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ABSTRACT

Much critical work has been done on the theatre
producer snd the theatre product. The theatre audience
" has not received adequate attention from literafy critics.
In this wbrk, therefore, sttention is focﬁsed on the
audience, the conéumer of the theatre product. We attempt
to ascertain the influence of socio-demographic¢ variebles
on reception by the audience of film products.

The theoretical background is hinged on theories of
communication, pamely, mass communication, literary
communication, snd reader's response. Reception theory
is dependent on other disciplines, viz; history,
hermeneutics, and structuralism. The dialectical
'relationsﬁip between reception theory and these other
disciplines has helped to_illuminate horizons of
expectations of film audiences. The linear nature of
the film medium with its inherent impatience, constitutes
a constraint on reception.

Our data derive from respondents' reaction to a
bilingual interview schedule. Our secondary sources
are radio and télevision programmes and advertisements.

This study shows that aﬁdience response to tpe
film product is mainly guided by the physiology-
sociology-psychology (PSP) of the individual members.
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The PSP of thé individual members, therefore, accounts
for the variation in reception of a gilm. The work
shows that the Yoruba film audience is mainly dominated
by males, youths and literate members of the: community,
among others, The study further shows that the Yoruba
film audience is critical of issues that contravene
Yoruba values and behavioural pattern.

The Yoruba audience seems to have a distaste for
morbid themes and issues that are inimical and risqué
(especially bawdy-house 1iterature).‘ Audience interest
seems to trenscend mere emotional thrill.

The audience, on the other hand, appears to adore-
a number of film~-stars, who attract them %o film houses,
The phenomenon of star-system thus holds among Yoruba
film-goers.

For the first time, we are able to know the reaction
of the audience, otherwise the consumer, to the theatre
product to complement the literary éritic's appraisal.
With this, the film producer should be able to design

films for the sudience of his choice;
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CHAPTER ONE

BACKGROUND TO THE STUDY

1.0 Introduction

This work is a study of audience reception of the
Yoriba film in a Yoribd community. In this chapter, we
highlight the probleﬁ and draw attention to the significance
of the study. We look at Yoriuba drama, its audience and
the communicative role of drama. The various performative:
media at the disposal of theatre practitioners are
presented. Th; reasons for the choice of Ibadan for the
study are thereafter given. All this constitutes the ,
background to the investigation.

1.1.0 Statement of the Problem

Bcholars have focused intensively on playwrights
and their works. The lmmense attention given to them by
critics is reflectéd 'in the number of critical works on
plays; whereas the audience, which constitutes the
consumer, is often given scant attention. It appears
as if the role of the audience is considered inconsequential
to the overall appreclation of drama. However, a rew
eritics, like Wimsatt and Beardsléy (1973), and MalqmQ
(1985), have emphasized the importance of the theatre
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audience in theatrical production. For Malgmg (1985:1)

states

veo 1t 18 the gudience for which the
playwright communicates his ideas and
feelings, while the necessary visual
elemenfs that enhance the communication
of the 1deas are designed primarily for
the asesthetic pleasure and appreciation
of the audience.

The literate audience has always been the focus of
critics., For instance, Iser's searchlight is on various
types of readers and on how readers respond to the teét
(Iser 1978). His typology excludes those who do not
ﬁbssess’thé ability to read o) write. For Vincent
(1981), whose thought falls in line with Barber's (1987),
the uneducated audience' possesses poor aesthetic
perception because of iﬁa non-exposure to literacy.

Iser furthermore came up with a number of readers in his
énalysis: the super-reader, the informed reader and %he |
intended reader.

Vincent (1981) claims, though without any statistical
backing, that both the educated and the uneducated give

maximum reception to popular plays. Alamu (1992) and
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Ayqrinde (1992:15) also assert that the film medium is
popular among its audience. Their c¢laims, however, 1ack
,statistical proof or support.

Again, apart from the film medium, there are other
recreational media available to the audlences. These
" include television, video and live theatre (stage).
Despite this, people still go to film-houses. It is
'ﬁidely speculated by scholars that young people accord
films more reception than do adults in terms of attendance.
Even, EkwuaziAtl984) speculates that men and women belong ' j
to the high and low attendance frequency zones respectively,

Moreover, before the emergence of African films,
African audiences were exposed to European films.
According to Mgbejume (1989:4), "the finer and more
generous,gide" of western 1life was not being portrayed
in the movies”generally shown to Africans in cinema
houses. The European film.promoteré were not concerned
about the 'spiritual development' of the African audienées,_.
nor about what effect the film would have on them. Many
of the films frequently presented a false picture of
western life, In addition, a number of film critics have

drawn attention to preponderant violence on the screen.

For instance, Dewey (1969), Terry (1969), Brown (1970),



4
Eves (1970), and Noble (1970) confirm that abundant
violence is depicted in the mass media,
This notwithstanding, the selective perception

theorists opine that films only ‘entertdin. The
- perception theorists state that the interaction existing
between the audience and the medium is within a soclo-
cultural context since both are products of the soclety.
Therefore; whatever items are selected by each member
of the audience from the medium depend on the
individual';‘mental set, which itself has been’
conditioned by social factors. It is usval though for '
two or more people who have seen the Same object
simultageously to perceive the object differently.
Each has experienced'themsame‘visual simulation at one
and thg same time. Thus, they hévem;hared an equal,
common experience which is basic to cémmunicatioﬁ.
Despite the common referent, the experiences vary with
regard té_reception. . ' o

_ Héwever,'one pbvious problem in previous studles
'an&'which has motivated the present study is that the
studies are mostly directed at 1_1'terate audiences in,
secondazy schools or universities. Hence, such works

are carried out under strictly controlled experimental



5 .

conditions. With this at the back of our mind, we
have therefore decided to focus attenfion on film
audiences in cinema houses in an.heterogeneous community.

The study has beén designed to discover the impact
of socio-demographic variables on audience reception of
film products. The study will also examine the attitude
of the audience to the film story, plot, theme,
character (actor) and language. Aparf from the film
medium the strength of the media, like television and
stage in this comminity, will be established.

More specifically, the study will provide answers '
to the following questions:

1. Is the Yoruba drama audience as lethargic
as the European scholars would want us to
believe; or are they critical?

2. Does the level of the audienée's education
inhibit the audience's perception or
aesthetic value? - !

3. Can we get the same type of audience
discrimination in the theatre as in
reading audience? |

4, What are those factors that drive the
audiences to watch the Yoriba film even
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in the face of the rival recreational
medium of televislion, which is cheaper?

5. Are there different levels of commitment
among film-goers? '

6. Do Ybrﬁbé-films exhibit much of foreign
values?

7. What do the films do to people or what do
the people do with films? '

8. What .accounts for variation in human
Judgment in general, and particularly
in the interpretation of the Yoruba
film content? )

l,1.,1 Significance of the stndy

The significance of this study, which is in the
area.Of sociology of drama, is multiple. It has both
theoretical and pragmatic values. '

The most avallable critical studies on Nigerian
films to date have often centred on criticism or on the
historic#l development of films. Ekwuazi (1984) examines
the context of production of films in Nigerla. His study

does not cover aundlence reactlon to the content; plot,

themes and language of Nigerlan films. Mgbejume (1989)
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éraces the historical development of Nigerian flilm with
its associated froblems. He 1s preoccupied with the
film producers (the film makers), that is, .the
communicators, and the text (the film: the message)
but not with the audience (the recipient). Alamu's
(1992) thesis is a historical snalysis of Yoriba film
in the first decade of 1ts appeafance.

Oritical work on the theatre audience is scanty

despite the importance of the audienqe to drama. The

only known work in this area is MalQm@'s Audlence Survey

at the National Arts Theatre Lagos, Nigeria, carried out

in 1985. This kind of study is not%; however, new in

_ European or American theatres. Malgmg's study concen-
 trates on school audiences, and is based on the stage
performgﬁces of four plays which had been selscted for
examination purposes. It ;s not on film audiences in a
broad sense. It is no surprise, tberefore, that Ekwuaz£
(1984:258) calis for film audience research so as to

£ill the erstwhile theoretical vacuum in literary studiles.
Ouy study serves as a springboard for further studies in
audience survey research since it -is llkely to be a major

introductory, if not a pioneering, study on Yoriba

audlences,
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For practicsl purposes this study will be an
invaluable tool in the hands of theatre practitioners,’
theatre managers, theatre directors, dramatists and
entertéinment promoters who are concerned with the growth
and development of drama as a means of socializatlon.
The study will provide them with information on the
composition of theatre audiences, their areas of
interest and tastes. Moreover, the stﬁdy can always
serve as a pathfinder or resource fountain fof govern-—
ment asencies with the responsibility of bringing
government policies to the masses. it will provide an
insight into techniques to employ in enlightenment or

re-orientation campaigns.

1.2.0 YORUBA DRAMA
' In this work, "Yordba drama" refers to plays which
employ the Yoribi language as medium of expression on
stage in text or in ﬁotion—picture. Yoruba drama can H
be said to be as old as the Yoriba race itself. The
Yordbd have a way of re-enacting some facets of their
life to entertain themselves. This re-enactment is

sometimes referred to either as drama or as theatre,
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But there are some differences in the two terms,

l.2.1 Theatre and Drama

These two terms are often used as:synonyms. Both
have their origin in the Greek language. The word
‘theatre', derived from a Greek word 'theatron’', refers
to a 'seeing place', while"drama'. a term deeply rooted
in Greek diction, éugﬁesfs 'to do' or 'to act'.

Brockett (1979:3), whose view falls in line with
Crow's (19é3), opines that theatre embraces:

a performance space, performers,
action, masks or make-up, costumes,
music, dance and an audience.

From the forego&ng, the word 'theatre' appears to
be an elastic term while 'dramé' seems to‘be constrictive.
In its definition, theatre does not exclude the andito-
rium, the proscenium, the prop, the actors/actresses,
performance, and the audience who'is . the consumer  of
the theatre product. In other words, ‘theatre’ is a
professional terminology used to describe both human and
non-human materials usually employed in performed plays.

Besides, the definition by Brockett has revealed
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that drama is an integral part of theatre, It refers

to plays whether textual (drama as literature), or
performed {staged plays, plays on celluloid). Textual
Plays are Just read with the ald of st;ge directions.
Such scripted'plays are often for academic purposes.

One vital point against a textual play is its inherent
discriminatory nature. Its audlence, that is, readership
is limited to those who are literate in its language of
composition.1 But performed plays are meant for the
theatre, television, film and radio audiences.

Iﬁ performed playé, the participants - actors an&
actresses - impersonate to enact a story for the enter-
tainmenf of an sudience. To make up the dramatic story,
a series of events are woven together in a pattern often
opted for by the dramatist or sometimes imposed by the
director. It i3 the interaction of the characters that
brings about the Series of events which often generate
conflict and action on the papt of characters. A new‘

scenery is introduced as the spot of action changes and

1 The non-literate are not part of the textusal play
audience. It is only when the textuel play is
performed live that non-literate audiences have
acceas to its message. :
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as the scenes are changed the audience visunalizes the
story of the play. In sum, drama, which involves vision,
. plot, scenes, action, conflict and.resolution, is &n
integral part of theatre, . It i1s a matter of using a
part to represent "a whole. ‘It is imperative to point
out that the ability of an audience to speak and under-
stand the spoken word of a particular language group is
the unique advantage that the performed play has over
the scripted.__ln play performance the audience is .

heterogeneously drawn.

