keep the person in the shot
(cf. Bordwell/Thompson 2008: 305). In general, Tarklani uses these camera techniques
but he experiments with the film type, that is tthecumentary and 3D elements. The
documentary at the beginning of the film has theatfthat the spectator guesses that the
following feature story might be true. In ordenmoderline this idea, the actress who plays the
main character Adetutu in the feature story, loldtes the girl who was chosen to be the next
Arugba in the documentary part. Bordwell and Thoomp&008: 305-306) found out that the
viewers could follow unusual technical choices andcluded that new stylistic expectations
had to be constructed: “In other words a directoratls not only the cast and crew. A director
also directs us, directs our attention, shapesreaction. Thus the filmmaker’s technical
decisions make a difference in what we perceivelavd we respond.” (Bordwell/Thompson
2008: 306) This argument stresses the previousrsétt of propaganda films, and also how
films can influence the audience.

Style then, is the patterned use of techniquestwhie chosen by the film-maker throughout
a film (cf. Bordwell/Thompson 2008: 306).

As Kelani mentioned in his interview, the Yorubadaage also plays a significant role in his
work:

“All the elements and components that | need aréYoruba language and culture. Which
| could not express any other way. It is not pdesitr me to work in a foreign language. | do
not think that I know enough from the foreign laage and certainly the aspects of the
culture are in me it is in my blood(Kelani personal interview 2010)

Moreover, he loves to work in relation to his owmthrer tongue because he sees it as a
reorientation. In his opinion, society needs tobgek to its own language and culture and
people need to develop through it, instead of aogpyie British and/or the Americans. At the
same time he succeeds in being authentic in thgutge use in the movi€hunderbolt
‘Magun’, which is about a marriage between an Igbo woman antruba man whose

common language is English.
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This discussion on language use is also connectedet sound and music the film-maker
applies. Tunde Kelani makes music particularly inmguat in some of his films. Special
diegetic sounds, such as song t&xis scenes that include messages that fit withntiaén
message of the film, are typical of him. For examjppl song in Pidgin English ithe Campus
Queen or inArugba,where the refrain of the song is a mix of Pidgimglsh and Yoruba:

“Mi o ni choice(l have no choice)

Mi o fe rob(l don’t want to rob)

Ebi n pa mi(l am starving)

Ki le fe ki n sefWhat do | do?)” (University of Ibadan: 6)

The use of music and dance is one aspect of Kelamique styl& with regards to the
Nigerian film landscape. This is related to theditianal Yoruba Theatre, where according to
Kelani (personal interview 2010), music and damrenfare important aspects of dramas.
According to Oyewo (2008: 227), music and dancefamnetional and critical, whilst at the
same time ridiculing the political and social nisfof Yoruba society. Tunde Kelani uses
traditional dance and music as metaphors for vadmelswisdom infSaworoide “Its focus is
the parable of the talking drum as representingvihiee of the people, while dexterity in
dance is portrayed as a salient component andndietnt of the aesthetics of the African
people.” (Oyewo 2008: 227)

According to Bordwell and Thompson (2008: 306-308¢wers register the effects of film

style but seldom notice it. In the preceding sextithe stylistic features were explained,
whereas in the following part, attention will beigp#o analysing the style of the fildrugba

in three steps: narrative form, technique and jpmegation. The primary objective in the

following analysis will be to emphasise how the @tion message is integrated into the
narration. The film covers many different topicsotngh its plot. As this is an Edutainment

film, my main aim is to analyse how the basic mgesaf HIV/AIDS awareness is connected

3L That are written and produced for films.

32 As Oyewo (2008: 223) criticises that the ironytleé Nigerian theatre is that the eye of the Videmera has
not adequately captured the totality of Nigerianfamrms regards to dance forms which are not vegtesented
in spite of its diversities and varieties in Nigaricultural. There are just few who integrated tlaesna part of the
film (cf. Oyewo in Ogunleye 2008: 223)
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to the different issued.o enrich my analysis, | will also use the resolishe ArugbdMobile
Cinema Report by the University of Ibadan.

Determining the organisational structure
In this part, | will explore the question of howetfilm is put together as a whole.
I will now delve deeper and explain some partsheffiim where Tunde Kelani illustrates the

different levels to the audience.

Arugba has several narrative strands through which tsgmtethe main message. The
narrative form of this film is divided into two s of action, where the different storylines
are brought together: (1) Modernity (Adetutu’s lifeschool, the HIV/AIDS issue, gender,

Christianity and Islam), and (2) Tradition (Adetwtnd her responsibility to become the next
Arugb4, the Yoruba culture, Ifa and the variougidsgj traditional rulers, Kabiyesi, chiefs, the
contemporary political challenges are transfercethéir own Yoruba traditional rulers so the

Kabiyes represent the president and the variowsscheépresent the ministers).

The film-maker provides different ways of undersliay the two story lines, but the main
link to connect modernity and tradition is the féenprotagonist, Adetutu. The actress has
two main duties: on the one hand she has to tamonsibility to be the next Arugba, and on
the other hand she is a leader at her school amdntin singer of a female group. With
various scenes of school life and life in the towoth modernity and tradition are explained.
The scenes jump from one location to the other taerdvarious plots come together in the

final part of the film.

In the following section, the characters surrougdine protagonist are introduced through
short scenes. The various topics of religion, mdjt education, the health system and
migration, appear in different ways as subplots.

In Arugba, the characters and especially Adetutu, are thetagdncause and effect. How
Adetutu acts will be described in the following bs#&s of the narration. Atedutu’s special
traits are the power that she gets from the watdrteer leadership role. Causes and effects
are the basis for a narrative, but they also takacep in time and space (cf.

Bordwell/Thompson 2008: 80). Most of the plots presented in a chronological, temporal

57



order, while just a few are presented outside ef dtory order in the form of dreams or
flashbacks. In terms of the temporal duration,dhector gives the audience enough time to
get to know each character and to understand riblaitionships to each other. The restriction
of the period of time is made clear in the firsttpaf the film, so that the viewer can

understand the relevance of the film, i.e. the OBastival. As viewers, we know that the
different plots are connected with that in mind @mak is why the temporal duration is made
clear. This feature is necessary to motivate dieoevents (cf. Bordwell/Thompson 2008:
103). It is an excerpt from an important phase of lifeaofyoung woman. According to

Bordwell and Thompson (2008: 87), space can alsmrbe the basis for a plot pattern.
Arugbdis a good example of this because the directtisesitwo different locations for the

two subplots. As such, it is easy for the audietaceecognise which action is part of which

plot.

The film starts with a documentary on the Osun ifFalsfrom ten years earlier. After about

ten minutes, it then changes to a fictional/feapicg, which is related to the present. With
this documentary at the beginning of the film, tiector gives the audience an introduction
to the historical backgrouritiof the plot and initiates the viewers into therative. However,

in the feature film the director changes an impdr{zart of the story so that it is suitable for
the main message of HIV/AIDS awareness:

“l could only approach the HIV issue from a cultugoint of view. And then of course | had
done documentary work of Oshogbo festival andd #a qualification of the Arugb& add the

ceremony. She has to be a virgin throughout theodewhen she is involved. And | thought
that would be abstinence, in modern whatever. Bhlagw | want to conceive an idea of an
Arugba that is undergraduate. She is a virgin. Bha the university she is a leader and then
she is culturally tied. She is tied to the cultaral all that. So | thought | will make an Arugba
that is different from the documentaryKelani personal interview 2010)

The story includes the documentary introductiorwali. After the background information,

the first plot line (university/modernity) startstiv Adetutu’s dream about the Yoruba deity
Yemoja (mermaid), which is a linking part to expldier two main duties to the audience: on
the one hand she is a leader at her school andermther hand she is responsible for

% This includes the explanation about the Arugbasponsibilities and attitudes and how someonedseah to
become one. This information is given in the forinext, interviews and voice over.
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becoming the next Arugba for the Osun Festival. Bakes up in her room on campus and in
this first scene the audience gets a brief intrddodo the two main locations.

At the beginning of the second plot line (town/itiah), the film-maker portrays the different
religions: the so-called native religion (in thiase the Yoruba religion with its different
deities), as well as Christianity and Islam - the big religions brought in from the western

world.

Further, in this plot the king's palace and hisdests are introduced and the relationship
between the king and Adetutu is illustrated. Howewae this time it is difficult to understand
the meaning of the discussion. A flashback latethen movie explains it better. The king
wants to find a reason for Adetutu to not becomee ribxt Arugba as he wants one of his
daughters to take on this responsibility. He asistb confirm her virginity merely because
she stays on campus for a long period of time. détdets consistent and consults the Ifa-
Oracle with regards to this issue.

The next scene shows some people preparing a penfice for the next masquerade festival,
which is coming soon. The viewer becomes awarb@fdream to leave Nigeria for the USA
due to a telephone conversation between two fefrialeds about the phenomenon of Obama
and that everyone will get a green card. Adetuternsale group performance introduces one
of her interests besides her traditional duty. frenhore, the spectator gets to know about the
relationship between Adetutu and Makinwa, a boy whalready in love with her. He is
enthused by her talent for performing and wantstbeéake part in his own performance for
the next festival.

The political part appears in the next scene, wkiegee is a meeting between Kabiyesi and
the chiefs. The chiefs are complaining about thbiyesi’s strategy of governing the country.
They mention different problems and challenges sashunemployment, the economy,
suffering, poverty, corruption etc. via dialoguesd they try to give some advice. These
scenes mark the introduction of the two subplots.pfeviously mentioned, spatial form is
separated into the two locations of life in the moand life on campus. The film continues to
switch between them until the plots become morerance involved until at the end of the
film, they become one plot. This switching betwémrations increases the suspense.

59



The HIV/AIDS topic appears for the first time inetlsecond scene at the market place. Two
female traders are talking about the illness (HINDB) of a young boy’s parent, who is on
the way to buy food from them. The next cut sholat his mother is already dead and the
nurses discuss the fact that that was the fiftrepathat they have lost within a short space of
time. The doctor of the hospital, who tries to de best for his patients, is Makinwa’s father.
The HIV/AIDS topic is present in different waystime various plots. There are scenes where
doctors, who are specialists of the HIV/AIDS pandemmeet the king. They present their
idea to join with him on these serious issues afidhim that they need a building in which to
hold seminars on preventive education, to idergyynptoms of the diseases and to work out
strategies to help infected people. Furthermorestétd has a friend Bolatito, who is a widow
with a small child that dies. The main protagorhstself does an HIV test and forces

Bolatito, who is pregnant again, to do one, whiaim$ out to be positive.

This short abstract illustrates how the main stoaee connected through the edutainment

method and presents briefly how the different cti@ra are connected.

The particular scenes which are important for tlegnnrmessages will be described in detail in
chapter 6 (Interpretation). It will be easier tadarstand them with the explanations that are

connected to the current situation in Nigeria.

I would now like to continue with the end of therst in order to describe how the two
subplots become one plot. Adetutu is kidnapped henway from her hometown to the
masquerade festival, where she is to take part akifva’s performance. She is taken by
strangers who have also kidnapped some other ehildihe audience does not discover how
Adetutu could escape from the kidnappers until Mada provides a hint with the newspaper,
which has published a picture to illustrate theecdhat is how Makinwa becomes aware of
why Adetutu stayed away from the performance. Couneetly, he tries to find her in her
hometown, where he gets to know of her dutiesHerfirst time, previous to that it had been
a secret.