1.2.2 Precursors of Yordbd Drama

The precursor of Yoribd drama was the Aléringé
theatre, (as originally known then), founded by 018gbin-{n
Olégbojb,'yhe custodian of egingin. The Aldrinjé theatre
was estéblished on a permanent basis purposely for the
entertainment of court guests.: But with time, the masqﬁe-
dramatufges extended their performances beyond the king's
palace when the mantle of court eﬁtertainment fell on
Bsa Ogbin. -By performing for the governed, the messes,
£9a Ogbin popularised the profession of masque-drameturgy,
which originally was exclusively for the pleasure of the ‘

governing class., Thereafter, many troupes sprang up as a
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result of the professionalization of the dramaturgy.
They travelled from village to village, and from town
to town to perform for the pleasure of the Qba (King),
A381é (District officer), Badlg (village head) and the
masses, It was the peripatetié nature of their
performances that earned them the name 'aldrinjd', that
is, "those who dance as they walk" or nthose who dance
about", fThis attribute did not go down well with the
masqué-dramaturges for it is a derogatory nomenclature,

They opted for the "eglingin apiddn" that 1s, "the masque-

drameturges who engage in magical displays”, which was
their original title (Adedeji 1978:34).

Apart from Aléfingd theatre, the annual rituals and
religious festivals pérforméd By the devotees of the
numerous gods and goddesses in the Yorubi pantheon in
Yoruba villages and towns were anbthér form of traditional
dra;a. However, a few'of the devotees opted out of
traditional drama and ventured to modern drama. Hence,
the Modern Yorub& Travelling Theatre can be taken as the
offshoot of the traditional Alirinjé theatre if we

compare the organisation, form, éontent, the itinerant

operation and style of publicity of the two theatres



13

(Ogundeji 1988:?1).25 In fact some of the well-known
dramatists were, at one time or the other, under the
tutelage of the aldrinjo. Hubert Ogunde (Ogundeji
1988:67) and Abfdoyé 0jé are examples of such dramatists.

With Western influence on the entertainment scene
in Nigeria, the YorubA theatre had to change, partly in
response to the dem;nds of the new culture and civiliza-
tion. Ogunde who had experienced both African and
Western thegtres exploited the new situation to 1ts
fullest by giving a new direction to Yorubd theatre.
His pioneering efforts in making Yoruba theatre what it
is today are unparalleled. He rejuvenated Yoriba drama
by fusing African and European ideas. He discarded the
presentation of christian Plays and created secular plays.
After his successful outings in Lagos wilth his group, he
toured Ilaro, Abgokuta, Ibadan, Ijébi-Ode, Ososa and
Sagamu (Clark 1981:298).“ Many other Yordba dramatists
who were inspired by Ogunde's success soon formed their '
own troupes, namely, Kgla OgunmqQla, Duro Ladipg, Oyin

Adejob):., among others,

2 See Ogundeji (1988:65-76) for a comprehensive account
of how the Ogunde dramatic tradition stemmed out of
the Aldrinjo theatre.
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In sum, Esa Ogbin was the progenitor of the
traditional Alérinjd theatre, while Hubert Ogunde
pioneered the modern Yoriba travelling theatre which
Ogundeji (1988) has placed in the 'Ogunde Dramatic
Tradition’. |

¥

1,2.3 Patronage of Yoruba Theatre

The pre-colonial theatre artistes enjoyed patronage
from their immediate scciety, The direct patronage often
came from kings, priests, members of cultic organisations,
or familles hosting some ceremonies-like marriages, and
funeral obsequies, These artistes also enjoyed the
auppoft of the whole community at the performance of the
annual rites of a particular festival. - The warmest
reception was usually when a ritual that concerned the
welfare of the whole community was to be performed (see
Adedeji 1978:41-42; Crowder 1981:68-74),

On other occaéions, however, the aldrinjd could take
to the road to perform for the enjoyment of the public.
Some.members of the audience who were delighted with
their performance could volunteer monetary or material

donations. Through these donations, the aldrinjé was
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easily asseﬁbled, since perfbrmance did not attract

fee taking, unlike with the modern day Yoruba travelling
theatre troupe. The aldrinjé was capable of organising
an ;mpromptu and spontaneous performénce for any fype‘or
audience on its itinerary. This creative ingenuity of
"aldrinjé could be a contributive factor to its populari-
zation.

The up-coming'Yobﬁbé travelling theatre troupes
most of the time, or usually, begin with the school
audiencea. The few lucky ones are sometimes sponsored
by entertainment promoters. But the problem assoéiaéed
with sponsorship is that the theatre troupes are often

held to ransom by the sponsorsf* However, the well

established theatre troupes rely heavily on their past

3 Isqla Ogunggla, a.k.a "Dr I. Sho Pepper" corroborates
this in Jeyifo 1984:144:

When I satruck out on my own in 1968, I
decided to concentrate first on performances
for the secondary school audiences.

4  Jeyifo (1984:55-56) gives an account of the punishment
meted out to- the members of the Freedoom Travelling
Theatre formed in Abeokuta in 1967 by their "benefac-
tress" who had ralsed a loan for the group. As a
result of the group's inability to bring quick
returns, the "benefactress" got some members of the
troupe arrested, and they were remanded in prison
for three to four months.



records and fame; and éo they draw their audiences
from the general public in and outside the school
premises. The audience turn-out will likely depend on:
the reputation of the troupe,5 its repertoire, and the -
time and place of.performance. Occasionally, some of |
these troupes present commissioned plays to the general

public ‘at the instance of agenciess.

1.3,0 Drama and Communication

Communication permeates human life, and drama is an
epitome of life; drama therefore is communication. :
Communication activity involves personal relationships
at least between two persons., Drama itself makes use of
personal relationships between two or more persons. This
sort of personal relationship should be the type that is.

capable of generating conflict among the characters in

5 Ogungola confirms this also. He cites examples of
other theatre troupes that enjoy warm reception
from the audlence; namely, Moses Qlaiya a.k.a
"Bab& Sala", Kqle Ogunmgla, Duro Ladipe, Hubert
Ogunde.. See Jeyifo 1984:153 for detalled comments
by Ogungola. '

6 The Qyé State Mass Mobilisation For Social and
Economic Recovery (MAMSER) sponsored a Yorub& drama
on Nigerian Television Authority (NTA), Ibadan.

The serialized play is titled Eye Atdka.
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the play. The_tﬁree vifal components of communication
that are of importance and value to a dramatic presenta-
tion are speech (the most importént), gegtures, and
writing’ (Obilade 1987:6-7). |

The primary intention in communication is to passl
a méssage or share ideas with others sharing the same
linguiétic and/or paralinguistic.medium; The sender of
the message attempts to transmit meaningful signaels to
the receiver by means of the shared code. The ability
to use language dexterously by the addresser often
effects a ﬁew behaviour in the addressee. It is not a
surprise, therefore, that both communication and drama
use language extensively in order to¢ bring .about an
effect or action. In order to facilitate quick
understanding of the communication in drama, the actors
have to be audible since theatre is a communication
Process.

Furthermore, kinesics has been effectively utilized
in theatre in the form of mimes (Adeniran 1987:17). To

enhence quick understanding of the message, gestures are

7 "Writing" refers to writtem or scripted plays.
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employed in communication, The speaker can gesticulate
with his hands, head, and legs in an attempt to make
his message crystal élear. Drama also makes use of thess
non-vérbal elements to reinforce dramatic discourse
,among‘the characters in the play. The ability to blend
together speech and gestures, or body movement in its
totality, on stage by the actors not only awakens bpt‘
also liberates the audience to become a producer of
meaping rather than a mere consumer of the play.

There are other means of communication in drama.
For instance, the arrangement of the objects, and the
utilization of space by the dctors cam Jolt the audience
perception of the play. Other elements that also add
colour and meaning to drama communlcation include
choreography and dance, music and sets. In a good drama
production, all these elements "have specific and integral
contributions to make to the overall aesthetic appeal of
a play" (Vinceng 1981:80). Communication and dramatic
arts are deeply rooted in the theory of signs or semictics.
In the case of written drama, the audience iall;mited as a
result of minimal literacy awareness in Nigeria. Moreover,

its audience is elitist, what McQuail (1983:27) calls 'the

social 'top'.
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The Yoruba theatre practitioners are no exception
in the utilization of these three'systems of communica-
tion: speech, gestures and writing. The traditional
drama relies on mimesis, musicals, songs/dpera, but the
modern Yoriba drama gives prominence to ornamental
language, which ﬁill not only appeal to, but also draw,

a wider aundience,

1.3,1.0 Diverse Media of Performance

Initiaily, the Yoribd dramatist had to channel his
message through the stage performance, but with technolb-
gical development he now has at his disposal additional

media of performance.

l1.3.1.1 Earliest Medium of Performance
The aléfinjé dramaturgy of old could make use of the

street, square, court, or even, the cultic building. The

space utilized by the traditional theatre practitioners

is non-formalized, and so it could be used free of charge,
But the practitioners 1n the Ogunde dramatic tradition

have to hire a hall or theatre hall in which to perform

their p;afs‘for the audlences. Before the erection of

arts theatres in state capitals, these dramatists had to
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stage their plays in church, schocl and town halls. ‘

They made use of make-shift stage wherever the hall

had no proscenium. The stage, which is the oldest

medium for theatrical performance, is fast giving way

to the new media of performance. The theatre practitioners
place more premium on mass medla, especially the electronic
media, than the stage medium. It is no surprise, therefore,
when Etherton and Magyer (1981:46) cried out concerning
audience attitudes to stage performance: 'full streets

and empty theatres! The warm reception normally given

to stage performance is on the wane. The reason for tﬁis
is not far to-seek. With the technological development

in channels of communication, the theatre audience has
also developed new tastes in line with its age. The

Yorib4 theatre practitioner has no alternative but to

yieid to the taste of the audience who consume his

production,

l1.3.1.2.0 Drama In Mass Media

With the introdictioi of new technology into
communication techniques, the mass media came into being,

Mass medla aim at large audiences which are heterogeneous.
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Thus mass media are meant for mass communication (public).
The audience for mass communicatlion is generally drawn

from:

people living under widely different
conditions, under widely varying cultures
coming from diverse strata of society,
engaging in different occupations and
hence having different interests,
standards of life and degrees of
prestige, power and influence

(Wirth 1948 quoted in MeQuail 1969:8)

The Inference from the above quotation 1s that mass
media cut across social classes and differentiation in
demographic variables.

Mass media include the mass circulation press
(newspapers, magazines), posters, handbills, pamphlets,
advertising in general, best selling literature, radio,
television, films and video shows. These communication
media can be broadly categorized lnto two types, viz.,
print, and electronic. The Yordba playwrights utilize
the two types of mass 'media to distribute their

informétion to the audilence.
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1.%.1.2.1 Utilization of Print Media by
Yoruba Playwrights

The literate dramatists in Yorubd society took
advantage of their education by sen&ing their theatrical
message through the print media. The publication of
E.A. Akintan's."Pa mi. n-kd obinrin" in Elét{ Qfe, a
Yorib4 newspaper, in 1923 marked the beginning of Yoruba

draﬁa in the mass circuiation press., The play which‘"‘
centres around a domestic issue was serlalized from 16I
Februaré3 to 4 April, 192% (Ogunsgina 1980:46). This is,
however, not the first time literature would appear in
print media. A lot of poems, riddles and folktales had
been published right from the iﬁception of the first
Yoriba newspaper in 1859 (Ogunsina 1980:46),

" Beginning from 1958, Yortibd scholars geared their
efforts toward the production of Yoriba drame in book
print, The pioneering efforts of Babalgla and Odunjqg
spurred other Yoribd creative writers into play writing
for public consumption., The Yoribd literate playwrigﬁts
have over fifty plays to their credit as of today®,

8 Adeleke (1986:11) puts the number of published Yoriba
Plays at over fifty. Since then more Yorubd plays.
have been published, But for the acute shortage of
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The audlences for both the newspapers and books
are specialized since they must havé become literate
.in Yorﬁbé:to be able to read these publications. It is
possibie, then, that the elitist nature off the audience
.might have spurred Ogunde to accept to participate in the
production of the Yorubi photo-play magszine in 19679.
Many other Yorib4 Travelling theatre troupes followed
suit, '

The 1dea of thils photo-play is both lofty and
laudable, The photo-play magazine does not require as
-much mental effort as demanded in the reading of news-
papers and books, simce it is pictorial. With the ald of
the action pilctures sequentlally arranged on every page
of the magazine, the use ok words 1s minimized, This
also affords tbelnon—literate sudience the oppoertunity
to look at the pictures in the phote~play. It is no
surprise, then, that the photo-play was able to penetrate

to the hamlets and villages where theatre halls and

newsprint, the figure could have been almost twice
the conservative estimate given.