Due to the kidnapping, Adetutu has to prove adaan she is a maiden before the festival can
continue. Via flashback she explains what happeaeti tells how she managed to escape
with the young children.
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The story dissolves all the different plots of then in the final ten minutes. Kabiyesi meets

someone from the church as he has plans to budduach next to the palace and is not
interested in taking part in the festival anymasehs wishes cannot be fulfilled. Furthermore,
it is shown that he is watching the election of @baas somebody enters the room to give
him the visa and travel documents that will allow o leave the country. He is also anxious
to confirm his foreign bank account. In the lastrez of the film, Adetutu and Makinwa go

for a walk and talk about the events that have eapg@. Adetutu tells him her future plans to
establish a non-government organisation that vatec for the development of women and

children. Makinwa confesses his love and the fimdseon a happy note.

5.3. Techniques

5.3.1. Mise-en-scene

In this chapter, | would like to start to analybe tise-en-scene as according to Bordwell and
Thompson (2008: 112), it is the most familiar tage of all the cinema techniques and was
first applied to the practice of directing playsisl the director’s control over what appears in
the film frame: “[...], mise-en-scene includes thaspects of film that overlap with the art of
the theater: setting, lighting, costume, and theal®r of the figures. In controlling the mise-
en-scene, the directstages the everior the camera.” (Bordwell/Thompson 2008: 112) In
other words, the four general areas are settirgjuote and make-up, lighting and staging (cf.
Bordwell/Thompson 2008: 115).

According to Bordwell and Thompson (2008: 113)wees criticise film by judging mise-en-
scene against standards of realism. Therefore, dbeyrealism as a standard of value which
change over time and varies across cultures anah@mnaividuals. Not every film wants to
create an impression of realism, such as comicsefample. However, in my case the
director emphasises the realism effect with theudwentary.

Starting with a documentary has a special effecthenfeature part of the film as it makes it
appear a true story. It means that the spectatagimes that the following feature story might

be true. The fact that the actress who plays the cteracter of Adetutu looks like the girl
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who was chosen to be the next Arugba in the doctanemart, underlines this idea, as
previously mentioned. The documentary part cuthhéscene almost at the end of the film,
where the Osun Festival is shown, and the film-makakes similar cuts in the feature film
(images 6.1-6.6). Using this same point of viewlakeillustrates how close the relationship
between the fiction/feature and the reality coudd dnd emphasises again what the spectator
Is imagining. This point comes under the questibwlwat power the medium of film has and
whether it constructs truths. The film-maker sefgrahe two types of flms completely
through their tonalities. The documentary is cagudun black and white while the feature part
is in colour. This is a tactic to illustrate theeoscene that happened in the past (the black and
white part), and the other is the present (in aglotihis is a cinematographic style. Colour
plays a particular role irugba black and white stands for the past/shows a tdstio
period, colour stands for the present and sepi@septs dreams.

It is therefore important to analyse the functiédnmise-en-scéne in the whole film: how it is
motivated? How does it vary or develop on the stramd how does it work in relation to
other film techniques? (cf. Bordwell/Thompson 20083).

5

-

Our mother is elegant,
just like the moon
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6.5

In the case ofArugba,the setting and costume are also interesting idsuesy analysis. First
of all, I will describe the two main settings andllviook closer at the costumes, which
emphasise the messages.

According to Bordwell and Thompson (2008: 115)tisgtplays a more active role in cinema
than it normally does in the theatre: “The humamdpas all-important in the theatre. The
drama on the screen can exist without actors.” i(Baited in Bordwell/Thompson 2008: 115)
This statement fits with Tunde Kelani’s establishtrad modernity and tradition. Both of the
locations would also show the differences withdwet &ctors or actresses, but it is seldom used
in the film. Examples would be the extreme longtsbiothe town and the long shot of the
palace (images 6.7, 6.8), which enter the narraot®n in a dynamic way.

6.7

The festival is shown at the original location isd@bd* and the forest and the Osun river
can be seen. It is easy to recognize the locatemause of Susanne Wengét'art works.

% A town in Osun State, South West Nigeria.
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With these images, the film-maker emphasises tlgnifsiance of authenticity. The

documentary part is used to research the Osogba Bsstival for details on dance, music,
costume and locations etc. As | cited above, thectbr wants to document images of his
society before they disappear. He is seeking tdichtp the original scene in both the

location and the costumes.

Costumes have a specific functionArugba, as well as the locations. They are divided into
traditional clothes or clothes with Nigerian madési and so-called western clothes. This
assists audiences in recognising who is part o€lvplot and who is part of the two subplots.

For example, Makinwa’s interest in the Yoruba cwdtaan be recognised through his dress,
dancing and performances. In the performancesadtws and actresses wear different types
of clothes that fit to the song text (6.9, 6.10).

6.10

A further example is Adetutu’s way of dressing. 8lears blouses made of typical Nigerian
materials and jeans at university. During the Y@dtishe wears traditional clothes adapted to
the Arugbd in the documentary. The costumes adinated with the settings. The first plot
line (university/modernity) is established with iy@ places on campus like classrooms,
surrounding area, the canteen and so on. The @lffeostumes are conspicuous, people who
are close to Yoruba tradition wear traditional lokg on campus also, as we can see in image
6.11. The teacher, who explains the differencabenYoruba language and places, is dressed

% Susanne Wenger was a famous Austrian artist aiivegounding member of the Vienna Art-Club in 1947
She has had exhibitions all over the world. Shieed in Nigeria in 1950 and finally moved to Osogh 1960.
She was interested in the Yoruba poetry, mytholgy religion and was initiated as a priestess. Rtostime
onwards, she dedicated her efforts to the restoratnd recreation of derelict shrines of the Yorwddigion (cf.
Denk, English version by Merzeder-Taylor n.d.).
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in bub& and sokof§ for men, in comparison the students wear so-caliestern clothes. This

can be seen inimage 6.12.

This inBludes Oyo, Osun, Ibadan,
Eko and the'northern part of Egba

6.12

Another good example of this is image 6.13, whexe friends of Makinwa are walking with
their drums, wearingptiba and sokof, whereasthe other people in that area also wear so-

called western clothes.

6.13

Simultaneously, the people in the second plot (togvn/tradition) wear traditional Yoruba

clothes only, such asgbad&® andiré ofi*® for dancers.

*Information about Yoruba clothes, personal talksayade 2011; Raimi 2011.
*” Information about Yoruba clothes, personal talksadyade 2011; Raimi 2011.

% High class native dress for Yoruba men (Informatiout Yoruba clothes, personal talks Fakayode 201
Raimi 2011.)

** Information about Yoruba clothes, personal talksadyade 2011; Raimi 2011.
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The different settings with the corresponding costs assists the viewer in knowing which
action is part of which plot: “Costumes can playportant motivic and causal roles in
narratives.” (Bordwell/Thompson 2008: 122)

The mise-en-scéne has different spatial and terhppteons. The screen space is important
for offering cues to guide the viewer’s attentiomdao underline elements in the frame (cf.
Bordwell/Thompson 2008: 142). Tunde Kelani disttésuvarious points of interest evenly
around the frame. He utilizes balanced compositiaueh as the scene of the meeting
between the chiefs and the king. In the first oag of the chiefs stands in perfect balance of
the region on the right of the shot. The chiefsdeand behind him have their eyes on him
(the chief who stands and talks) (eyeline matchg Whole image composition, including the
acting, is concentrated on the main actor in tlessnse. In the following cut, the camera
position changes so that the camera eyes are b#fendain actor and the spectator can also
watch the person to whom the chief is talking. Thief appears again in perfect balance but
in this frame in the shot’s left region. This slyptes the audience a closer look at the

subsequent reaction of the king (6.14, 6.15).
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Other examples of a balanced composition wouldobgldce the figure at the centre of the
frame, with the eyes placed more in the upper ¢falhe frame, as it depends on the viewing
habits of the audience. They are more concentaidtie upper half of the frame because that
is where they tend to find the faces of the charac{cf. Bordwell/Thompson 2008: 143,
144). For instance, in image 6.16 the main protegos in the middle of the frame and her
eyes are in the upper half, the other charactegsnanimised by cutting them and/or
positioning the people in the background througgtadlice. A further example is image 6.17.,

where two female traders are talking about the Whg loses his parents to HIV/AIDS. As
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they are talking, the next cut to their point oéwi shows the boy, who is coming to buy
something to eat from them. The boy is placed erthddle so that the viewers are solely
concentrated on him. The single-colour clothes h&f boy, in comparison to the multi-

coloured dressing of the women, assist this eff@éte filmmaker can guide our attention by
use of another time-tested strategy, the prinappleontrast. [...] Color contrasts don’t have
to be huge, because we’re sensitive to small diffas.” (Bordwell/Thompson 2008: 144)

| pity t‘l]a[ boy

6.17

These are also good examples of depth cues. Thee ssgace includes the spectator’s
impression of seeing the edges and masses on saseanthree-dimensional space: “The
elements of the image that create this impressiercalleddepth cues|...] We develop our
understanding of depth cues from our experiencaeaf locales and from our earlier
experience with pictorial media. [...] Depth cuesoafsick out planeswithin the image.
Planes are the layers of space occupied by pemanigiects. Planes are described according
to how close to or far away from the camera theg: doreground, middle ground,
background.” (Bordwell/Thompson 2008: 145, 146)wes see in the examples above (6.14,
6.15), the main protagonists are placed in thegioend and the surrounding objects appear
smaller in the background. The advantage of cinemaomparison with paintings is
movement, such as depth cues, as it strongly stgydesth planes and volume (cf.
Bordwell/Thompson 2008:147). In these examplesas able to describe how compositional
elements and depth cues have functioned in foagski viewer’s attention on the narrative
elements.

The image of the boy is also a good example of tealpossibilities, as during the dialogue
of the market women, the viewer gets to know thesge about whom they are talking
through the displaying their point of view. Accardito Bordwell and Thompson (2008:

150), “the director’s control over mise-en-sceneegas not onlywhat the spectator sees but
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also when he/she sees it and for how long”. To underline thigstement connected to
narration, a good example would be the “kidnappsegne” in the film. Adetutu has an
important appointment on campus, which is to joiakiiwa’s performance, but she is also
busy in her hometown. She is therefore under streget there on time and as a result she
carelessly ends up taking a bus that appears pulblec transport. However, it is not and she
is kidnapped by strangers. The next scene dispheysin front of the location of the
performance. Fast cuts and cross-cutting are usexpdcify the time factor. At first it is
difficult to understand how Adetutu could be at thasquerade festival so quickly after the
kidnapping, because it is out of chronological temap order. The information on how
Adetutu is able to escape is given via flashbadkerwshe has to prove again that she is a
maiden. Therefore, this plot is much more imporfanthe scene in which people judge her
whether she has lost her virginity due to the kppiag. This way of implementation is a
good strategy for maintaining the rhythm of thenfilwhich is an important issue in terms of
the time.

The two aspects of cinematographic qualities arithgdare important for the mise-en-scéne.
How they assist with the mise-en-scene will be dieed in the following part of the analysis

using various examples.

5.3.2. Cinematography and editing

The director uses a wide range of cinematograplajities™® and editing possibilities. In the

following section, | will discuss the most importame for further interpretation.

As mentioned above, the use of tonalities has &iapeole in expressing dreams and
historical periods inArugba As in image 6.18, a chief’'s dream about how teego the
country is illustrated in sepia, and image 6.19achlghows the story of the best dancer Sango,
and Bat4, the best drummer in Yoruba mythologin ldack and white.

“0 This includes tonalities, perspectives, angleelieheight, distance of framing and mobile framing.
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My advice is that you shoul] : Sare made the drum roll
consider the issue very we

6.18 6.19

The opening of the film is a montage sequenceitidiides a three-dimensional animation
(3D animation) of a photo album, which is suppogedepresent the director Tunde Kelani
and his “cultural documentary Oroki which highlighthe annual Osun Osogbo festial”
Fade-ins and fade-outs segue from the black antewdoicumentary to the photo album and
vice versa.

The film-maker applies different perspectives teegh message. Most of the time the images
are in deep focus, with the exception being a disiom between two protagonists in close-up
that is edited with a shot/reverse shot. In suclse, the protagonists are in sharp focus and
the background is out of focus. This selective fodtaws the spectator’s attention to the main
characters (cf. Bordwell/Thompson 2008: 173). Sgeeffects include superimposition, as

shown in image 6.20.

This extreme close-up is a shot from the flashliacthe “kidnapping scene”. Adetutu asks
the kidnapper to bring her water, and in order émind the audience of Adetutu’s

relationship with water, the director superimpotes Yemoja image, from her dream at the

“1 Text sequence of the movie
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opening of the plot, over her face. This is a semplntage to guide the audience through the
water mythology.

Most parts of the film are shot with a straightamgle, which is the most common one (cf.
Bordwell/Thompson 2008: 190). High angle or low lenghots are used in just a few
situations. High angle framing is utilised when theector wants to portray a whole location,
for instance the dancing around the fire, or somedi he uses it for spatial establishment. In a
few scenes, the low angle provides the opportunitpok up at a character’s face. This gives
the statement by the character more power, agx@mmple, in the first market sequence when
the prayer talks about religion. Furthermore, candistances are important for framing. In
Arugba,extreme long shots are used to establish locabiotige viewer’s spatial imagination,
i.e. the spectator has to know where he/she ifi poiats in the film. The use of establishing
shots during dialogues is also important in thigeas Close-ups focus the viewer’s attention
on the character's mimic, in order to read theactmn. Shots that zoom in and zoom out
increase the suspense, as, for instance, when tidedis to prove at the festival that she is
still a virgin. A zoom-in from medium close-up toctose-up of Adetutu’s face opens the
dissolve to the flashback. Different types of meldilaming, such as pan, tilt and hand-held
camera, give the possibility of emphasising movetmieéor example, in the Yoruba tradition
respect for elders is important, thus there areiap#ays of greeting: the women have to
kneel and the men have to prostrate. At the beginof the meeting between the king and the
doctors, the doctors greet him using these sp@@gs and the camera swivels with their
movements (tilt movement).

As for the editing, fade-out and fade-in or disgshare important for dreams, historical
background information and flashbacks. On one acoashe director also uses a wipe to

introduce a memory (image 6.21 and 6.22).

Just listen to that

alil o

6.21 6.22
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In this case when armed robbers enter one of tlefstmooms, they accuse him of being a
traitor and to remember why they would get thistbeir minds he starts to remember a
discussion with the king. This discussion is introgdd as a flashback via wipe in black and
white.

For the common editing, cuts are used to join tWwots The axis of action (180° area),
establishing shots as mentioned above, shot/rewses, eyeline match and cross-cutting,

are utilised to continue the editing and to gulte tiewers through the narration.

5.3.3. Sound in the film

The final technique to analyse in this chapterasnsl. The power of sound should not be
underestimated. Bordwell and Thompson (2008: 26#4)msarise that “most films create the
impression that the people and things onscreenlgipnpduce an appropriate noise. But, [...]
the sound track is constructed separately from ithages, and it can be manipulated
independently. This makes sound as flexible ancewashging as other film techniques.” If |
start with Bordwell and Thompson’s (2008: 264) agsiion that people are accustomed to
ignore many of the sounds in their environmentabse the primary information comes from
sight and therefore sound is often just secondaryidual attention, then it is important to
discuss the influence of sound in a film to ask lmund guides the audience through the
images to deliver the messages.

There are three types of distinguishable soundtisifespeech, music and noise. These three
types are seen in a combination of loudness, pitchtimbre (cf. Bordwell/Thompson 2008:
267, 268).

Diegetic as well as non-diegetic sound plays aiqadar role in introducing, accompanying
and ending different scenes. As Bordwell and Thang&008: 269) point out, flm-makers
utilise sound unrealistically in order to shift tagention to important aspects of the narration
and visual images. Tunde Kelani uses sound inviaig as well. In addition, Kelani applies
special melodies, which are associated with a qdati character, setting, situation and/or
idea. Adetutu thus has two non-diegetic signatunes, one of which is played in connection

with her duty to be the next Arugba. Examples ameng) meetings with the king, talks with
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her mother and in situations on campus that aremexied to the water motif. Her other

signature tune is the melody of the refrain frora #ong that she performs with her female
group and which is played in connection with hendée group.

The king is recognisable by the sound of drumsgriesl both as diegetic and non-diegetic
sound depending on the situation. It is also theioior the town scenes. The rhythm and the
chosen music, for example dramatic or calming amdantic, accompanies the protagonist’s
emotions, as Lensing concludes: “[...] hat die Musikch die Aufgabe, quasi die

2 In combination with

Seelenlandschaft zumeist der Hauptprotagonistehustrieren [...]
editing, rhythm is an important aspect. How musipports the underlining of the rhythm of
editing is best seen in the two performance scéftescuts and the music are adapted to each
other, which includes underlining the messagesmistioned above, Tunde Kelani gives
songs a special importance in his films. Furtheenmdre makes use of sound bridges to
introduce the next scene, whereby the image ottiment scene is onscreen but the music

and/or noise of the subsequent scene is alreaginglaffscreen.

As | have presented with this analysis, and acogrth Bordwell and Thompson (2008: 117),
“The overall design of a setting can shape how weeustand story action” and bring us
further in the interpretation.

6. Interpretation

| explained earlier the different possibilities mise-en-scene, cinematography, editing and
sound. This explanation is important for the foliogv interpretation. | will therefore
emphasise the technique patterns through the nessag

Arugbais a co-operation between Mainframe Productions,ltagos State government and
the BBC World trust Service. Its objective is toisea HIV/AIDS awareness. This

interpretation therefore focuses mainly on thistaimment aspect. Furthermore, the film
includes other social issues that are particularigortant in terms of the point discussed

earlier, of making critical statements with a film.

“2[...] music also has the ability to illustrate th@gagonist’s emotions [...]” [translated by J.K.]
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The Arugba Mobile Cinema Report focuses on five &agietal problems, which are explored
in the film: corruption, the health system, the @ation system, unemployment and violence.
In particular, | will use this report to confirm nmown interpretation of those key problems.
Furthermore, | will describe the film techniquesittlare used to deliver messages and to

explain the challenges, in order to show how thdiara of film can be used for edutainment.

6.1. HIV/AIDS

This topic is discussed directly and implicitlytime film. The whole story of Arugba and her
duty to be a maiden is an implicit way to talk abbliV/AIDS. In the first dialogue of the
market women in the feature story, it is respordtirgg to the political leaders are mentioned
directly for the first timeZls it not true that our leaders are behaving likebbers? Or are
we not threatened by incurable diseasE®"ikewise, various posters appear in order to raise
awareness, one with the slogan “Secure your futwercome your fear of HIV/AIDS” and
an information line is provided. This poster hawgstrally in the background of the scene
where Makinwa and his group prepare themselveth&r performance. After they leave the
room, the location is shown for a few seconds wittibe protagonists, so the audience is able

to look at the poster (image 7.1 and 7.2).

I'm ready !

43 English Subtitle
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In a direct way the topic is discussed in the folltg eight scenes:

1. Market: two market women are talking about theedis (HIV/AIDS) of the parents of
a small boy, who comes to get food. His father died now his mother is on the
brink of death.

2. Hospital: the mother has died. Nurses are talkinguahow many AIDS cases they
have already lost. The doctor goes back to his@find looks worried.

3. Kabiyesi meets with the doctors who are speciaiistae HIV/AIDS pandemic. They
present their idea to join with Kabiyesi on theldaling serious issues: seminars on
preventive education, identifying symptoms of theedses and how to care for those
that are infected. They need a building and Kabiggsees.

4. Adetutu does an HIV test and talks to the doctaualt. She asks her if she can send
a friend for a test as well.

5. In the room of Adetutu’s friend: her daughter Peldias.

6. Meeting: Chief Aigoro (advisor of Kabiyesi) and tectors meet with regards to the
HIV/AIDS project. They have obtained money from Werld Health Body. When
Aigoro hears about the money he sends his followet®f the room in order to speak
in private with the doctors. His followers co-operand leave.

7. Adetutu and her friend meet the doctor. Adetutu tbdeave early because she wants
to attend Makinwa’s performance.

8. Adetutu’s friend meets the doctor again to talkuhbwer test results. She is HIV
positive. She reveals her situation because ofabtiethat she is a widow. She talks
about how she was treated by her husband’s family.

Various aspects associated with HIV/AIDS are adskésn these scenes, such as the high
rate of orphans, stigmatisation, mortality rate amodes of transmission, as in mother-to-
child transmission and sexual transmission. Adddlty, general information about HIV
tests, information lines and so on are given vadtalogues of the protagonists and through
the display of posters.

The dialogue of the two traders saene on& reveals the family background information of
the boy. It refers to sexual transmissitfhat sickness that took his father has afflictad h

4 Disc A: minute 34:13 - 34:49.
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mother too. He might end up losing his mother tGoThe audience is listening to the
dialogue offscreen while the boy is onscreen. Téet cut displays the two market women
and the small boy in a medium long shot, when hetsveb buy food. One of them asks him
about his mother’s health condition and in ordesde the reaction of the boy, the camera
distance changes to a medium close-up. This sagsebetween these two camera distances.
In the same medium long shot as described befoeeawdience can see the worried reaction
of both traders.

Two men who are waiting in front of the hospitatauucescene tw8°. The next cut displays
the hospital room as the doctor enters to annothrecdeath of the patient, who is the mother
of the young boy in the scene just described. Stawgic accompanies the act, medium close-
up, close-up and medium shots enable the spedtasee the sorrowful faces of the nurses
and the doctor. The dialogue of the nurses addse¢lsehigh mortality rate in Nigeri&lhat
makes it fifty AIDS cases that we have |185tThe following cut displays the doctor in his
office. He seems tired and worried.

These two scenes are good examples of selectecesmagnbined with a few words that
manage to describe the main aspects of HIV/AIDS Wwohman who died was the widow of
an AIDS patient and left behind a son, who reprissene of the million AIDS orphans in
Nigeria. According to the Report (n.d.: 5), the i®yhe archetype of many AIDS orphans in
the country. The hospital scenes introduce the higath rate of HIV/AIDS patients in
Nigeria. According to the UNAIDS Global Report (208), Nigeria is one of the five Sub-
Saharan African countries besides South Africajdpih, Zimbabwe and Zambia, where the
epidemic has either stabilised or is showing smrdecline.