9 The first Yorubd photo-play magazine is Atdka
published by West African Book Publisherg"%fa
Lagos. The other Ior&ba hoto-play magazines
include Ké dé Ari¥g bukin Aldwdda (Ogundeji
19815 19! i Jeyifo 1987 o

o
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facilities were absent. The photo-play also served as

a vacuum-fillér between the audience and the dramatist,
who could not be performing in a place on a permanent
basis owing to the peripatetic nature of ‘his professionm.
From the foregoiﬁg-bne can say that the Yoruba photo-
play magazine is accorded much reception by the literate
in YortbA.

Hawever, the global economic recession has seriously
affected the production of these tﬁree mass media both
_qualitatively and quantitatively: IFor instance, the
pure photo-play magazine has become extinct. The ones ‘

available on the news-stands only contain pictures which

are mere caricatures or sketches of the charascters in

the photo-plays.

1.%3.1,2.2 Yoribd Drama in the Electronic Media

The Yordba theatre artist had his first contact with
the electronic media via a radio performance in July 1945
on Lagos Radio - Rediffusion Service (Ogundeji 1988:89),
With the émergenceé of a television station in Ibadan city
in 1959, the Ibadan television audiences had the unique

opportunity of watching Ogunde's performances on the
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screen., At that time, dances and songs featured
prominéntly in the theatrical displays of the troupe.
Perhaps as a way of endearing himself to the audience,
Ogunde began to record songs from the opening and
closing glees of his plays on phonograph discs from
the early 1960's. waéver, it was Duro Ladipg's troupe
that began the recording of full-length plays on
phonograph discs with his Edd and Qba K6 So (Ogundeji
1988:89), Other theatre troupes, such as Egla Ogunmgla,
Moses 01ai$a and Ojo Ladipq socon followed suit. Through
the phonograph discs, theatre audiences were able to
listen to the performances of the theatre troupes at
their own pleasure.

As far back as 1964, the practitioners of the Ogunde
dramatic movement had begun to appear in documentary
films, For instance, the Esso World Theatre produced
a 25-minute documentary film which traces the development

of Nigerian Arts from antiquity to 1964.‘ The documentary
film exhibits:

Nigeria's performing and fine arts, both
past and present, by interweaving the
country's music, dance, drama, literature,
painting and sculpture.

(Mgbe jume 1989:67)
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However, the maximization of the film medium by the
Yorib4 theatre practitioners started with the production
of Qla Balogun's "Ajani Ogdn" in 1976'C; in which both
Duro Ladlpq and Adeyemi Afqlayan (Ade Iiove) feature
prominently. With the warm reception accorded this first
full-length Yorubd film, the protagonists of stage theatre
decided to record some of their plays on the celluloid,
which happens to be the technological novelty of the 19th
century. Especially so, when their television performances
had adversély affected the audience attendance at the-

live shows.ll

The television, being a domestic and
entertainment medium, was and 1s still able to show some

of the plays in the repertory of the Yoriba theatre

10 There is a conflict in_the date of production of ggr_;
Un ; Ekwuazi (1984:30) puts the date at 1975 {

f%?E# :75), Ogundejil 1988:90) and Mgbejume (1959 :71)
give 1976. We stand by 1976 as the date of production
not because”the works of.the three scholars who have
given 1976 are recent but because one of the principal
actors in the film, Adeyemi Afglayan (a.k.a. Ade Love),
in an Ogun State Television programme aired on

Saturday, 23 May, 1992, confirmed 1976 as the date
of its publication.

11 During the Second Republic, (1979-1983), television
sets of various sizes were within the economic reach
of low income earners. It was possible then to
purchase a minimum television set (especially black
and white) for fifty (¥50.00)! This same period saw
the emergence of state-owned television stations which
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troupes. This regular show, which can eithexr be on
weekly or quarterly basis, reduces the urge in people
to 'see the live performance especially if such individuals
had fewer rescgurces,

Besides, some of the Yorubd dramatists have made their
marks on stage or in teievision performances, thereby
becoming star actors or actresses. The protagonists of
staée theatre then start to invite popular star artistes,
who are crowd pullers to their performances. This style
is known as the 'star-system' (McQuail 198%:29). But the
stage medium does not feature many star-artistes a5 the
film medium does because of the fingncial implication
theréin. As a result of the 'star-system' and the

collective nature of film-making, the Yoruba theatre

P

were politically motivated: Lagos State Television
(LTV), Broadcasting Corporation of Qyq State (BCOS,
christened; Television Service of QyQ State (TSOS)

at its inception), Ogun State Television (OGTV), and
Ondo State Radio Vision are examples of such stations.
During this period many otherwise unknown dramatists
were able to come to the limelight. Theatre troupes
were actively engaged by various television stations.
Over one hundred and fifteen theatre troupes wers
active between 1980 and 1981 (Jeyifo 1984 :200-203;
Alamu 1992). :
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practi?ioners vigorously utilize the film medium more
than the stage medium. Thus today, the Ogunde dramatic
movement employs the services of experlenced star-
artistes 'as speclal attractions for the audiences’ when
making films (Jeyifo 1984:14), The regular featuring of
notable actors and actresses of the Ogunde dramatic
tradition in Yorub4a films in order to entice the audiences
that had idolized them shows the propagandistic nature of
the film medium as will be expatiated upon later in this
work, |

Drama, itself, like the mass media, is another form
of propagandé; it amplifies issues in a way that the
lemotional attitudes of others are affected or influenced.
It mirrors the society in an exaggerated manner as it
distorts reality in such a dialectical form that a néew
reality is created. From the foregoing, it would be
fair' to say that two forms of propagapda are merged into
one — the film medium and drama - so as to lure the
audiences to cinema houses. Attempts will therefore be
made in this study to examine the response of the
audiences in the city of Ibadan to the f£ilm medium and

"other dramatic media.
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l.4 Why Ibadan?

Tbadan has been chosen for this study because of its
" heterogeneous nature. Apart from being the state capital
of Qyq State, Ibadan is also an industrialized and
urbanized setfiement. The residents are drawn from
various parts of the country. This notwithstanding, it
is predominantly a Yorubd town where the Yorubd language
is largely employed for social interaction. The pon-
native speakers, as much as'pdésible, endeavour to
communicate in Yorub4d. Failure to acquire minimum
proficiency in the'language is likely to affect their ‘
businesses in a- negative way.

Ibadan, as a commercial centre, possesses some basic
amenities needed by the general populace, viz., electricity,
pipe-borne water, access roads and recreational centres.
Also on the average, commuters have vehicles at their.
disposal. These éocial amenities are of immense value
in film shows. The film projector which puts the imageé
on celluloid relies on electric power. The toilet
facilities provided at the cinema houses for the use of
the film-goers depend largely on the availability of
plpe~-borne water.

At weekends, Ibadan town is always a beehive of social
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actiyities which include marriage, naming, funeral, and
house warming, The individuals invited to these various
ceremonies do grace the occasion, but some who have no
'social engagements may decide to visit the club house,
theatres or cinema houses., However, the purpose of
going to film houses will depend on each individwal. It
is generally believed that both Lagos and Ibadan audlences
are target-audiences of theatre practitioners or show-
business promoters, The reason for this is that these
audienqes, as a result of their sophistication, tend
to appneciate_leisure or pastime activities. There are
numerous cinema halls and houses in the city. With the
numerous cinema houses at his disposal, it is therefore
possible for a film promoter in posséssion of many reels
of a particular film to put up two or more shows.at
differepp cinema houses simultaneously. Ibadan provides
a rare opportunity for_its ropulation which was put at
over 2.5 million by the 1963 census (cited in Ekwuazi
1984:265).

Ibadan had its first taste of motion pictures in 1921,
courtesy of Guinea and West African Enterprises lLimited,

London (Ekwuazi 1984:265). It.is, therefore, not out of
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placé, seven decades after, if we check audience
response to the content of the Yoribd film in Ibadan

city.



CHAPTER TRO

ISSUES IN THE THEORY OF RECEPTION

» 2,0 Introduction

The term 'reception' is generally taken to be a

word in hotel management while it seems alien to literary
studies, especially in Anglophone countries. The
reception theory has, however, been used extensively

to explore the vast area of literary scholarship. A lot
of scholars have.éome up 'with varied definitions.of the
term, and with,vafied cbncepts_in thelr theoretical and
practical investigations. An attempt will be made to
feview thesé varied concepts of reception theory,

The two terms "Reception" (feception) and "Wirkung"
("response" or "effect") deal with the impaét of a work'
on the reader/audience. Some scho}ars have tried to
make a ¢lear-cut distinction between the two. Their
endeavours have not yielded any remarkable differentistion
as such, since the two terns shiff attention from the
author and text to the reader or the audience of a literary
work, While the reader-response critics th developed the
"Wirkungsidsthetik" (aesthétic of effect or response) can

be found in different parts of the world, the "Rezeption-
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sasthetik" (aesthetic of reception) which came into
being as a result of conscious aﬁd collective efforts
of the proponents waglrestricted to thé University of
Constance in West Germany, !
We shall examine the two theories of communication
and mass communication. The issues examined will form

the theoretical background to this study.

2.1,0 Concepts of Communication

'Commuﬁication'is differently perceived by various
sets of people. For the ordinﬁfy man communication is
conceived as 'understanding' or 'sending information'.
But the general consensus of many scholars is that
communication activity involves the mutugl sharing of : "
" information,ideas, thoughts and emotions, elements of
behaviour, and modes of life (see Cherry 1957; Fabricius-
Kovdcs 1976; Adeniran 1987; Qsundare 1987; Unoh 1987).
Unoh (1987) stresses the importance of language as the .
¢ore substance in communication arts. Communication
minimally involves two persons, who have certain things _
in common, The infergnce drawn from this is that effective
and accurate communication has its basis in’?he sharing of

a common code or convention by the two indiyiduals involved.
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- This is why communication is further considered as

culture (Adeniram 1987; and, Obilade 1987). Cultural
~experiences are shared through the presentation of works
of art; be they 1iterari‘or visual; The artist as a
"rememberer", "reminder" (Ogundare 1987:134~167) refreshes
the memory, and also draws the attention of his audience
to salient issues in and around his society. If and when
the audience is aware of its environment as a result ofl
an artist's works, it means communication has taken place
since understanding of issues, ideas, and thoughts
expressed by the ‘artist has already been grasped.

Shannon and Weaver (41949) point out that communication.
involves the transmission and reéeption of a message by the
gsender and the receiver respectlvely. But Laswell (1948)
conceives communication as "Who~gsays What-in Which channel—to
Who-with What effect" (McQuail and Windahl 198ﬂ.10). The short-
coming of the two communication models, though audience-orien-
ted, 18 the non-recognition of the'reciprocal relationship ’
between the communicator and the receiver as a result of their
linearity. The two models fall to show the feedback from

the receiver. The idea expressed here establishes a fact:

that communication has to be between two individuals:



25
the sender and the receiver. The third element which
must be present in communication activity dis the messagé.
. However, the lexical item 'reception' in Shannocn and
Weaver's concept shows that a kind of understanding has
taken place, since 'reception' indicates the effect of
the message on the receiver. It is quite obvious from
the Laswellian definition, that the purpose of communica-
tion is to effect a change in the behaviour of the
receiver.. Shannon and Weaverfs concept of ﬁommunication

emphasizes communication process in the realization of a

change in the behaviour of the recipient. ‘

2.1.1 General Process .of Interpersonal Communication

It has been established that for any meaningful
communication to take place in dyadic communication
si%uations, three obligatory elements are required: the
sender, the message and the receiver. In a face-to-face
discourse or in a reading situation, communication is
ternary in form since the three elements are involved in

the communication process,

However, the three elements are given different

names by different schools of thought. The sender is
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called the source in Shannon and Weaver's model (Fiske
1982:7) or the encoder in Osgood and Schramm's model
(McQuail and Windahl 1981:14) ‘while in Jakobson's !
model, the encoder is called tﬁé addresser_(Jakobson
1960: 350~377). ' The encoder's main role is to sendwa
message or share ideas and thought with the receiver
80 a8 to effect a change in the behaviour of the latter.
The Jakobsonian model of comﬁunication theory which ..
consists of six constitutive elements in any speech
action, spells out the function to be perférmed by the

addresser in order to evolve an effective and meaningful

communication,
context .
Addresser -----=) message =----=) Addressee
. contact

code

Fig. 1 Jakobsonian model of communication.

According to .Jakobson (1960), there is the onus on
the addresser to bé emotive when encoding his message so
as to arouse the ‘emotion of the addressee, who is to
decode the coded message. This emotive fuhdtion can be
presentéd through the uée of first person pronoun,

interjections, or emphatic prolongation of the vowels in
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certain linguistic structures, be it at the phonic,
grammatical or lexcial levels, In sum,;the emotive
feature of communication adds flavour to the message,
and intensity is given to meaning. However, the source
of a message may be a person, a book, or an institution,.
"Code" and “tranamitted signals" (Shannon and

Weaver 1949) are other names given to the .‘message".

It is the information meant for the "receiver" (Shannon

and Weaver 1949 in Fiske 1982:;9). “The. message may be

about someone or something spoken of., This, according to

Jakobson, 1s the referentiél function. The marker for
this is the third person pronoun, While the communica-
tion act is in progress, there are some messages which
are purposely employed to esteblish, prolong, or
discontinue cqmmunication; to check ‘whether the channel
works or :"to gttraet fhe attention of the interlocutor
or to confirm his continued attention (Jakobson 1960
255). For instance: Hello, do you understand me?', 'Are
you listening?' are messages that perform a contact
function or "phatic" function (Malinowski 1930 in
Jakobson 1966:555).“ The "metalingual" function of a
message is triggered Off whenever the addresser or

addressee attempts to- cross-check whether they use_thq
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same code, or %o nerify whether the message 1s meaningful
to either of themiﬂat that point speech is focused on the
code employed by the interlocutors. The metalingual
function involves asking questions in order to grasp
the meanings of a set of lexical items used in a given
syntactic strueture. However, in Jakobsonian model,
whenever the message is directed towards itself, we
have the poetic function of communieetion in operation.u
The poetic funepionvdeals withﬂthe structural arrangement
of words baeed on poetic coordination, paranomasia (word
play, pun; such as alliteration orJeseonance or echo N
rhyme). But thie‘arragement of words is guided by the
two basic modes.of verballbehnvionr, viz., "selection"
and “combinationﬂ (Jakobson 1960). In seleéting the
lexical item of éne's choice, one has to consider the
degree.of its "eguivalence", "similarity and dissimilari-~
ty",."synonymity‘and antonymity" but in case of combina- '
tion, it 1s based on the contiéeity of the sequence |
(Jakobson 1960: 356-357). '

Depending on individual preference, the "receiver"
(Shannon and Weaver 1949) is known as any of the following:
ngddressee" (Jakobson 1960), "recipient® (Holu® 1984),

ndecoder" (Osgood and Schramm 1954);, reader(Riffaterre
T ’ ’
1
|
|

ey ——
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1959 and Iser 1978). The vocative or imperative
expression which is directed towards the addressee
serves the "conative" function in the communication
act as evident in Jakobson's model. Any such imperative
locution requires action, since it is an order (given by
the sendér to the receiver), aimed at evoking an emotional
attitude from the addressee. According to Jakobson, the
second person proncun is the marker for the conative
function, The addressee is then able to give a spontaneous
feed-back to the addresser in a face-to-face communicqtién.

But, for any meaningful communication to take place,
both verbal and non-verbal elements are uéually involved.
The verbal elements involve the intensive use of spbken
words ; Abercromﬁie (196%;55) and Banjg (1987:4) say that
non-verbal elements involve the utilization of para-
linguistics. McCroskey, et al (19?1:93)1further
expatiate on the“utilization of paralinguistics

We may communicate by our marner of
dress, our body odor (sic), our
physidue or‘posture; our body tension,
our facial expressions and degree of eye
contact, our hand and body movements,
our punctuality or lack of 1t; the way

. we choose to position ourself in relation
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" to the other person, the vocal sounds
accompanying our verbal messages and
many more things,
(Quoted in Ibie 1989:6)
In this study, the "non-verbal" elements will be referred
to as paralinguistic elements since paralinguistic

elements are not necessarily phonic in nature.

2,1.2 Iiterary process of Communication

Lyons (1977:38) :identifies three processes of .
communication: "one;ﬁo;one communication"; "one-to-many
communication"; and "many-to-one communicatior’. In one~to=
one communication, two individuals are involved in face-
to-face discourse. A case of one to-many 18 when readers
are reading the novel of a novelist; whereas many-to-one .
communication can be realised in drama. The sum total of
the variéus characters' dialogues presented in the text is
the messége meant for the audience to ruminate on. The '
drama text in its substance is largely méde up of state-
ments of various characters, But in a live performance
of a play, it is also possible to have a many-to-many

communication, since we may have more people.turning up

for the play, unlike when an individual who can read.
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picks up a drama text for relaxation or for private

study,

Ceasar Segre (1981:96) proposes two different

communicative s

I Writer-

.

Feri

chemes for narrative and drama works.

1 I-narrator

o) op ——=)

Character

He
Character

I/You

-~)You receiver

substance of the narrative’

Fig. II The narrative scheme

B
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I-sender
)
[
g
_ You ' Substance
I-Xter—f--) ~T?xter of the play
I T
I
]
)
!
"

You~receivexr

Fig. IITI The drama scheme
‘Xter' - character. - \

-

The narrative scheme is realised in the novel. TFor

instance, in Ogbdjd Qde Nind Igbo Irdnmglé, Daniel

Fagunwa is the writer, while Akara—Odgin is both the
narrator and a character. While tellipg his adventuroﬁs
story to Fagunwa, he mskes use of third person pronouns
for . other charactera "narrated" (spoken of) in his story.
Occasionally the narrator involves "I" and "You" whenever
he makes use of direct address. The inference we can
draw from Segre's scheme is that both "I" (author/
writer) and "You" are unknowingly part'of?the narrative.

In the drama scheme, the text in its substance is
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largely made uplbf statements of various 'I-characters’.
Segre asserts that direct ielationship between an I~
sender (author) and a You-receiver is veiled, since
the real speaker'(authbrj has given his role to the
fictional characters. ‘Therefdre, there is no direct
contact between him and the au@ienée, which may likely
exist between I-narrator amd You-receiver, ﬁowever, the

communication gap between the’ I-sender and’ the You— '

Treceiver may_likely be bridged through prologue, epilogue,'

chorus, and asldes.. GStage. directions interspersing the
scenes of fhe plays afford the autbhor the opportunity of
having a directﬁinteraqtion with the audience. But from
the’performative'angle, the‘auéiehce (You~receivey)
tends to have partial contact with the author through
the stage setting, décor, 1ighting and theluae of
‘costume, which may have been influenced by the director 8
Judgement. |

If the two schemes by Segre are compared, one would
see that the arrow in thée narrative scheme is horizontal,

whereas in the scheme for drama,' the horizontal and
vertical movements of the arrows are indicated. The

vertical arrow in the scheme tends to give a hierérchiéal'
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impreséion. This should.nof be the case in literary
communicafion. ‘h.literary author, as both rememberer
and reminder, is supposed to share ideas and experiences

t

with his audience. . : _ ’

_ Th;refore,;the nﬁrrative scheme by Segre can be
employed.in the realisation of the drama scheme after
modification., It is even feasible to fuse the three
" constitutive iaétors in the Jakobsonian model; viz.,

context, contact, code, to the new drame Scheme. These

three elements are not shown in the Segrian models, The

new scheme will look like thie: ‘

:  Context -

R Y [ ] &= e | Y= |
. —3H = — . i
‘ |
Author gsigagﬁessages)l-* Audience

gode

Fig. IV Fusion of Jakobsonian and Segrian Models.

R ——

.
(a0
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+ In this new scheme, where the ternary process of
communication is realised, the 'X' represents a )
character in the drama text, while 'Y"' is another drama

characteré The 'H' stands for 'He-nar;afed character' 4
in the play, that is, the third parﬁy’being spoken ébout.
However, all the three parties Qan,exchﬁnge roles as
éituatioﬁs, events and incidents dictate; hence the idea .
 bebind the reversible‘movemepts of the arrow in the text.
But this message has to refer to somethiﬁgfother than

L
itself: this is the context; while the contact deals

with the 'physical channel and psychological connectiohs'
between the author and the audience, and the code
indicates a shared meaning system by which the message
is structured (Scholes 1974:24). ,
The author 'is not physically present but his voice.
is heard whenever he interspgrses the scenes in the play
with a prologue, italicized étage d;rections, chorus,
soliloquies; and an epilogue. The ﬁext itself would be
the sum total of thé dialogues éxchanged by characters in
the play. Thisftext would then be the message from the
author, ‘since he has metamorphosed through the various

fictional characters he presents in his play.
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The audience, who is the recipient, refers to the
reader who peruses the text (message) of the play. He

ruminates over various conversational exchanges between

the characters (or the actors/actresseé) who have played

one role or the other,

2.1.3 The Possible Processes of Communication in
: Drama

In practical experience the communication process in
drama is m&itifaceted,lunlike other literary genres. As
earlier stated,  in reading a play text, the ternary form
of communication is realised. However, a staged play may
evolve (1) the quaterpary.form;%tii) the quinary form; -
or/and (iii) the septernary formréf'communication. In
the quaﬁerndry process, the fouf'elements'involved are:
author, actor, message, and audience; whereas, in the.
quinary ferm, the author-director, the meésage (tagged

Ml)l the actors, the message (tagged M%) and the audience

dre present., But in the septén&?y procéss’of“communication,

seven elements are involved: author, message 1 (Ml),
~director, message 2 (ME), actora, mesSagei3 (Ms), and ,

audience. In figure it- looks thus: l
. l




M1

) 1 M2 X3
. ; -+ Context i Context . ) Context
. ! i
x | x|y ; P !
— "] T el i Y Y Bl s — F 5SS —
Author Heséage Director Message Actors Message Audience
Contact Contact Contact
~ Code Code ) Code
- - . . K4 .
! Context a
. ~
R | e— f*_—d
Actors ’ Message Auﬂience
Contact
} Code
Flg v Septenary form of communication with its ternary form of Feedback.
. . ‘ . g ;
e : B sy x{" ‘ ; . - o
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In éhe septenary form of communication, the author
may have writtem the script without the intention of .
puttingrupﬂa live peffo;mance of the play. A play
director may pick the play and decide to .produce it
However, in conceiving the author's message (ut ), the
‘play director: might have altered or reconstructed the.
author's original intention, or he might have decided to
delete and add to the incildents in the play; it all 4
depends on ‘his discretion or artistic ingenuity. It is,
therefore not a surprlse to see a textual play produced
variously by different play directors with each exhibiting
his own unique style of productionl. The play director,
therefore, as a recreative artist, re-works the artiatic
arrangements in a play written by an author in ordsr to

bring out the best.