In summary, scenes one and two address sexuairissisn, the high rate of orphans and the
mortality rate in Nigeria. According to the Unit&thtion General Assembly Special Session
(UNGASS) Country Progress Report (2010: 28), therease in the number of orphans,
which was estimated at 2.12 million in 2008 and73.million in 2009, is one of the most
notable social and economic impacts of HIV/AIDS. 2005, the mortality rate began to
decline in Sub-Saharan African countries and passible to achieve positive effects with
antiretroviral treatment (cf. Global Report 2010; 107).

4> English subtitle
5 Disc A: minute 34:49 — 35:45.
" English subtitle
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Scene threé® enables the audience to get information aboutsserg issues, in order to
create an environment for the prevention, treatmemmd fight against HIV/AIDS. As
mentioned in chapter 6.3. (technique part: Sourttienfilm), the director uses sound bridges.
This act is introduced with diegetic drums offsere®nscreen in the following cut, the drums
are played to accompany the meeting of the kingthaddoctors. They are also used as the
signature tune of the king. Via shot/reverse stiat,audience can follow the talk between the
king and the doctors, who represent the healthesysiThey need a building for holding
seminars on preventive education, the identificattd symptoms of the diseases, for the
treatment of infected patients and for the essebloed screening. The World Health Body
provides the funds for the project but to achidwartaim, the doctors need the co-operation
of the king. Also needed is the co-operation ofgieeple to attend the seminars, which is an
absolute must. In this scene, the main aspectsoefgion and treatment are explained via the
dialogue. Furthermore, an important message isdasgonsibility of the civilian population.
In the plot of this scene, the spectator can reisegiinat the king was more interested in the
female doctor’s beauty than in the request beirigg@tim. As the author Daniel J. Smith
concludes: “Though Nigeria's leaders have publielyognized the presence of HIV/AIDS in
Nigeria and promised government assistance in sigpipps spread, and though President
Olusegun Obasanjo has gone further than previ@agets in creating government programs
designed to address the epidemic, neither thedaneisnor other powerful politicians have

given HIV/AIDS a patrticularly prominent position their public rhetoric.” (Smith 2004: 199)

Scene si¥¢ is a continuation of scene three. It gives infaioraabout the amount the World

Health Body is providing for the clinic facility.his act deals more with issues of corruption
but at this point it is interesting to discuss ttwnnection between official funds and the
interests of the government. It could be interptetieat people are interested in making
money for themselves and do not care about curdewale/Otsemobor personal talk 2010).
In summary, the government, which is representet thie king and the chiefs around him,

does not face these problems and furthermore,fédeyo shame at embezzling the funds.

“8 Disc A: minute 39:09 — 42:07.
4 Disc B: minute 06:03 — 08:08.
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Scenes fout’, five®!, severi? and eight’® are connected and form parts of the same plot.
Scene four displays Adetutu in the doctor’s offideen she gets the results of her HIV test.
The doctor congratulates her about the fact thastatus is negative. Via shot/reverse shot,
the audience can follow the dialogue where theatqatovides the main information on the
importance of regular blood screening, as HIV is tnensmitted through sexual intercourse
alone, and invites her to attend seminars. At tlteAdetutu asks if she can send her pregnant
friend Bolatito, who has never had her status cbecto see her. During this talk, the doctor
emphasises the importance of finding the statudecause of the pregnancy.

In the second of these four scenes, Bolatito utterddaughter’s name continuously, who has
already died before Adetutu arrives. Close-ups haf taces help to show the mother’s
desperation and Adetutu’s compassion for the @tuatind via medium long shot the
spectator is able to follow the whole act in Bdtas room. The non-diegetic music
underlines the situation.

Scene seven is already a part of the crosscutietg explained above. Adetutu is late for her
appointment for Makinwa’s performance. The non-gliegmusic is fast and does not fit to
the talk between Bolatito and the doctor. Thus,ntusic can be heard at the beginning of the
scene and is played again while Adetutu waits lergublic transport. During the short talk
the music fades and the audience just listens éodthlogue. In comparison with the fast
music that accompanies Adetutu’s stress, the deagmod nature is emphasised through the
sound technique and makes her appear trustworthy.

In the last scene of these four, Bolatito goeswthe doctor again to get her results. It starts
with a medium close-up shot/reverse shot and Bolatisimultaneous explanation of her
status as a widow. She was stigmatised by herws-lnd had no other place to go. As a
result of that, her daughter became sick and dNiegv she is pregnant again and full of fear
that she will lose her child. Bolatito is diagnosasl positive and the medium close-up
displays her reaction. The next two cuts changectimera distance to a medium long shot
and a close-up to show the doctor’s care as shehdsuBolatito’s hands. Offscreen the

*% Disc B: minute 02:49 — 04:02.
*! Disc B: minute 05:33 — 06:03.
*2 Disc B: minute 08:30 — 09:07.
*3 Disc B: minute 23:34 — 25:19.
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audience is listening to her voice, which sdysis not the end of the world®* Soothing
music accompanies the situation.

In the following part of the film, Bolatito also grripates in the Osun Festival and medium
shots show her among the attendees. This charagiersents how a normal life can be lived
in society with this immunodeficiency syndrome, the University of Ibadan (n.d.: 7)
identifies in the Report: “Throughout the rest bé tfilm, Bolatito appears prominently. A
truly robust person, she continues to look headtiy cheerful, and is actively involved in the
activities of the society showing that indeed oae be living with HIV and still functions
perfectly as a member of the society.”

Implicitly, the director responds to stigmatisatwith this character. Likewise, the theme and
the accompanying fear appear with the poster @texe. According to Adeokun, Okonkwo
and Ladipo (2006: 213), getting information on stegin Nigeria is limited to a number of
abstracts published in international HIV/AIDS caefece proceedings. The reasons for
people living with HIV/AIDS being stigmatised aragesult of ignorance. One example is the
prevailing myth that HIV can be contracted througinmal social contact. The other common
reason is the impression that HIV/AIDS is an illned homosexual people, sex workers and
drug addicts, as well as of those that have sexidmitmarriage or are promiscuous (cf.
Adeokun/Okonkwo/Ladipo 2006: 215). Furthermore, e®0df transmission such as mother-
to-child transmission and sexual transmission, andan implicit way other modes of
transmission, as well as the importance of regbland screenings and treatments, are
discussed in these parts of the film.

According to the action items under chapter 4 “Hi®atment” of the UNAIDS Report (2010:
115), the following three points are important wiiégards to children and mortality in
general:

* Maternal and child health services must be stremmgiti so that all pregnant women
living with HIV can access comprehensive serviagspieventing maternal and child
mortality and infants from becoming newly infecteadd providing antiretroviral
therapy for mothers.

» Children’s access to antiretroviral therapy mugprome. This will require maternal
and child health and antiretroviral therapy centees/ork closely. In addition, better

>4 English subtitle
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diagnostic tools and antiretroviral therapy forntioias for children continue to be
needed.

« Investments in treatment have brought results i@SArelated mortality and reducing
the number of people newly infected with HIV. Thé@seestments must be continued

and sustained over the long term.

In connection with the HIV/AIDS topic, | also sdeetempowerment of women portrait in
terms of the female protagonist. The actress s to the spectators that women have the
power to be responsible for their own sexualityeyttdo not have to let themselves be

exploited, humiliated or subordinated by men.

With this interpretation on the HIV/AIDS topic, lag able to present how much information
can be given via some selected images and dialpgndshow the audience is guided through
the messages with the various camera positionafiiss and sound. | will now provide some
information on other statements that also come muadatainment. According to the Report
(n.d.: 6), the edutainment aspect is employed tyreand implicitly in the film as well.
Examples of direct use include Oral Rehydrationrapg (ORT) and different references to
HIV/AIDS that | have already discussed. Furthermdie Report summarised that the
implicit use of edutainment occurs throughout then fthrough the aspect of chastity and
cultural revaluation. The topic of cultural revaioa is a particularly important aspect in
order to the director’s opinion to go back to thaifture relating to the discussion about
solutions in the personal interview. According tan@le Kelani (personal interview 2010),
people should be aware of their problems and th&isns and they should think about them.
He tries to give the solution of change, a chamdged to reorientation, i.e. for people to be
aware of their own culture. The film therefore unbks historical background information on
the Yoruba culture such as Sango and Bata, theedamd the drummer, Yemoja, and of
course the Osun Festival, the importance of watergb&’s (the sacrifice carrier) duties and
so on. “The Yoruba worldview is a complex netwofkrderdependent relationships among
eniyan (human beings) and orisa (deities).” (Badgj@6: 47) In the Ifa Divination Corpus,
an elaborate body of knowledge is found in whichthology, philosophy, and history exists
along with other fields of knowledge (cf. Badej®5948).
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The explanation of how to prepare ORT is a stetep demonstration in the scene when
Adetutu visits her friend Bolatito for the firstrte. Her daughter has diarrhoea and does not
want to eat anymore. The details are emphasiseddhrthe camera distance. A close-up of
the baby shows how much it is suffering. A mediwng shot portrays the whole room and
the spectator is able to see how Adetutu is lookargthe ingredients needed. The camera
distance changes to an extreme close-up in orddolmy the preparation in detail. In
Adetutu’s dialogue, she conscientiously explairsdteps of preparation of first aid for the
baby.

An important part of the Report éfrugbaSurvey (n.d.: 7-9), is the breakdown of the twelve
messages by Lagos State government, which are@dserto the film. To recognise and to
understand those messages was not easy for magtiit fvas almost impossible, but it is
interesting to point them out. Therefore, the failog part is mainly based on the
interpretation of the Report and also provides sbagkground information. According to the
University of Ibadan, six of the messages focushenenvironment, four on taxes and two on

land purchases, as follows:

The five messages of the environmenrdre sponsored by the Lagos State Ministry of the
Environment (LSME), and one is sponsored by theokagtate Waste Management Authority
(LAWMA). The first message is a jingle in YorubaAjakalé artn ti inG égbin san w&”
(University of Ibadan n.d.: 7) It is a request lean up the environment in order to avoid the
spread of disease. The second one is in Pidginigbnghd reminds people to be concerned
about garbage disposal and to pay their bills. et message is especially for market
wo/men and urges people “to clean their stallsydaild specially every Thursday when they
are supposed to close their markets for hours thioeough clean-up” (University of Ibadan
n.d.: 8). The fourth environmental message expldiadink between a dirty environment and
the spread of disease. It should be a warning edpedor “those who urinate
indiscriminately in the open public places to disttoue the act” (University of Ibadan n.d.:
8). The fifth one is a nostalgic straight talk reretl in English where chief Alhaji Femi

Okunnu paints a picture of the old, clean and dydesigos and is also a request to maintain

%5 “Unsanitary milieu results to diseases.” (Trarislaby Raimi personal talk 2011)
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the environment for a clean Lagos. Related to #hithe final message, a jingle in Pidgin
English that talks about how Lagos State is bealutiiit that it can be made even more so.