1 Mr Demas Nwoko, a scenic designer, was asked to
"supervise the production and to design settings and

costumes"” (Ogunmqla, qua 1972:1IX) for The Palmwine '

Drinkard, But Nwoko' 8 scenic designs of The Palmwine
Drinkard were at varisnce with the social setting of
the play. .Traditionally, '"Yorubas drink palmwine
from calabash not a horn"' (Beier, Ulli 1981:329)..
The reason stems out of Nwoko 8 Igbo background. The
Igbo use the horn for palmwine drinking. His designs
generated a lot of argument. . .
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The director feeds the actors and actresses with
his EE!iZ conceived ideas, that is, a message 2 [¥°1.
The actors, in turn, relay the méssage, in form of
actions and discourse, to the audience. ' But it is also
possible for some actors to deviate (add to, embellish,
or remove from) from the director's original ideas in
thé course of ﬁheiplay performancé,, The audience is
thus fed with a siightly-different message, Message 3
(MB). ‘Although the audience may or may not be in ‘the
dark about the original message, its response would

largely depend on what it has seen on stage or in live ‘

'performance.

-

A spontaneous feedback is feasible between the
audience and the actorsj but a feedback between the
audience‘and the"play'pfbducer (director) or author is
either.indirect or delayed. The audience can react in
a positive way to the actors''and actresses' actiogs bg
giving an ovation if it is pleased®. But if 1t is

displeasg@,wit can show its displeasure by booing, *

2 Jeyifo's interview with Funmilayq Ranko of the
Funmilayq Ranko Theatre Group on the 23rd February
1980 lends credence to this (Jeyifo 1984:171-174).

v m e w ey

N by "I
. ' “,‘r
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aeering,‘anq even going to the extent of throwing
rolled piecésfpf paper at the actors and actresses on
stage. The¢”refined' aﬁdienée will just leave the
theatre hall if if 18 bored with the performance of the
actors and actresses. In essence,“there is a direct
relationship between the actors and the audience;
whereas an indirect relationship exists between the

play producer(s) and theatre audiences.,

2.2.0 ‘Massﬁcommunicatlon

Interpersonal communication is person-to—person' '
and this makes speech alternation feasible, unlike in
' mass communication._ Mass communication involves
information transmission through a channel (Fabricius-
Kovacs 1976:55) which can either be the print or
electronic media. Mass_cbmmunication is a one-way
channel because its message is mediated yhfdugh and
influenced by the socigl'rélationship. Impersonality
also permeateé masa'communication, for the communicator
detaches himself from the presentation of commgniéétion'

content; the audience is also anonymous. As a result of

its mediated form, the anonymity of its audience, and the -
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impersonality from the communicator's end, the feedback
is dglayéd generally; but a little immediate feedback
may occur if its contedtlis negative., A member of the
audience may switch off his radio or television; or even
changé to-anofher_station or channel. Again, with recent
developments in technology, there is a possible
immedlate response to;the source in mass communication.
A number of radio_stAtions have introduced some phone —;n
programmes, %Pd the aua;éﬁce can communicate their |
respdnse by phone to the stations. .

A critical look at the sburcé in mass communication
reveals ﬁﬁat it usually comprises more than an individual
since the source 1s‘norma11y a ‘group of professionél
communicatorsz,‘ Unlikenface—to-faée communication
activity, mass coﬁmunicatipn tendsfto control information-
by Way‘of filtering. As for this message, it is 6ften

"manufactured", "stanﬁardized"land always "multiplied"

3 A conglomeration of experts are involved in mass
media productions. For instance, in film production
we have the following: director, scriptwriter

(playwright), producer, scenic designer, choreographs, -

cameramen, sound technicians, laboratory technicisns,
and editor., - ’ '
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in some ways (McQuail 1985:52)

As earlier said, in masse communication the relation-
ship between the sender and the receiver is one- N
directional, and rarely interactional., Tpe‘film medium,
our object of study, can only be ternary in the communica~
tion process because it comprises three units: the \
producers (soupce); the product itself (message), and
the consumers (receivers). -They can be viewed as a
cultural whole; fgince the actlons and interactions of
the three are enclosed within & wider, more amorphous,
but nevertheless recognizable entity, the culture" ‘
(Prihéle 1971:64).

2.2.1 The Film Structure

The goal of a motion picture is to arouse in the
audiencé the sense of hearing, feeling, and seeing. The
film-maker's major p;e-occupation, therefore, 1s to -
present images”in thelir exactness. To achlieve this, .
the film itself consists of nine elements as itemized in
Ekwuazi (1984:268), viz., persons, objects, ideas, filmici
time, visual composition, audio pempositibn, editing,

conflict and resolution. In our own opinion,  however, we

,._.._.__._,.-

[
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take conflict and resclution to pe part and parcel of
ideas. We believe that the interaction among persons
and objects brings about ideas. These iﬁeas‘afe capable
of generating conflict, and thereafter, the crisis is
resolved (resolution). “ - o

The film itself is a three~dimensional object
(mise-en~scene) placed on a two—dimensiongl object
(mise~en-cadre), that is, the écreen. Inlorder to
create emotions the film-maker makes uée of lighting.
Lighting in film has four basie functions. First, it
glves the scene a realistic and ;xPressive effect.
Second, it cieates compositional effect by evol%ing a
pictqpial balance among the different ocbjects in the
scene. Third, it highlights the ‘themes inj the f£ilm,
'Lastly, it differentiates between dayligéﬁiand darkness
in order to achieve a Qhematic effect. ﬁighting bringﬁ
about emétional effect ‘80 as to underscore th; mood. The
type of relationship evolved here is visual (a spatial
relationship); it differs from an aural'relétionship (a
temporal relétionship)ywhieh is non-visﬁal. The film-

mekers explore this spatial relationship (or visual

language; (Worth 1965:34) to its maximun through distanée '
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in film shooting.

There are two types of shooting: close-up or closg—.
‘shot, and long-shot. ILumley (1972:388) faults this with
regard to motion picture when he says "television does
not, cannot, present‘a‘ﬁhole"; In the case of a "living
theatre"‘(Lumiey 1972) the audience can always see the
whole object at a glance, whereas the motion pictures can
only project a whole intermittently, but most of the time
it is always a close-up that is shown on the screen. ' Close~
up is used to depict dangerous situations (tragic
situations) while long shot is for lighter situations
'(comic sitﬁatioﬁs). ' :

Filmic time is subject to the director's discretion.
It cat be contracted, condensed or expanded. In filmic
time expgnsion, it is possible to expandlforward oxr back-
ward. Flashback is the commonest way of}expanding the ..
time: recalling of past'experiences or inpidents; giving
an insight into what has prompted a charaéter to act or
take an action,. Cohtraction of time plays a significant
role in theme devélopment>in film, since space and time
ere related. |

Visual composition refers to the background settiﬂg“

which adds its.meaning to the totality of the film (story).
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In Pudovkin's words:

the film assembles the elements of
reality to build a new reality
" proper only to itself. '

(Quoted in Ekwuazi 1984 :408)

The reflexléf the film‘eﬁitor has to be superb if
the audience's interest is to be sustainéd throughout
. the film duration. It follows, therefore, that the
" success of any film will largely depend ;n the film
editor's ability tq‘properly seéﬁence,“time, and prodﬁce

. ———

-adequa%e_ sound that matches the situational action. In
essence, the film shoﬁld be edited in a way that the
interest of the members of the audience is aroused.

Audio cdmposition, also known sas filmic sound, is -
of two kinds: actual (or naturalistic), and, commentative
(or non-naturalistic). The actusl sound is the synchronous
sound which emanates. from the image, while the commenta; ;
tive sound is tge asynchronous sound whose-ofigin lies
outside the ffaﬁe-or object. The actual sound is there-
fore a parallél,sound'that works with the image; on the
contrary, the commentative sound is contrapuntal scund

which works against the image. ‘Thus the filmic sound
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contains two components: naturalistic sound and non- -
_ naturalistic sound, Naturalistic sound is the-ndturél‘
parﬁ of the scene; for instaﬁcé, dialogue (characters'
speeches) is naturalistic, Non-naturalistic sound
cannot bé iinkéd as a part of the scene.represented;
for instance, cqmmentary made by a narréﬁor in a
documentgry.-. _l

Eveﬁ the néturalis%ic sound is of twp types: speech
and filﬁichﬁsic. Speech gives a character in the film
a unique identity, while filmic¢ music enlivens and addé
colour to the action representgd. It is therefore
imperative that the film music should not only be
'functionél, but it also has_t; be constructive and
culturally denotative. It is then the duty of the film
director to ensure,iﬁhat:the shot matches the sound, if
he wants to arrest the attention of the film audience in
its totality. If the shot does‘not match the sound, the
audience will be at sea in conceptuéiiSing the ideas in .
the f£ilm. It is possible, however, to utilize perfect
silence to create an effect on the audience, Jean
Cocteau (as quoted in Ekwuazi 1984=433) states that

absence of sound brings about silence which is meaningful
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to the "attentive gaf" that "can detect %he thousand
and one imperceptible sounds of which that silence is ‘
composed". For a film to be deemed good, it is essential
tbat it attains a reasonsble degree of’sjnchronisatiqn
between pictures and sounds. .

From the fpreéoing, the auiience's reception is
determined by two ma,jor factors: the ability of the fiim "
producer in maximizing both spatial and temporal ‘
'relationship, and the ability of the members of the film
audience to sieve or select relevant messages in
accordan¢é with its own soclological background asnd
coptext.‘ But Iincomprehension may occur as a result of
the audience's inability to grasp the message of the
film, when the sound track of the film or even the
shodting is of low quality (Worth 1965). This will
definitely affect the audience's reception or response.
Apart from the social context which affects the audience's
.perception of film content, it bas to be borne in mind
that different media require different kinds of adaptation
~on the part of the re?eiveré, and the film medium is no.
exception.l The film medium constraints have its %

influence on the audience (€f. 2.4.3),
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2.2.2 Filmic Language: Screen Grammar ]

Tﬁe filﬁJis a hniversal language méde up of various
linguistic codes, viz., montage, narrative, sound, image
and style. Some philosophers have exphnded the concept
of language beyond the spcken and written words. They
now view the whole world of people, objects and movement
as a forﬁ of utterance., The theory of signs has thus.

been stretched to

include very simple snd restricted
communication-systems, such as
traffic~control signs, right across
“to complex and wide-ranging
‘communicatiqn-systems:of film or TV

. (Crick 1968:50)

crick's'poatulation does nét exclude "the spoken tongue
itself". The problem thaf may likely crop up from this
expansive éonceptualization is how to get the correct
conventional rules that will govern it, especially when
oné thinks in terms of structure, that is, grammsr, siyce
language is governed by a network of conventions. It is

then obvious that-there is a great difference between

screen grammar and word grammar. But this does not mean
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that. they do not share some similarities. Both are
means of telling (communication) since both possess
narfative power.and'a.&escriptive?capacity which may

vary in degree.

" Unlike theuSpoken word the film is not a conversa-

tion, not a one-to-one exchange.” It is verbose, and a

shot. is always "a record of unprecedented material (Crick

1968:52). In film it is possible to relay all the
nessage at once while the spoken word has to build up

messages with a lot of words. Tﬁbugh a shot possessés

"much greater precision and density", it is incapable ofhs
matching "the fluidity and multi-purpose character of the

word" (Crick 1968:55). . The spoken word is a socially
shared vocabulary; whereas a shot. 1s not. It is always
rigid and not flexible ilike the spoken word. This is
the reason why a shotflacks autonomy. Film is an
expanding reality whereas the word is a mere lexicon.
Language transcends-opdinary-desciiption; it can give a
command in a living context, there is no cinematic “
equivalent. Critical inquiry and analysis can be done
with the spoken word but niot with film. In the sphere
of explanatioﬁ film, béing a proto-language that depends
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largely on the abstraction of reality through the camera
shot, relies on the supplementary support words.
As aptly noted by Crick (1968:56)

+ee Cinema is much less formal than a
language, much more semantically open
in its detail, is much more closed in
its reference, is much more interna-
tional in appeal, much more fluid in
form, énd yet by way of paradox is
more limiting and restrictive, in
content more dense,

The inference drawn from the above is that despite 1ts
constraints, film enjoys a ﬁider reception thgn the
spoken language since its audience need not be a native .
speaker before it receives information passed through
the objects aﬁd images in the montage, It is pertinent
on the part of the film director (producer), therefore,
to maximize his technical know-how ln selecting and -
poSitioning objécts'oh;both the horizontal axis
(syntagmatic) and the vertical axis (paradigmatic)

he wants his message to be grasped. Tt is the positioning'

of an image in a given context that Will determine its.

meaning in rglation with the antecedents and successors,
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2.3.0 Reception Theory

Reception refers to audience response and reaction.
Here, response 1is used in a wider sense. Response may be
'in terms of the numerical turn-out of people. It may also
be conceilved as the comments, attitudes orffeelings of the
“audlence towards the artistes' works. Response may be
seen as criticism of artistes' plsys. Criticism can be -
appreciation‘of denigrapion of the artistic works.

The. audience may respond to literary works by
interpreting, percelving or analysing incidents or
events in them. Thus from the hermeneutic viewpoint,
reception may refer te 'understanding' and 'inter-
pretation"éf literary work by the nudience. The
perceptioﬁ of a literary fext‘in this way 1s seen
as "text pr;cessing" (G8tz Wlencld's 1972 cited in
Fokkema and Kunne-Ibsch 1977:151). It follows, therefore,
that reception may also mean reading; which trenscends the
ordinary resding of letters. Here, reading will not
refer to perusing the sets of orthographic symbols and
phonemic signs which have been conventionally organised
to glve or genefate meanings alone. Reading willl have
to be interpreted as Judging and analysing incidents,

events or situations in drsma or other human sphéres.
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The,Forhalists,.who viewed reception from the
aesthetic pole, place a premium on perception that
comes into play when special devices are.emplbyed iﬁ
artistic objects. Since "art is thinkihg in images"
(Holub 1984151;.defamiliarization or estrangement, an‘h
element of a{t establishes a relationship bgtween the
text and the reader By making the readef;aware 6f the
deviation in the text. . But the pitfall éf formalist |
conceptualization of reception is the reétriction of the

audience étfict;y to the text,

But?Wblfang»Iser:tgkes reception to be the production

of meaning as a result of an interaction between the
traditional interpretation (which has always sought
meaning in the.text) and phenomedal&gy. He pinpoints
the fact that .text is "effect to be experienced”

- (Holub 1984:83). Though Iser perceives literature as
fiction, he deoés not believe it 1s opposed to reality
since it i8 a way of relaying parts of reality as
figured out bj the communicator. ' However, this fiction
which‘mirrprs part of reality‘possesses somé'sort of -

illocutionary force which evokes an appropriate response

on the part of the reéipienta In an attempt to communi-

[ P
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cate, the speaker defamiliarizes the conveﬁtions by re-
ordering them in a way thét will precipitate a response
> in tﬁe recipient. It'reéhapés and re-organises
familiar conventions in a way that deviat;s from thelr
pragmatic apntexf; Thus literéture becomes an extension
or a broadening of the reader's reality. The reader
then brings into play his cognition since he has to
juxtapose the new reality, known as the "artistic world"
or "%ictionalwworld" (Fokkema and Kune-Ibsch 1977:145),
or "mimetic iepreseﬁtétion" (Peacock 1972:79) with
familiar reality., The new"reality maey also be called
illusive reality while the familiar reality is termed
"emplrical reality" (Holub 1984 5).. However, the
illusive .reality ‘i# elusive in spite of its closeness
to reality. . As a result of this elusiveness, the
recipient has'‘before him a myriad of meanings which may
be traced to gaps that in turn beget indeterminacy.
?he defamiliarization or "expectation disappointment".
(Propper 1949, cited in Fokkema and Kune-Ibsch 1977:
149) of the reality stirs the perception of the recipient
in the production of meaning for literary work. But the
recipient's viewpoint is generally unstable. Thus each
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time we look at an object intensely, we are likely to
see more of it or soﬁething additional thgt eluded our
initial focus; we eliminate either momentary or subject
impression .as the perceptual wave dictates. Peacock

(1972:72~73%) supports this view when he says

Each time we look at a real landscape,
a country scene, it really is a
different scene we see; ... we look
at separate features in a different
order, and the more we look the more
it changes.

The Prague Structuralist School recognises artwork
as a complex semantic Qomposition that has 1ts basis in
a dynamic signifying sjstem which mediates between the
artist and the audience. It draws attention to thg
semiotic character of the artwork which functions both
as a communicafive sign and as an autonomous structuré.
The structurélist sees the recipient as the product of
social relations. The application of the psycho-
"sociological element to literary .aesthetics has helped
in crystallising the relationship between the producer,

product, and consumer.

ive

]

However, Hirsch (1967), who conceptualizes reception
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from the artistic'pole; opines that it is not possible
for the recepient to propose a meaning without taking
cognizance of the author’ 8 intention, since "a text
means what its author meant" (Abram 1981: 85) The
audience, therefore, has to make reference to all
nvdilable relevant evidence (be it interndl or external)
to the text. Thesé reéferences will include the author's
cultural milieu,&ﬁis personal experiences, and the
literary and -generic conventions that were at his disposa}
while composing his work.

It is no surprise, therefore, that Jauss considers
fhe "aesthetics of reception" as the "horizon of expecta-
tions" or "culturalncodé? The horizon of expectationa
refers to "the range of vision" (Holub 1984: 59) that
embraces all those things that could be perceived from
a vantage point., But it is not pqssiblnlfo recall and
record éverything seen. And 8o, art will gontinue to
possess ambiguity and indeterminacy, since its construc-
tion and cognition depends on the producer and the |
recipient, )

Furthermore, both the producer and recipient who

are products of the same. "unity of spirit" (Bauman 1978:

-
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26), have to sieve, select, and fragment social values,
ideas, and norms in order to provide insights about
> life“and particularly sbout "the - age™ (Peacock 1972).

Writers, being endowed with seimographic gifts:

register‘things - impressions,
perceptions, feelings, reactions
mental states, fears and desires

(Peacock 19?2:51)

This sort of documentation is referred to as "spiritual
documentation" (Fokkema and Kune-Ibsch 1977:145)., 1In
essénce! the éudiencé of a literafy work is always
confronted with two worlds: the empirical world and
artistic world, However,',tpe world of "real 1life"
(Fokkema and Kune;Ibsch'19?7) precipitaﬁes the amount
of indeterminacy which is irherent in the artistic world,
The aundience then encounters the artistic world with his
individual experience. Two ways open to ﬁim to fill the
gaps or regulate. the ;naéterminacy are eithér to projecﬁ
his own standards into the grtist;c world or revise his

stand. 'The fictional world, no matter the historical

substratum in it, has no exact replica in the "real life .

world" (Fokkema and Kune-Ibsch 1977:145).

R P
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Karl Robert Mandelkow (21970) (cited in Fokkema and
Kunne-Ibsch 1977:128) whose view falls in line with
Williams' (1970), expands Jauss' horizon of expectations
'to include expectations regarding the peried, the work,
and the suthor. It follows, then, that the recipient
has to shape hig receptive fxame of mind according to
the period (time, age), work (text: stery, content,
literary canon), and author (individual perscnality or
unigueness of style). Nevertheless, we must recognilce
that a sensitive mind can still validly perceive what

the author never intended.

2.3.1 Indebtedness of Reception Theory

Reception theory is greatly indebted to three
literary fields: history, hermeneutics and structuralism.
This 1s not to say, however, that 1t does not borrow
from other literar& theoriee. For instance, the idea of
paying attention to an artistic objgect (text) to identify
any deviation or observe any estragement 18 borrowed from
Russian Formalism.

History desals with retrospectien, and 1t changes
with time and additional knowledge. It therefore implies
that every generation of audience has to create méaning

anew 1f the film text is to .be relevant to its needs and
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demands, A new actualization is generally evolved with
a succeeding generation of the members of the audience.

The hermeneutic theory shows the existence of a
relationship between the playwright (writer) and the
audience. The playwright-audience relationship has 1its
basis in the spiritual unification (or the unity of the
inner spirit). Through this spiritual unification the
members of the gudience are able to re-discover, inter-
pret and understand the message of the playwright.
Bauman Clé?a:zé) attests to the spiritual relationship

between the playwright and the audience:

Understanding is re-discovery of myselfin
thou, I cannot discover myself in a tree,
much less can I re-discover myself there,
as there was nothing to establish our
kinship in the past. I can re-discover
myself in thou, however, as both thou and
me are particularizations of the same
'spirit', ultimately identical with
itself in all its incarnations. In order
to uhderstand, I must be confronted with
an object with whom my unlity has been
already established.

The use of the word 'spirit' in Bauman's definition seems
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to lend grandeur to a common fact, namely, sharing of
human experlence and common humanity.
But the structuralists have given to the reception
field the idea of the unity of elements whether along a

syntagmatic or a paradigmatic axis. Structuralism

combines linguistics and structural anthropology. Though

structuralism deals wiﬁhllansuage like properties, its
attention is not purely on the sign system but on "the
elucidation of cultural as well as linguistic meaning,
an activity for which a knowledge of the sign—system is e
1nstrumental but dinsufficient" (McQuail 1983: 150)
Semiology, an off-shoot ofﬁstructuralism that

)

concerns itself with the "general science of signs" as

introduced by Peirce (Fiske 1982:45) also has its role in’
receptiop theory. _The concept of the sign—system and
"signification" permeates linguistic, structuralist and
semiotic studiés. All these areas have one common goal:
to communicate and infer meaning (cf 2.1.1 and 2.1.2).
Semiotic inquiry transcends the rules of grammar and
syntax, hence, it manifests itself in various forms in
reception theory. It is mno surpriée, thereiore, when

Jauss (1973:31) asserts that'
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The aesthetic of reception is not an
autonomous, axiomatic discipline,
sufficieﬁt to solve its own problems,
rather, it is partial reflection on
method which is open to additions and
dependent’ on cooperation with other >
disciplines. (quoted in Fokkema and
Kunne-Ibsch 1977:151),

2.4,0 .Audience: The Recipient

“The focﬁs;df this study is on the audience wﬁo is
the recipient df“tﬁe.messagé encoded by the film producer,

The audience is conceptualized as a"setﬂof ‘
spectators forAdrama, games and spectacles aﬁd pérformances
of all kinds in theatres, halls and churches. An audience,
thongﬁ usually lgrgq, is often localized sinée it 1is
often fore—plénngd in time and place. This is done in
ordeﬁ to achieve excellence in reception (McQuail 1983:
10).