The second categories of governmemssages focus on taxemd are sponsored by the
Lagos State Internal Revenue Services (LSIRS). firge one is connected to religion. A
pastor encourages people to pay their taxes, Agth@mtause of civic responsibility but also
because of “being obedient to the words of the L.ortle next message is connected to good
things that are done by the government, which eoltinue if people pay their taxes. The
third message reminds people to pay taxes reguéarty the last one features Mr. Yemi
Cardoso, former Commissioner for Economic Planmvigp gives a list of government plans
for the environment, power supply and other aspefcisfrastructure. To execute these plans

the government needs the public to pay their taxes.

The twomessages on land fraugire supposed to warn the audience “of buying famich
fraudulent land speculators who specialize in sgljovernment lands illegally” (University
of Ibadan n.d.: 9). The first message is in Engéisl the second one is in Yoruba and is just
a translation: “They contain a list of areas of asgvhere land speculators are selling
government’s lands illegally. They teach people howegin the process of acquiring lands
legally and give them addresses and names of gosgrnofficials to contact if they have

enquiries.” (University of Ibadan n.d.: 9)

Including government messages in films is intengstibut at the same time it has
implications. It is interesting because it discgs#ee specific problems of Lagos State and
gives information about them, and it also uniqued§ines a target group. It has implications
because government messages can have negativejgenses: if you consider that the film
Is supposed to raise HIV/AIDS awareness, too margssages could overwhelm the
audience. Tunde Kelani (personal interview 2010)ctades thafArugbais an overload and
some people were disappointed because they wamtied éntertained and not to have their
ways of thinking affected. According to the Rep@dniversity of Ibadan n.d.: 9), “the
viewers may feel ambushed by the film producer #red government”. By means of the
guestionnaire it was discovered that the audiem@s content with the different messages,
and according to the Report (n.d.: 19), it shoves fitm “can indeed bridge the gap between

the government and the people if properly empldyed.
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6.2. Other aspects for social and political awareness

The following interpretation concludes the discassaf chapter four in criticising the politics
of the country and emphasising the challenges eMNigerian population. | will give a brief
overview of the topics that are addressed in the fi

The political parts of the film illustrate the ptelms of the country, including how they used
to be and how they continue to be toddytrom film to film | have pointed how massive
corruption is getting worse and worse(Kelani personal interview 2010) Nigeria is one of
the most corrupt countries, according to the Cdiomg Perceptions Index 2010
Transparency Internatiorl Kelani addresses this in various ways and frofferdint areas,
thus it is not just a portrait of Obasanjo’s regirioe instance. He also uses examples from
Abacha’s’ military regime, Babangida's time and so on. Herfee tries to portray the
existence not only of differences between the inldial areas but also between the military
regime and the switch to democracy in Nigeria. Hews examples of corruption, deceit,
assassinations and money transfers to foreign laackunts all over the world. Kelani
addresses the general leadership problem in Nig&dewale/Otsemobor personal talk
2010). The corruption issue is reflected in différparts of the film, for example, it appears
in the story of Aigoro, a chief who embezzles fuddsated by a World Health body and is
later arrested by the king. The king himself trensimoney to his foreign bank account and at
the same time he pretends to fight against theuptan>® Furthermore, the film represents
meetings of the king and the chiefs with physieghtls, which are close to the reality in
parliament (Adewale/Otsemobor personal talk 20H@ye a recurrent question i8Vhy are

we suffering in the midst of plenty?"This question is used in different films by Tunde

% Online at: http://www.transparency.org/policy research/survaydices/cpi/2010/results last accessed:
04.02.2011.

|t is estimated that he has looted between $®bitind $5 billion during his dictatorship. He tséarred the
money to several banks in different countries sasfswitzerland, Liechtenstein, Luxembourg, Jeraay, the
Bahamas (cf. United Nations/World Bank 2007: 18).

*® For the Obasanjo administration, its anti-corruptiampaign was an important item. The Economic and
Financial Crimes Commission (EFCC) was establisteefight against corruption during Obasanjo’s perio
According to Falola and Heaton (2008: 272, 273)nynaeople criticised it and argued that he wascthreupt
one.

%9 English subtitle
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Kelani. According to him (personal interview 201@)e idea behind this question is that he
wants to express his amazement at the mismanagerheapital in Nigeria, and he further

emphasises that Nigeria could have a lot of ecoa@pportunities in terms of oil and gas
production, agricultural possibilities and so ohisTis also in the film itself, where one of the
chiefs mentions that they are shameless giants.tlt@rNigerian people, corruption has
become “normal” not only in politics but also inegyday life: “From paying policemen at

highway checkpoints to bribing public officials flegitimate or falsified document, Nigerians
deal with corruption on a daily basis.” (Falola/lea2008: 240)

Parallel to the main plot, various forms of violerare introduced in the course of the film. A
political form of violence is represented by theassination of a chief, who was accused of
high treason by the king. A further theme is kidmiag. Adetutu is waiting for public
transport on her way to the campus, but unfortupatee gets on the wrong bus and she and a
number of young children are kidnapped. This scéungtrates the problem of kidnapping for
the reason of occultism, for example (Adewale/Otsaon personal talk 2010). Violence on
the campus is expressed in a weakened form, whrea boys harass the girl s on their way to
a lecture room.

As discussed above, song texts are an importaniumeidr Tunde Kelani to stress the main
issues of the film. IrArugba, he did this in particular with the sofdi o ni Choice,which
discusses the two main challenges of the courttey:education system and unemployment.
The former is criticised in particular due to tleetfthat the language used is English, i.e., to
speak English means to be educated. This issudsds demonstrated when the king’s
grandchildren do not know other Yoruba words anéxouse themselves they tell him that
they are forbidden to speak Yoruba (to fma-jaga thing&) at their school. This issue was
discussed in a personal interview (Kelani 2010)erehKelani argued that it should be an
important part tdwork with people who do not have a western edwrabut are educated in
another way otherwise”As an example, he took the story of Sango and,Bhaé dancer and
the drummer:“They cannot dance without drum and the other omanot drum without

dance. So we need each other. It is a world of ggI®”

%0 English subtitle
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A further example would be “Osun’s mythology and festival drama [which] embody a
belief in woman power and sacrifice, that is, ia thelief that to give is to get, and to get is to

give, while to give and to get is empower.” (Bad&p®96: 185)

Furthermore, parts of this song discuss leavingeNggand beginning a life in the USA

because of the hopeless situation: “[...] thinkingNbd§eria [...] makes me wanna say bye
bye. Ibe yen titi laiye. Ori nothing ri omo yi méorré &%

In the film, the aspect of migration is mainly assted with the 2009 American election and
with the director’s statement about the desirestéd\imerican. One girl mentions to her friend
on the phone that everyone will get a green caodulmee of Barack Obama. Likewise, almost
at the end of the film in a close-up, the king'levision broadcasts the election of Barack
Obama. According to Tunde Kelani (personal intewi2010), the election was just a

coincidence, and as part of the current eventsaatime it simply became a part of the story.

On top of the five problems that are explored ingtra, others are introduced in short scenes,
but are nevertheless important: widowhood, inftedtire and poverty. The problem of

widowhood is discussed through the character BolaBhe lost her husband and was then
abandoned by her in-laws. As a result of this séitysation, she has to struggle alone to take
care of her daughter and her pregnancy. In thegli&@ with the doctor, her troubles as a
widow are clearly illustrated. The collapsed infrasture and especially electricity is shown

when the king’s wife lights kerosene lanterns ia plalace, though the setting is reduced to
almost nothing in order to put the message aciss.endemic poverty could be seen as a

result of the various problems.

The topics of gender and religion should also reolelft out. As discussed above, it is normal
for Tunde Kelani to work with a strong female cltdea in his films. InArugbd&in particular,

he wanted to emphasise the two powers of womealation to the water motif. Here, water
can be understood as a metapli@m one hand women are mothers and it is their doty
protect their children and on other hand they havarvelous temper like the sea, the ocean.
One moment everything becomes peaceful and suddewotyld turn to thunderstorm,
tsunami and incredible destructions as a consequemd for the Arugba in the story it is her

®1 English translation — subtitle: Government, thisig checking out.
English translation: Over there forever. She’s smathing before. This child is leaving (translateg Raimi
personal talk 2011).
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responsibility to draw attention to these two pasvef women.”(Kelani personal interview
2010)

The Osun Festival by itself is a good opportundy the director to illustrate female power.
The annual festival and oral literature of Osun destrate women’s power in Yoruba
cultural history. In the Yoruba language there different terms to describe that gender and
sex roles are frequently asymmetrical and obscB@dejo (1996: 178) identifies the
messages of the festival’s drama as balance, oetijgrand the sanctity of gender roles, and
points out that: “Osun as a model establishesAlfratan women are historically part of the
political, social, cultural, and economic sectdtsshows that Osun as a mythical image of
womanhood, is queen mother and ruler, the subjegblitical and economic actions, the
challenge and the support of the social order.”d@a 1996: 180) These aspects are
combined with the image of an elegant woman of thegdower, femininity and fecundity.
Consequently, she concludes that the festival dramdaoral literature of Osun “codify these
complex images of African womanhood as a souragiowerment for women globally”, as

a theoretical framework for African feminist crism. (cf. Badejo 1996: 183)

As | have already mentioned in my analysis of therative form of the film, the director
addresses the three religions: Christianity, whiotludes Pentecostalism, Islam, and the
Yoruba religion. This is shown especially in thestfimarket scene where a mad man is
shouting and different people are commenting os. thhe two main religions of Islam and
Christianity teach morals and talk about moralssatiety. These three religions, Islam,
Christianity and the so-called native religion (alniis mentioned at the beginning with the
Yemoja) share certain similarities.

The success of the Pentecostal and Islamic movemnsarde the 1970s, lies in the desperation
of people who turned to religion expecting it to the answer to all social problems. The
success of Pentecostal churches mainly continudsyton the South of Nigeria, whereas
Islam is more popular in the North (cf. Falola/H#aR008: 221). The scene almost at the end
of the film, where the king is talking to a perdoom the church and saying that he wants to
build a church beside the palace, could be undealsag the film-maker wanting to implicitly

addresses the relationship between politics ancthbs.

In summary, the items | have discussed above acerding to the director himself (personal

interview 2010), understood in the same way agythime is confronted with in his everyday
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life and that are published in the newspapers. usé put these themes in a historical time
context away from entertainment. He finds it impattto include these social and political
aspects in his films. Furthermore, besides theremtenent aspects the documentary aspects
add extra values1 am not an activist. | am just telling a story..[][One is maybe a mirror

maybe a poor reflection of the real thindgersonal interview Kelani 2010)

This overview represented and reinforced some ésfleat were discussed earlier (cf. chapter
4 part 4.2. “How free are the Nigerian filmmakersAccording to Tunde Kelani (personal
interview 2010), he was able to express himseH fnee way and he is content tiaugba
was certified as an eighteen and above film by @emsors Board. He is aware of his
responsibility as a film-maker and thinks thdidm is the most powerful medium of
communication’ It depends on the spectator as to which parteffiim is important for
him/her, and what kind of topic she/he wants td ot to discuss. As | have portrayed in the
course of this chapteArugbahas many aspects to be discussed and we can |éatrat@out
politics and social problems/challenges in NigeBg.extracting several topics of the film, |
was able to show that this film provides variousgibilities to discuss and to criticise one
topic or another in further detail. As Kelani (20lmphasises in the personal interview:
“[...] the story in Arugb& in comparison with the demporary Nigeria is a never never

ending drama.”