But the emergence of the electronlc media has brought
about the delocalizatlon of the audience because it
detaches its members from one another, and the producer(s).
There is no direct affinity (relationship). This is the '
reason why it is perceived as the agéregate of spectators,

- readers, listeners, viewers, Audience is mass because
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of its

" large size, heterogeneity, dispersion,
anonymity, lack of social organisation
andffleeting and inconsistent composition

(McQuail 1983:152). | L

The idea ﬁere is that the audience as a public or social
group is not stable in its composition. In essence, the
audience set-up varies f?om time to time, and from place
to place. Variation in audience typoiogy will bring about

different'responses‘ffom the audience.

Pl

2.4.1 Aﬁdience Typologz‘ E

Many.scholafs have .come up with différent kinds of
audiernce typology in line wifﬁ the types of media at the
disposal of the members of the audience. However, the |
reading apdience,has,receivéd of;rwhélming attention froﬁ
literary critics. Riffatterre (1959) hes identified two |
types of readers: the average reader-and the super-reader.
The other types of readers identified are Fish's "informed
reader", Iser's "ideal reader“, Just's'"implicit reader",
and Wolff's "intendea reader" (Iser 1978:30-38).‘.A112the

critics have placed premium on the literate audience_a@l‘
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the expense of the non-literate audience.

Each of these identified readers possesses Some
unique‘attributes. The super—reader, informed reader,
ideal reéder,iimblicif reader, and intended reader are
endowed,with-lingﬁistic mastery and 1iteréry competence;l
As much as possible, they tend to be objective in their.
Jjudgement ; hencé, they endeavour to examine the meaning
potentials (both semantic and,prggmatic), the intra-
textual andugxtra-textUal elements or signs, and the
stylistie qualities of the fext. As for the average
reader, also known as the '"normal reader" (Scholes 1974:
29), he has the ability ofnﬁerceiving "the specific
chardcter of style" (Riffaterre 1959:165). This reader
is not as sophisticated as the other readers; he therefore
has to rely on the heuristic (trial and error) method.

It is obvious from the foregoing that all the
préponents employ 1iteracy (formal education) as the
variable that can evoke adequate re8ponse in the reader
or audience, There are, however, other sociological _
variables that can determine the typology of the audience
or even the readers. The type of communication medium

used here is the book; ‘it is formal educationtfhat_
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guarantees access to it. This typology does not suit
the pfesent study properly.

| For stage drama, Theo Vincent (1981) identified
four types of .audience, viz., the campug audience, the
educated audiéﬁce, the semi-illiterate audience and the
illiterate audience. ' The campus audilence, being a
sophisticated one (like Riffaterre's super-reader), is
based in the university., This type of audience
appreciates Nigerian drama written in Fnglish by highly
educated playwrights who are versed in European theatre
arts. This type of literary drama tends to alienate b;th
the semi-literate and illiterate audiences who have a ﬁigh
bPreference for popular plays. The popular play tends to
unite the audience, stage and players (Vincent 1981:81),
Besides, the popular play whicb utilizes a Nigerian |
language (for example, Yoribd), as a medium of theatrical
communication, makes the semi~literate and illiterate :
audiences, who'are speakers of such language, at home
in the theatre. The educated audience, in its own case,
belongs to the middle class of the society. This group
of audience hags had exposure to drama at school either

through literature or direct participation in performing
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groups. It takes an interest in 1iterary drama which
requireé serious intellect on the part of the audience
.and a knowledge of theatre to decipher the meaning of
the plays (Vincent 1981:81). _ L .”
Vincent'slaudience typology appears to be deepiy
rooted in the acquisition of western education. He
would want us to believe that plays written or presented
in an indigenous language might not be intellectually
demanding. -Thié view tends to play down the intelligence
of thé Nigerian playwright who writes in an indigenous
langﬁage for an indigenous audience. Therefore, Vincegtls
classification cannot be usefq} for Yoriba drama, which

any intelligent person with a fair knowledge of Yoridbd

can decipher, appraise, understand and endoy&,

4 Karin Barber (1987), identified only one kind of
audience known &S "the radical conservative audience'.
This radical conservative audience is not only less
educated but it is also from the "lower layer of
Society: the worse paid" (Barber 1987:5). This
group of audience expects the theatre producer to
operate within the theatrical ethos. Any deviation,
therefore, from the known theatrical ethos can lead
to serious objection, This is why Barber considers
the Yorlibd theatre audience radical. Because her
sudience seems to .be mono-~type, it will not serve
our purpose in this study. -



75

Experience has shown us that audience composition
in the theatre cuts .across gex, age, rellgion, ethnicity,
and social class, be it educational or socio—economic.,
Audience typology is equally determine& by the type of
communication medium involved. Unlike Riffaterre, Fish,
Iser, Just, Wolff who are concerned with a literate
audience (reader) per se, our study deals with a congolo-
meration of theatre-goers. For convenlence, three types
of- theatre .audience are identified: a lay audience5, an‘
average audience, and a super-audience, Though our
Audience typology stems out of Riffaterre's, it has beén
adapted for this study. The main thrust of this typology
:is the linguistic experience of each class of the
audience. The 1ingﬁi$tic expériqnce may, however, differ
in terms of'mastery‘apd competence as & result of sociai
and educ€£iopal exposhre. N

The lay audience is that audienée that has simple
linguistic knowledge. The group can grasp the ;urface.

of the linguistic utterance. A member of the lay audience

5 Qur lay-audience differs from the church lay-reader.
Our lay-audienceé is in line with the general concept
of the layman in a particular art, that is non-
expert in a field.
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may be a child or an adult who haslsparse exposure to“
Yorib4. The thought of such a member may still be
greén since‘his lingﬁisti; exposure is limited. The
samé thing is equally:applicable to a stranger in-a given
culture; he is not likely to have an in-depth knowledge
of the traditions and customs of such a soclety. This
stranger, even if he/she has had a theoretical exposure
to fhe traditions, may find it difficuit to grasp the
salient issues of the cultural practice of that societys.
The lay audience has a shuttle memory. He/she is able to
recall half of the story, the names of the key characters;
clichés and slapstick and simple songs. His memory‘ig,
however, short-lived, for within a short period of time

o

the story fades off.

A member of the average audience.on the other hand,

satisfies a few minimum requirements. He/She has a good

6 An linstance that readily comes to mind is the

. cultural conflictbetween Susan Wenger (Adidmni
0166g4) and Atddja of Ogogbo. Susan Wenger is a
long-~time resident of Ogogbo. She was a former wife
of Ulli Beier, but she has devoted herself to Qgun.
BSusan Wenger thought she had known everything about.
Qsun after acculturating in Ogogbo for years; she
wanted to usurp Atadja's (the Qba of Ogogbo) authori-
ty which the latter bluntly refused. BSusan Wenger's
action confirm Yoribd axiom: -
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knowledge of the language, and he/she is capable of
drawing intrinsic and extrinsic meanings from the play.
He/she is able to differentiate between a good play and
a bad -one. He/Sheris able to recount somelscenes of
interest vividly. He/She is not particular about the
stylistic featureé.. In short, he/sﬁe is able to make
éeneral comments on -any of these: the character, subject-
matter, incghtation, songs, music, the dress and the

story line. He/She might be emotionally involved to the

extent of showing sympathy or empathy to an unjustifiably -

humiliated heroic figure. Sometimes, he/she may raiﬁ”
abusive words. on the villain who has caused distress to

his/her heroic figure. However, he/she relies on trial

Bérd b4 pé nile a mda bd aldjebi

The long sojourn of a slave in a L
family can make him swear by the '

And so, Atadja placed her in her 'rightful' position
by banning_her from entering the grove of Qgun, which
she (Susan) had developed over the years to an inter-
national standard. When the reality dawned on her,
she ate a humble pie.
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~and errdr method, és there is no specific tool to guide
his/hef evaluation of the drama,

As a result of its hdroitﬁess in linguistic
experience, the sqper—audience is able to'critically
appralse the story of the play. It engages in a
contrastive and comparative analysis as the case may be.
It is able to allude to past events or incidents, or
previous plays. 'Being a shrewd audience, a myriad of
meanings may come into its mind. It then tries to sieve
and filter the relevant information from the drama piece.
There.aré checks and balanceswin its judgement which
stems from in-depfh exposure. With his wealth of
experience in language, he/she 1is able tb appraise and
appreciate the language of the play. He/She nods when
lapguage is properly employed with cadence. But he/she
may condemn when cacology permeates Phe language of the
playwright. He/She may even decide'%o examine the plot
of the play, and its relevance to the immediate society.
He/She may comment on the communication medium employed.,
On film, for instance, he/she may pass comments on the
audio-sound, shooting, lighting, editing, ....

In short, while the average audience's expoéure is
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limited, the scope of the super-audience's exposure is
wide and roboust. The super-audlence deals with the
literary work and its meta-exisfences, whereas the lay-
audience simply maintains a direct authorlaudience
communication, it follows, therefore, that each of the
three types of audience identified has a different
receptive frame of mind as each one has a different

personality.

2.4.,2 Factors Affecting Audience Reception

There are some elements which shape the audlience's
reception of a play in one way or the other., These are
noise (interference) (Unoh 1987), inherent ambiguity in
language, transculturai constraints on communication
(Obilade 1987), the conétraints of the mass media, and
the personality make-up‘of the audience.

The noise may be mechanical or semantic (Engel 1990:

20). It may also be physiological or psychological. Any

sort of interference is seen as noise. When the director
(producer) or the actors veer from what the-author has

produced, it means the author's work has been distorted.

Even, superfluocus gestures or physiological deformity in
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an actor may constitute noise. The actor's disposition

in realising the fictional character being impersonated

- may become a noise 1f the actor is depressed or over-

whelmed. It is possible for some actors to either miss
or jump their lines, |

Sepantic-noise occurs when "inappropfiate“ or
unfamiliar words are used (Engel). In essence, the
cacology of the playwright and actors is likely to
interfere with the audience's perception of the play.

Apart from an inherent ambiguity in language,
transcultural 06mmunication problem also affects '
reception. Words of the same ianguage acquire different
meanings across ‘cultures. Words that seem neutral in
one culture may be loaded with meanings in another. For
instance, "issue; refers to "matter" or "edition", bu%.
in the Nigerian context, it has acquired another paradigm.
It may refer to either "matter" or "edition" or "chila".
The syﬂtactic structure normally indicates the intended
meaning of the speaker. |

Each communication medium hés its constraints and

the film medium is no exception. There are three types

of films: the optical, the reversal film, and the video
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film. What makes all the difference is pilcture quality7.
_Apart from the social context which affects the
audience's perception of the media content, different
media require different kinds of adaptation on the part
of the receiver. . For instance, the radio, being audio,
requires the ears, while the motion picture, being audio-
visual, makes use of the ears and the eyes. The medium
pressure or meﬁium constraint, or even the receiver's
image of the medium also has its"effect on the reception
of the media content. For instance, a two-hour film
contains at least 140,400 frames of pictures (Ekwuazi
1984), It is an impatient medium; that 1s why the images
appear momentarily. And it cannot presentha whole

(Lumley 1972). Hodgkinson (1968:10) affirms that

the average film contains such a wealth

of visual and.eural "information",
presented at such a speed, that the
average viewer is incapable of "receiving"
more than one-tenth of it at one viewing.