After this analysis and interpretation Afugbaand following the definition of Bordwell and
Thompson (2008: 70), | would like to say thAtugba “has unity”: “When all the
relationships we perceive within a film are clead &conomically interwoven, we say that the
film hasunity. We call a unified film tight, because there seentbe no gaps in the formal
relationships. Every element present has a spesiit of functions, similarities and
differences are determinable, the form developg#dy, and no element is superfluous. In

turn, the film’s overall unity gives our experiereceense of completeness and fulfillment.”
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7. Conclusion

Film and its various types, such as documentarytagament and entertainment, with
different genres such as crime, thriller, melodrammamedy and so on, provide the
opportunity of representing the social and polltaspects of a society. Therefore, film and
video technique is a tool to manipulate people positive or negative way. The discussion
on propaganda stresses these issues. In this te§mpmleye (2007: 51) concludes “[N]ot
only is it possible for television to present réié¢ as it is, it is also possible to use the
medium to re-create another type of reality by phepagandists”, which is how it is/was
often used by politicians. The power of film showdt be underestimated by film-makers.
Consequently, they have to be aware of their respdity and not use the media in a
negative way. Some form of regulation is thus imagiee in order to balance film production.

However, the questions of who should be respongdiig¢his and who can decide what is
right or wrong in relation to ethical aspects, al®ious. According to Senghal and Brown
(1999: 273), censorship bodies that control thevflaf information can create structural

barriers for effective edutainment productions,eesgly if they are controlled by political

leaders or development funding, the pool of tecinexpertise and the availability of policy-

makers for strategic planning. With the descriptadrthe Nigerian censorship body, | was
able to discuss how free the Nigerian film-makeesand what kind of possibilities they have
to deliver messages. According to my researchegiedds on how film-makers tell their
stories and how they implement them. A common gap iuse metaphors instead of making
a critical statement in a direct way. These areodppities to sensitize audiences to their

political rights and to criticise issues such asuuation, violence, unemployment and so on.

With the case study “The Nigerian film industry”,was able to discuss the different
possibilities of a country with a film and/or videondustry, in connection with popular
culture, art and entertainment-education interggrsti According to Barber (1997hb: XII), “at
some level, all the plays produced by concert @aidind popular theatres in Ghana, Togo, and
Nigeria are about the transformation of society wgitt under colonialism [...].” As | have
described, the film industry increased particulaaliyer the oil boom during the military
regime. In this respect, most of the films | havg&dssed in this thesis could be seen as the
transformation of society under military regime.viglusly popular art needs to be aware of

the political situation and circumstances of a ¢guwhere the art form develops.
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Concerning the message and function of culturaFatbian (1997: 23) concludes that cultural
expressions also symbolise, and are more thanlsauwapolitical reflections, or mirrors of
the society: “[...], any living culture must be vietvas a communicative process in which a
society not only expresses but also generatesantsfits world view.”

For non-Nigerians, the film Arugbé gives a minimumsight into just a part of Nigeria and its
people, their life, culture and politics. On onenthafilm can provide an incorrect and partial
expression that emphasises stereotypes. Afolabsdpal interview 2010) describes that
negative aspects of a society are usually intergstnd therefore spread easily. Consequently,
a lot of negative things are portrayed in Nigeffidms, which gives the wrong expression of
Nigerian society to foreigners. However on the othand, film also works the other way
round to oppose stereotypes. Tunde Kelani has liligyao discuss various problems and
challenges in Nigerian society, without emphasistereotypes. He calls attention to such
issues and then provides the space for reflectimhdiscussion. According to Tunde Kelani
(personal interview 2010), it is not a film-maketask or aim to give solutions with their
films, but rather to give suggestions so that viswthink about the problems and the
solutions:“They should be aware of themThe films are therefore open-ended and provide
an input for personal reflection. After screenugigbavia mobile cinema in different areas
in Lagos, the questionnairese a good way to underline such ideas. As merdiotne co-
operation with Lagos State Government could be ssea bridge between government and

civil society. Therefore, such entertainment prdituns seem future-orientated.

It was an interesting part of my research to getrtow Nigerian society better, through the
film Arugbaand the various themes that are portrayed. Iseglthat to filter the different
topics demands an intensive historic, economic oiical analysis of the country. In this
respect, it was an important discovery that | caudtl and that | do not need to understand
any aspects that are portrayed in this film. Furttege, it is not necessary for me because the
target groups are first and foremost Nigerians dedues. Therefore, it is important,
especially for education-entertainment productisaasie aware of the culture and tradition of
a society, as Senghal and Brown (1999) noted on lidfteof entertainment-education
challenges. Hence, | would suggest that people arkoin the film business or any media
business should design and produce edutainmentugrods for their own society without

any external influence.
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The audience interprets films. According to my egeh, little has been written about how
and in what way the Nigerian audience does thisvéder, with my participant observation
and the results of the Report éduugba by the University of Ibadan, | determined that
dialogues and discussions about films are imponppants of a screening. Also according to
Barber (1997a: 8), the spectators “see expres&wesg as inviting attention, discussion and
decipherment.” | tried to interpret a Nigerian filmth the awareness of the difficulty of
understanding its details. | know that the différdremes | mentioned in the interpretation
could be analysed in a more profound way, but dunty stay in Nigeria | realized that it is
not important for me, as a foreigner, to percehedifferent topics portrayed in detail. As for
my research, it was important to give an examplea dfigerian film to discuss how the
medium of film could be used in a positive way dmuv it contributes to development.
Therefore, the demand on this thesis was not ttysmaach metaphor and each scene in
detail, it was sufficient to give an overview ofetlchallenges and problems of the society
portrayed in the film, in order to represent howytlare illustrated so as to make the society
aware of them. The detailed interpretation could/\feom spectator to spectator, because it
also depends on what kind of previous knowledgeesoma has and his/her personal views of
a film, as Bordwell and Thompson (2008: 63) conelutFilms have meanings because we
attribute meanings to them. We cannot thereforarcegneaning as a simple content to be
extracted from the film. Sometimes the filmmakeridgs us toward certain meanings;
sometimes we find meanings the filmmaker didn’émat Our minds will probe an artwork
for significance at several levels. One mark of @gagement with the film as an experience
Is our search for referential, explicit, implicand symptomatic meanings. The more abstract
and general our attributions of meaning, the moeerisk loosening our grasp on the film’s
specific formal system. In analyzing films, we mibstlance our concern for that concrete

system with our urge to assign it wider significaric

With the interpretation ofArugba,| was able to show possibilities for the mediunfiloh to
deliver messages and to make the audience awasegenft issues such as HIV/AIDS, the
health care system, corruption, violence, educatimemployment, migration, infrastructure,
poverty, religion, widowhood and gender. In summéitgns have the capability to reach the
masses to educate them in terms of political consciess and health care systems, as well as

environmental and social aspects, which are impbgarts of development.
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9. Appendix

9.1. National Film and Video Censors Board Criteria

Fig. 1.1.: National Film and Video Censors Boatitkcia for film and video censorship

SN0 CRITERION EEMARKS

I Does it have educational value?

I Does it have entertainment valus?

I Dioes 1t promote Migenan culture?

IV Does it promote MNigenan unity?

Vv Dioes 1t promote MNigeran interests?

VI Dioes 1t have potentials for undermiming
national securty?

VII Does 1t have potentials to include or remnforce
commuption of private or public morality?

VIII Dioes 1t have potentials to encourage
violence?

| Y Doas 1t glonfy viclence 1 e violence for
violence sake? Is it replete with sexual
violence?

X Doas 1t expose Afncan people to ndicule or
contempt?

o | Dioes 1t have potentials for encowraging 1llegal
or cnimunal act 1.e. crime without
pumshment retrbution?

XII Dioes 1t have potentials for encowraging racial
conflict or diserimination?

XIIT Does 1t have potentials for encowragimg ethnic
conflict or discmmination?

XTIV Doas 1t have potentials for encowraming
relizious conflict’ discnmunation?

XV Is it blasphemous? Does it indulze m
profamityulganty?

VI Does it promote obscenity?

XVII Is it indecent?

XVIIT Is 1t sadishic?

XTX Could 1t be mjunous to morality (public and
for mmors)?

Y Is it likely to encourage or incite public
dizorder?

NI Is 1t ikely to encourage or incite crime”?

NI Is it un-desirable in the public mterest {in its
entraty)?

XN (reneral commentsapproval

XRIV Categonzation

ANV SignaiureName

AXVI Date

VI Thitle

source: Ugor (2007: 8)
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Fig. 1.2.: National Film and Video Censors Boaichtecal details

TITLE DATE LANG:
ITEM Ohzervation Score

1 Lighting

1 Sound/Aundio

3 Production Duration/Artistic design
4 Story Line and development/dialogue
£ Editing

& Videography/photography

T Music

§ Graphies/Opticals F ffects

9 Acting/Continuity

10 Diirection

11 Make-Up/ Costumes

11 Sets

13 Acting/ Characterization

14 Poster

15 Trailer

16 Cassette Package Design

17 Clazsification

Name
Signature
Diate

source: Ugor (2007: 9)

Fig. 1.3.: National Film and Video Censors Boahthftensors log sheet

TIME SHOL/SEQUENCES COMMENTS OBSERVATIONS
SCENE
1-5mn Story Situated
6-10 mn Story Mot Situated
11-15 mn Theme Music
16-20 mn Foreign Musie
211-28 mn Stock Names
16-3) mn Commenced
31-3% mn Ended
36-40) mn Education Value: YesHo
41-45 mn
46-50 mn Miszsing Establishment Shots

£1-55 mn
£6-50 mn

§1-65 mn Presenter’s Name
66-T0 mn Profession
T71-75 mn Organization
T6-80 mn Membership No
51-85 mn Director

§56-90 mn Producer

91-9% mn Writer

96-100 mu Editor

101-105 mn Gauge

106-110 mn Languaze
111-11% mn Love Sc
116-110 mn Sex Se

121-11% mn Violent 5S¢
126-130 mn Advertisements
131-13% mn

136-140 mn

141-145 mn

146-150 mn Synchromzation problem
Nawme Duration
Signature

Date (Genre

source: Ugor (2007: 10)
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Tab. 1.4.: National Film and Video Censors Boasssification symbols

a. “G” for general Audience—Brown colour code

b. “C” intended for children—Green colour code

c. “NC” not recommended for children—Purple colocode

d. “18" for mature Audience — “yellow ochre” colocwde

e. “RE” restricted exhibition - “Blue” colowode
source: Ugor (2007: 11)

9.2.

Segmentation

1. Flashback — 10 years earlier:

1.2.
1.3.

starts with an animation (photo album)
Fade-in: black and white image (dancing peoplegxt about Tunde Kelani and his

work on Osun Festival.

1.4.
1.5.
1.6.
1.7.
1.8.

Photo album -> turn over the pages (imaginatiotiafevive in the past”)
Fade-in: black and white image (documentary) +: teatkground information
Photo album

Fade-in: black and white images (documentary) ¥ teackground information

Interview: school teacher, she talks about the Wieba of the next Arugba. Fade-in:

different pictures of the girl and her behaviousahool

1.9.

1.10.

Imagination: Osun Festival + voiceover gives baokgd information

Interview with current Arugba: talks about how shas chosen and what kind of

responsibility she has. (fade-in: her mother twice)

1.11.
1.12.
1.13.
1.14.
1.15.
1.16.
1.17.

Osun Festival

Explanation: the responsibility of Arugb&

Osun Festival

Interview Arugba

Arugba carries the calabash

Photo album zoom out, the photo album is closed

Text: experiences of the film-maker
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2.

Presents: 10 years after

Introduction to the fictional movie

Crossing over from the documentary to the fiction

3.

Arugba at the Osun River; animation: environmert @vinkle stars in the river

3.1. Images: dancing and singing women, and Yemheaeity appears suddenly.

3.2Adetutu woke up in her bed in the student hostet @cene before seems to be her
dream)

A painting in black and white (Arugba) + credits

5. Market scene: a priest seems to be mad — talks #om problems and religion; 2 market

women are discussing his behaviour and statements;

House of the royal highness Kabiyesi (place is set)

6.1. Talk about Ifa

6.2. Quarrel between women in the palace becaustldh beads; a man would like to
settle the quarrel

6.3. A woman alights from a car (Kabiyesis wife)

6.4. The same woman complains about this behataokiabiyesi

6.5. Adetutu enters the room: conversation betweaniyesi and her about her Arugba
responsibilities to become the next Arugba (laté&r scene is a flashback)

6.6. Other Arugbéa candidates talking to the Ifagtrivirginity)

6.7. Adetutu consults the Ifa-oracle.

. Drums, dancing people; conversation between twe dMakinwa and his friend) about

the masquerade festival, which is coming soon.

(14:59) Palace: a girl finds the beads and recegnilsat her mother stole them; quarrel

between daughter and mother; daughter leaves tlaeegpand moves to the university

campus.

Evening in school:

9.1. Telephone conversation between two ladies -> togmsplaining about their
boyfriends’ behaviour, the Obama phenomenon, gtindmerica where everyone
will get a green card.

9.2. Performance in school -> female group

9.3. Girls in the dressing room (Umkleideraum), a manakMwa) who is

interested in Adetutu’s talent (lead singer) enters
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9.4. Telephone conversation between the same two ladasplaining about her
boyfriend (Makinwa)

10. Meeting between Kabiyesi and the chiefs: the chiefsplain about Kabiyesi’'s strategy
of governance. They mention different problems sashunemployment, the economy,
suffering, poverty, corruption etc. They would litceadvise him.

11.Dream (imagination): discussion about: what exadlyour problem? Change for the
country. (This person would like to bring the peoph his side and wants to become the
next president.)

11.1. Man wakes up from the dream (imagination)

12. Adetutu and two friends are on the way to a lectaoen. Suddenly two men harass them.
Adetutu is able to overwhelm the men because ofdlationship with water and is able
to protect her friends. Afterwards she goes to eemay place. Friends are surprised.

13.Dancer and drummer (Makinwa and his friend) + imagon (black and white): deity
Songo the best dancer and the best drummer

14.Lectures about the Yoruba history (region, langliaglekinwa stands at the window and
watches Adetutu.

15. Adetutu meets Makinwa: conversation about the afggerforming together.

16.Market (same market place as at the beginningeofiltim): two market women are talking
about the illness (HIV/AIDS) of a small boy’s parewho comes to get food. His dad
died and now his mother is dying.

17.Hospital: the mother has died. Nurses are talkimguthow many AIDS cases they have
already lost (50 case), doctor goes back to his office and looksiea

18.A man (chief Alasa) lies in his bed, suddenly aohbers entered the room; imagination
(to remind him about something): conversation betwevo men; he didn’t want to be a
minister anymore, he resigned, that's why he becamenemy of the government. He
was killed because he knows too much.

19.Palace: Some people enter the room, a woman agkss ifrue that chief Alasa has been
murdered, Kabiyesi ignores this question; grandceil meet their grandfather who is the
Kabiyesi, he complains about the language probletheokids. They can’t speak Yoruba
anymore. The kids leave the room; the woman sggydésn to talk about the assassination
of chief Alasan. He replies that these were armebbers and that he was not

assassinated.
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20. Meeting: Kabiyesi with doctors who are specialiststhe HIV/AIDS pandemic. They
present their idea to join hands with Kabiyesi dbiiese serious issues: seminars on
preventive education, identifying symptoms of tieedses and how to care for those that
are infected. They need a building. Kabiyesi agree

21.Makinwa sits under a tree on campus and reads k #loout Obama; two friends come
and one of them takes him along with him and tihermstays behind under the tree to fix
the drum.

22.Makinwa asks Adetutu for a date. Adetutu refusesmbse she is travelling.

23.Adetutu is back in her mother’s house in the viélagfother-daughter-talk about her
responsibility because of being the next Arugbdgmomaiden).

24. Adetutu visits her friend who is a widow and hasick baby. Adetutu explains first-aid
by diarrhea (when a child is dehydrated). Oral Rieatyon Therapy (ORT)

25.His apparent girlfriend enters Makinwa’s room andhplains. After the girl leaves, his
friend enters the room.

26.Palace: meeting between Kabiyesi and some chigessuBsion about who should be the
Arugba this year. (End of Part A)

27.(Part B) Palace

28.Makinwa and Adetutu in a restaurant, three frieodddetutu enter and complain about
her behaviour, she follows them.

29.Kabiyesi’s wife lights the entry of the palace wiindles and goes to Kabiyesi's office,
which works through the night.

30. Adetutu did an HIV test and talks now to the doetod she also asks her if she can send a
friend.

31.Makinwa meets his dad, who is the doctor at thaiclio ask for money (financial
matters), because he needs useful things sucho#tse€| drums and so on for the
performance.

32.In the room of Adetutu’s friend; her daughter Peldies.

33.A meeting concerning the HIV/AIDS project betweerhaef (adviser of Kabiyesi) and
the doctors. They got money from the World Healtddyo When he hears about the
money he sends his followers out of the room tcaleme with the doctors. They co-
operate.

34.Makinwa gets dressed for the performance in hisuddis friend enters: they are not sure

if Adetutu is coming to this performance.
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35.Adetutu and her friend are meeting the doctor. Adebhas to leave early because she

would like to attend the performance.

36. Adetutu waits for public transport because she svamget to campus.

37.Makinwa and his group prepare themselves for tarsgthow. They meditate with their

team spirit.

38. Adetutu enters the wrong car. These men kidnap s@umeg children and her as well.

39. Performance on campus

39.1. The performance was successful. Adetutu arrivesateo
39.2. Makinwa accompanies his apparent girlfriend home.
40.In Kabiyesi’'s sleeping room: his wife enters; thrae discussing different things. (They
don’'t want Adetutu to be the next Arugba this yagain, he prefers a niece of his. He
talks about his brother Adewale.
47.1. Flashback: he remembers his brother’s success.
47.2. Discussion with his wife.
47.3. After the wife leaves the room: flashback: meetwith Adetutu.
47 .4. Close up: Kabiyesi wondering.

48. Palace: meeting: Kabiyesi and the chiefs; theyfigtdging over various disagreements;
Kabiyesi leaves the meeting earlier than the gplaeticipants. They are fighting.

49. Adetutu’s friend meets the doctor again to talkualher test results. She is positive. She
describes her situation because of the fact thatish widow. She tells about how she
was treated by her husband’s family.

50. Adetutu and Ifa-priest: the Ifa oracle advises teecontrol her temper because of the
power she has.

51. Makinwa arrives in Adetutu’s hometown and looksHer because he saw the article in
the newspaper that she rescued the kidnapped eidird herself.

52. The festival starts. Dancing around the fire. Atettecognises Makinwa but she is not
allowed to talk. He shows her the newspaper article

53. Next day at the festival. A man and a woman accaompaletutu to a place where they
can check her virginity because some people angtisakabout it and can’t trust her
because of the kidnapping. They believe that she naped. They want to be sure and
ask her to tell them exactly what happened.

53.1. Fade-in: the kidnapping scene (because of watelgstee power again and is

able to rescue the kids and herself).
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54.

55.

56.

57.
58.

59.

60.

61.

62.
63.
64.

53.2. One of the elder women has to verify her testimony.

53.3. But she still passes to be their bearer.

53.4. Everyone is happy and dancing.
Kabiyesi meets someone from the church. (They'dabtept his own niece and so he
Is not interested anymore in the festival). He watiat establish a church next to the
palace so that he can be the head of his own church
Festival: She dances with the calabash.
Someone interrupts the meeting and reminds Kabplesut the festival. But he is not
interested anymore.
Festival scene.
Some people arrest the chief because they becaare aivthe fact that he was involved
in the case to embezzle the World Health body money
Festival scene; all the different chiefs take pairt.

59.1. Speech of one of the chiefs: jokes about virginiglk about unity, as if the

resolution was not centred on unity.

59.2. She carries the calabash to the Osun river.
Kabiyesi watches the election of Obama in the USé&meone enters and they talk
briefly about this change; this man has the vightaavel documents for the Kabiyesi to
go abroad. He can’t wait to go abroad becausesdidnk accounts overseas.
Last scene: Makinwa and Adetutu go for a walk. &itls him about her future plans to
create an NGO that will cater for the developmentvomen and children. Makinwa
confesses his love.

61.1. Imagination (both of them): the same woman suclatafe beginning, on a

chair and dressed up in white cloths.

61.2. Hugging, both of them are happy.
In Memoriam: Gani Fawehinmi (1938-2009)
“wisdom”: A word is enough for the wise ...
Credits
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9.3. Glossary
Definition of key terms used in the film analysis povided in this thesis, as defined by

David Bordwell and Kristin Thompson (2008: 477-481)

animation Any process whereby artificial movement is credigdghotographing a series of
drawings, objects, or computer images one by omallShanges in position, recorded frame

by frame, create the illusion of movement.

axis of action In the continuity editing system, the imaginanyelithat passes from side to
side through the main actors, defining the spaékition of all the elements of the scene as
being to the right or left. The camera is not siggabto cross the axis at a cut and thus reverse

those spatial relation. Also called the 180° line.

cinematography A general term for all the manipulations of thienfistrip by the camera in

the shooting phase and by the laboratory in theldeing phase.
close-upA framing in which the scale of the object showmelatively large; most commonly
a person’s head seen from the neck up, or an aifjectomparable size that fills most of the

screen.

contrast In cinematography, the difference between thehbeigt and darkest areas within the

frame.

crosscutting Editing that alternates shots of two or more lioéaction occurring in different

places, usually simultaneously.

cut 1. In filmmaking, the joining of two strips of filitogether with a splice. 2. In the finished

film, an instantaneous change from one framingntattzer.

deep focusA use of the camera lens and lighting that kedgpeats in both close and distant

planes in sharp focus.
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diegetic soundAny voice, musical passage, or sound effect pteseas originating from a

source within the film”s world.

dissolve A transition between two shots during which thestfimage gradually disappears
while the second image gradually appears; for a eminthe two images blend in

superimposition.

distance of framing The apparent distance of the frame fiihe mise-en-scene elements.

Also called camera distance and shot scale.

distribution One of the three branches of the film industrg piocess of marketing the film

and supplying copies to exhibition venues.

duration In a narrative film, the aspect of temporal mafapan that involves the time span

presented in the plot and assumed to operate istding.

editing 1. In filmmaking, the task of selecting and jominamera takes. 2. In the finished
film, the set of techniques that governs the refetiamong shots.

establishing shotA shot, usually involving a distant framing, tistows the spatial relations

among the important figures, objects, and setting $cene.

exhibition One of the three branches of the film industry; ghacess of showing the finished

film to audiences.

extreme close-upA framing in which the scale of the object showenvery large; most
commonly, a small object or a part of the body.

extreme long shotA framing in which the scale of the object showvery small; a building,

landscape, or crowd of people will fill the screen.

eyeline match A cut obeying the axis of action principle, in whithe first shot shows a

person looking off in one direction and the secehdws a nearby space containing what he
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or she sees. If the person looks left, the follgvshot should imply that the looker is

offscreen right.
fade 1. Fade-in: a dark screen that gradually brightenha shot appears. 2. Fade-out: a shot
gradually disappears as the screen darkens. Ooadlgidade-outs brighten to pure white or

to a color.

flashback An alternation of story order in which the plot ves back to show events that

have taken place earlier than ones already shown.

focus The degree to which light rays coming from the sguart of an object through different
parts of the lens reconverge at the same poinheriilm frame, creating sharp outlines and
distinct textures.

form The overall system of relationships among thespairaa film.

frame A single image on the strip of film. When a seédrames is projected onto a screen

in quick succession, an illusion of movement isated.

framing The use of the edges of the film frame to seladtta compose what will be visible

onscreen.

function The role or effect of any element within the figriorm.

genres Various types of films that audiences and filmmrakeecognize by their familiar

narrative conventions.

long shotA framing in which the scale of the object showrsimall; a standing human figure

would appear nearly the height of the screen.

medium close-upA framing in which the scale of the object showrfairly large; a human

figure seen from the chest up would fill most o gctreen.
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medium long shotA framing at a distance that makes an object atmutor five feet high
appear to fill most of the screen vertically.

mise-en-sceneAll of the elements placed in front of the camé&vabe photographed: the

settings and props, lighting, costumes and makaug figure behavior.

mobile frame The effect on the screen of the moving cameraoanzlens, or certain special

effects; the framing shifts in relation to the seding photographed.

montage A synonym for editing.

montage sequencé segment of a film that summarizes a topic or pmases a passage of
time into brief symbolic or typical images. Freqtlgmlissolves, fades, superimpositions, and
wipes are used to link the images in a montageesenu

motif An element in a film that is repeated in a sigm@ifitway.

narration The process through which the plot conveys or haltis story information. The
narration can be more or less restricted to chardatowledge and more or less deep in

presenting characters’mental perceptions and theugh

narrative form A type of filmic organization in which the parislate to one another through

a series of causally related events taking platiene and space.

nondiegetic soundSound, such as mood music or a narrator’'s comnyemgpresented as

coming from a source outside the space of the tingra

offscreen spaceThe six areas blocked from being visible on theeee but still part of the
space of the scene: to each side and above and tieddrame, behind the set, and behind the

camera.

order In a narrative film, the aspect of temporal matapan that involves the sequence in

which the chronological events of the story aramged in the plot.
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plot In a narrative film, all the events that are dinepresented to us, including their causal
relations, chronological order, duration, frequenagd spatial locations. Opposed to story,

which is the viewer’s imaginary construction oftak events in the narrative.

point-of-view shot (POV) A shot taken with the camera placed approximatdigre the
character’s eyes would be, showing what the cteraebuld see; usually cut in before or

after a shot of the character looking.

production One of the three branches of the film industrg; phocess of creating the film.

sceneA segment in a narrative film that takes placeoime time and space or that uses

crosscutting to show two or more simultaneous astio

segmentationThe process of dividing a film into parts for aysas.

shot 1. In shooting, one uninterrupted run of the canterexpose a series of frames. Also
called a take. 2. In the finished film, one unint@ted image, whether or not there is mobile

framing.

shot/reverse shotTwo or more shots edited together that alternbtgacters, typically in a
conversation situation. In continuity editing, cheters in one framing usually look left, in the
other framing, right. Over-the-shoulder framings @mmon in shot/reverse-shot editing.

sound bridge 1. At the beginning of one scene, the sound frbenfrevious scene carries
over briefly before the sound from the new scengirtse 2. At the end of one scene, the

sound from the next scene is heard, leading irdbgbene.

space Most minimally, any film displays a two-dimensiongraphic space, the flat
composition of the image. In films that depict rgeizable objects, figures, and locales, a
three-dimensional space is represented as wellnptimoment, three-dimensional space may
be directly depicted, as onscreen space, or suegyest offscreen space. In narrative film, we
can also distinguish among story space, the |laufallee totality of the action (whether shown

or not), and plot space, the locales visibly andilaly represented in the scene.
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story In a narrative film, all the elements that we aad hear, plus all those that we infer or
assume to have occurred, arranged in their preswaesial relations, chronological order,
duration, frequency, and spatial locations. Opposeddlot, which is the film’s actual

presentation of events in the story.

style The repeated and salient uses of film technighasacteristic of a single film or a group

of films (for example, a filmmaker’s work or a ratal movement).

superimposition The exposure of more than one image on the sdmestiip or in the same
shot.

technique Any aspect of the film medium that can be chosahraanipulated in the making

of a film.

tilt A camera movement with the camera body swivelipgard or downward on a stationary

support. It produces a mobile framing that scaessfface vertically.

wipe A transition between shots in which a line pass#ess the screen, eliminating one shot

as it goes and replacing it with the next one.
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9.4. Zusammenfassung

Die vorliegende Arbeit befasst sich mit dem Medikitim als Sprachrohr der Gesellschaft. Es
werden positive sowie negative Aspekte von Film dad Filmemachen selbst am Beispiel
der nigerianischen Film-und Videoproduktionsindiestliskutiert. Ziel dieser Abschlussarbeit
ist es mit Hilfe den von mir durchgeftihrten Intews mit nigerianischen Filmemacher_innen
und —kritiker_innen und einer Filmanalyse der Fragarum wird Film in Nigeria verwendet
um Herausforderungen und Probleme der Gesellsebéftigreifen und auf welche Art und
Weise wird dies umgesetzt, auf den Grund zu gehen.

Seit den frithen 1980er Jahren zéhlen Videoproduétiezu den wichtigsten Ausdruckformen
von popularer Kunst und Kultur des westafrikanischandes. Austausch von Meinungen der
Zivilgesellschaft, Bewusstseinsbildung und Kritikain sind besondere Elemente von
popularer Kultur, welche auch Entertainment-EdueatKonzepte weitgehend in ihrer

Strategie aufgenommen haben. Entertainment-Educ&roduktionen bedienen sich einer
Bandbreite von Medienformaten wie Radio, Musik,sehen, Printmedien und Film, um

gleichzeitig unterhaltend und bildend sein zu kdnrigie Idee hinter diesen Projekten ist dem
Publikum zu zeigen, wie ein gesinderes, sichenamdsgliicklicheres Leben gefuhrt werden
kann, indem Themen wie Gesundheit, Birger_inneteedildungssysteme, und &hnliches

aufgegriffen werden.

Der hier analysierte Filmrugba,des bekannten nigerianischen Regisseurs Tundaikelt
eine solche Entertainment-Education Produktionchekich zum Hauptziel gemacht hat, die
nigerianische Gesellschaft hinsichtlich HIV/AIDSfauklaren und zu sensibilisieren. Weiters
werden verschiedene sozialkritische Themen wie ufgion, Bildung, Arbeitslosigkeit, usw.,
in einem nigerianischen Setting, wo die Diskussion Tradition und Moderne eine wichtige
Rolle spielt, aufgegriffen. Ebenfalls hat die Regegy von Lagos State Beitrage zu
Umweltfragen, dem Steuersystem und Grundsticksbrwavelche vor allem die
Bewohner_innen von Lagos als Zielgruppe habenjgete Diese wurden weitgehend in die
Narration des Filmes miteinbezogen. Der Film wurdettels Mobile Cinema den
Einwohner_innen von Lagos State zuganglich gemakhihand von Fragebdgen, die nach

dem Screening ausgeteilt wurden, wurde Raum flku3sonen, Anregungen und Kritiken
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gegeben und erdffnet. Dieser Schritt kann als ugehBricke zwischen Regierung und
Zivilbevolkerung gesehen werden.

Von nigerianischen Filmkritiker_innen wird weitgettedie Meinung vertreten, dass Filme
einen wichtigen Beitrag fur Bildung leisten kdnnengdem eine Vielzahl von Menschen
erreicht wird. Eine Unterstlitzung dafir ist auclassl viele Filme neben Englisch in
verschiedenen Sprachen, wie beispielsweise YordHbaisa und Igbo, produziert werden.
Film ist zu einem Instrument fur Bewegungen derenanischen Gesellschaft geworden,
welche informierend, allgemein- und bewusstseidsiitl sind. Fir den Erfolg ist es wichtig,
dass sich die Zielgruppen mit den Themen selbstiftgeren kbnnen.

9.5. Abstract

This thesis focuses on film as a message for tloplee The Nigerian video and film
production is used as a case study to discussoigve and negative aspects of the medium.
With the help of interviews with Nigerian film-maiseand critics and through a film analysis,
this study examines why the medium of film is usedeflect the challenges of society in
Nigeria and how it can be implemented.

Since the early 1980s, video productions have la@emportant expression of contemporary
Nigerian popular art and culture. The exchange eamng, public awareness and social and
political critiques are special elements of populeulture. Entertainment-education

productions use such ideas in their concepts, wdriehmplemented in media formats such as
radio, music, television, print media and film, both educate and entertain their target
groups. The general idea of such projects is tovstiee audience how they can live a
healthier, safer and happier life, with illustrgtithemes such as the health system, civil
rights, the education system etc.

In this study, the filmArugbaby the famous Nigerian director Tunde Kelani islgsed. It is
an entertainment-education production. The major @ this movie is to raise awareness of

HIV/AIDS in the West African country. Furthermordifferent themes such as corruption,
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education, unemployment and so on are discussisifilm, which shows a Nigerian setting
where the discussion of modernity and traditionyplan important role. Various messages
from Lagos State Government concerning environnhesgaitation, tax payment and land
fraud were also inserted into the film. Here esalggithe inhabitants of Lagos State were the
target group. The filmArugbawas screened vimobile cineman all the local governments
and local council development areas of Lagos S#ter the screening, a short questionnaire
was given to gather information on enjoyment, gowent messages and what was gained
from the film. The audience was also encouragedotoment on governmental issues and
room for criticism was provided. The co-operatioithwLagos State Government could be

seen as a bridge between the government and thetysoc

Nigerian film critics advance the view that the nueal of film is important for spreading
education as it reaches the masses. A large propaf the population has the opportunity to
watch and understand the films, as apart from igliglm, they are also rendered in languages
such as Yoruba, Hausa and Igbo. Film became aftoahe Nigerian society to inform,
educate and to make the civil population awareuofent social and political challenges and
the problems of the country. For the success g it is important that target groups can

identify themselves with the subject matter.
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