7 Mr Adisa, Y.A. of K.S. Motel, Total Garden, Ibadan,
and Mr J.0. Qszunleke of the Cultural Centre, Mokola,
Ibadan gave this piece of information on the 28th
of June 1991, and 23rd of July, 1991 respectively ,
in a personal interview, : -
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It therefore follows that, if ten persons are to watch
a particular film at one and the same time, they may
have different views about the film. The level of
sophistication in the screen languagé (cf 2.2.2) would
also affect the audience reception. It has been said
that the tendency to "misinterpret scenes", "miss some
story-point because oflabsorption with music, incantation,
lighting, symbolism etc", (Hodgkinson 1968:10) is common
among very young children, and unsophisticated viewers, -

In evaluating a work, the influence of audience
personality make—-up cannot be ruled out. Taking our cué
from Egri's (1946:3%6-37) analysis of the bone structure
of a character, it 1s obvious that a human being is made
up of three basic elements: physiological, sociological
and psychological (tagged PSP). The physiological
element deals with the physiognomy of an individual. It
reckons with sex, age, height and weight; colour of hair,
eyes, s8kinj; posture; defects; appearance; and heredity.
The components under sociology are: class, occqpqtion,
aducation,'home life - parents living, orpﬁén, marital
status,retc; religion; race‘- nationality, place in

community; political affliations; and amusements or
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hobbies. The psycholog& of individual members of the
audience embraces the sex life - moral - moral standards;
personal ambition; frustrations - chief disappointments;
temperament - choleric, easy-~going, pessiﬁistic or
optimistic; attifude towards life; complexes - obsessions, .
inhibitions, superstitions, phobias; extrovert, introvert,
ambivert; abilities - iiagination, Judgement, taste,
poise; and intelligeﬁce quotient (I.Q).

Either consciously or unconsciously the audience's
reception may be affected by its physiology, sociology
and psychology (PSP). A member of the audience may get
himself/herself involved with the personalities in the
fiction (film). TInvolvement with personalities in fiction
is in two forms. It may be identification with characters,
stars or personaliﬁies in fiction or entertsinment. "This
identification is known as "para-social interaction"
(McQuail 1983). Another form of involvement is recognition
of fictional characters. The member of the audience may
be gble to liken the fictional.characters to known members
of the community with whom he/she interacts. It will not
be out of place, then, to state that the PSP of each

member of the audience is responsible for the existence of
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indeterminacy in the reception of literary works (for

example, plays).



. CHAPTER THREE

RESEARCH DESIGN AND METHODOLOGY

3,0 Introduction

]

As enunciated in Chapter QOne, the primary aim of

this study is To examine the audience's evaluation of

Yorubd drama with specific emphasis on drama on

celluloid (the film medium).

To achieve this goal, a number of research problems

are raised. OQur research questions are as stated below:

1.

How popular is the Yortbd film among the'
film-goers? N

How regular are the young snd old people
at the cinema houses?

Are tﬁere different levels of commitment

among the film-goers to their leisure
time? '

Do Yordba films exhibit more of the foreign
values - than the Yorubd values?

What influence do the media of publicity -
for the film have on the audience?
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6. Does the level of education inhibit
the aesthetic valug of the audience?

"7. What is the audiences' disposition to
story, plot, theme, actors, and language
used in the film watched?

8. What accounts for variations in human
Jjudgement and interpretationhof the
£film content?

.9.- What do the films do to people and what
do people do with the Yoruba film?

10. Is the Yordbd drama audience as lethargic
~as the European scholars would want us to
believe.or are they critical? - ‘

11. Does the Yoribd audience have any
' influence on-drama production?

To scolve these research problems, it is imperative
to adopt a number of sociological strategies for data
‘_ collection. In this section, therefore, attention ig on
the research design and methodology adopted in gathering
and analysing the data'collecﬁed. >Attention is aléo

drawn to the data needed and the location of the data,
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means of obtaining the data, and the procedure employed:

in the screening of the data.

]
*

3.1 Research Design

This study_iS'essentia11§ an empirical study of:
recepfion. It is at variancé%with the historical
reception analysis which is primarily locked up within
the literary system. This study takes cognizance of the
audience's life experience in the reception of Yorubad
films. The approach here is sclentific and it is possible
to cross-check the results at any point in time ‘

(cf. Fokkema esnd Kune-Ibsch 1977).

Since this study falls under non-experimental design,
we have had to engage in ex-post facto research. We also
utilized "participation observation" which is obligatory
in inductive research in communication (Obilade .1987:25).

t

3.2.0 The Instruments

The main research tool used to elicit information
from the respondents is the questionnaire. We had to
design two sets of questionnaire in order to cater for

both the literate and non-literate resﬁondEnts. The
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=,q‘ut'.est1.(':o1u:za_11'0.ki.s" in Englieh and.Yoruba-(eee appendices
1A and iB) Our literate respondent 15 one who can
speak, listen, read and write with understanding in both

or either ofwthe,two languagee employed. The non-

literate resnondent.is‘one‘who can only speak, listen,

and' hear with understanding in both or either of the two - :
languageg used. This study requires a heterogeneous:

sampling: this 1e'the reasontbehind the bilingual . . - -

questionnaire. '

Furthermore, tte researcher knew that it would not
be eaey for him to solely adminieter the questionnaires,‘f
'e5peq1ally to the non-literate respondents that would
require assistance in answerlng the questions on the )
queetlonnaires:; In order' to avoid any discrepancy i:I.n.
the questioning of tne reepondents,‘even 1f the researcher
were to be eleewhere: we bhad no other option than to
design a bilinéual questionnaire.

Apart from the structured interview on the J
questionnaire, we used the unetruotured interview for the
cinema or theatre managers and the f:llm;-_goera._ These unstruc—
tured interviews usually stemned out of our obeervatione '
before, during, and after the fi1lm shows. These unstructured

interviews gave us the chance to make informal-observatione;

88 . ‘ | e
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Furthermore, they allowed the respondents to comment

freely and extensively on some guestions which would not

have been the case with the mere £filling of the

questionnaire. It was through this informal interview

that we were -able to know the feelings of the respondents

about the infrastructural facilities essential for the

convenience of the audience and the environmental

sanitation of the cinema houses™.

1

These infrastructural facilities include the seats;
ceiling fans and/or air-conditioners; toilet; and

bars where the film-goers ¢an go to refresh (or

"cool down" as film-goers will say), stand-by power
generating plants. "

Mrs B. Davies (of Tobit Restaurant, Behind
Akinlabayo Carpet, Ring-Road, Ibadan), a regular
film-goer, complained that Odeon Cinema was filthy;
and as for Tabantari, she complained about its acute
shortage of chairs for the film audience. Iyabg
OXodude, a student of Qba Akinbiyi High School I,
Cultural Centre, Mgkqgla, Ibadan supported Mrs Davies'
claims. In her own case, she blamed the management
0of Odeon Cinema for ineptitude. This piece of
information was given on 15 June, 1991 at the Odeon
Cinema Hall, Oke-Add, Ibddan,
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3.2.1 The Interview Schedule

The gquestionnaire is broadly'dividgd intd two
parts, The first part has seven.questions. Questions
1l to 2 are des?gned to elicit demogfaphic information,
while questions 3 to 7 are meant to collect generall
information on Yorub4 theatre as a whole from the
respondents. The Questions in Part One are mainly of
the alternative answer-type, excepﬁ in a few cases where
open—ended questions are used,

The second part, which has eight questions, is
basically on a specific film the respondents must have
enjoyed watching most. The questions are designed to
assess the receptive framé of mind of the respondent as
regards the internal structure of the f£ilm such as: the
setting, theme,iplot, story, character and characteriza-
tioﬁ; and language. This part is on the critical
assessment of the_filﬁ contént. Essentially, questiéns
8 to 1% are on thé criticism of the film content.
Qﬂesfions 8 to 11l(a) are the alternative answer-type. But
from 11(b) to 13(i), open-ended questions are largely used.
Questions 14 and 15 are designed to allow the respondents

to comment freely on "intervening" or "moderator"'
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variables (cf Obilade 1987)., These intervening
variables may include inte}mittent power cut, faulty
film projector, loud-speaker, poorly ventilated cinema
hali, the sitting arrangement, etci In essence, the
questionnaire gives the respondents an ample chance to
comment: freely\on the shooting and production of the
"film, Through this self-report, the respondents are able

to comment on the film-makers actors, and what the

respondents like or detest.

3.,2.2 The Data Needed and Location of the Data

The film audience is the major datum needed for this
study, since it has the ﬁééessarylinformation for the
research. Theumembers of the audience used in this study
were those that had watched films in the different
cinema houses or theatre halls located in Ibadan., Our

sﬁudy took us to:

1

a) Cinema de Baba Sala, Aébowo Shopping Complex,
Oppeosite University of Ibadan,
b) Cultural Centre, Mokgla, Ibadan

¢) K.S. Cinema, in K.S. Motel, Total Garden,
Ibadan, :

~d) Odegn Cinema, Oké~AdS, Ibadan ' .y
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e) Scala Cinema, Sabo, Ibadan
f) Tabantari Hotel, Elékird, Ibadan.

We also called at some halls-where fiim shows were‘held
at the Unive}sity of Ibadan; viz., Faculty of Education
Lecture Theatre, Trenchard Hall, and University of Ibadén
Arts Theatre. “
our secondary source of data collection was via
the electronic and pfint media, We were able to garnéf
data thibugh radic programmes and film advertisements;
an instance wasq"Qré o nilé" a Radio Nigeria Yoruba
programme aired on 1% January, 1990, specifically on the
effects of films on the society. Through television
programmes aﬁd advertisements, we were able to colléct
some vital information. Chief Adeyemi Afglayan (Ade
Love), an important figure in the Yoruba film industry
was featured on the OGTV Yoriiba programme, "Ni Faajiv,
on 23 May, 1992 ?Also we were able to gather information
from film posters, handbills, daily newspapers, Journals,

magazines, mimeographs, and books in the library.
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3.2.3 Means of Obtaining the Data:
" The Sampiing Mlethod

A lot of the film houses visited had no records on
the total number of the members of the audience in
attendance at a givgn show. ‘They all seemed to rely on
the stubs of.the'tickets sold at the gate or box office,
Howéver, the Culfural Centre, Mgkqla, and K.S. Cine@a,
Total Garden kept records on the audience attendance
(see appendices ITA and B). It was, therefore, not
possible“to have a proJjected population of the film—éoers.

On the premise that there was no projected population
census of the film-goers in Tbadan, we had to use the
sampling method. ' It was alsé nob possible to administer
the guestionnaires on all the film—-goers in attendance or

in the Ibadan community as a whole,"-

A lot of the respondent§_were apaphetic when
approached. 'They.replied. that they had no time for any
interview or filling of a questionnaire. As a result of
this, it was not possible to use the random sampling
technique. We had to opt for the stratlfied random
sampling technique which allows for the coverage of every

sector of the community.,
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Our survey took us to thé following locations:
cinema houses (theatre halls); hotels, homes, offices,
motor-parks (bus stops), schools ; in an attempt to
garner samples from the resPOﬂdents. '
To qualify, a respondent must have watched at
least a Yorubd film in the preceding six months; also
the respondént must have claimed soﬁg degree of retentive-
ness. The stratified sample also cuts across sociological
variables-such as geﬁder, age, social status and marital
statué.
Any differentiation that may show between the
various groups of respondents. should not be considered
as any sampling error. AS far as audience surveys are
concerned thefe afé some éociolo@ical variables that
mil%tate against them, the issue of censorship by the
government, and apathy on the part of the members of the
audience. We gave out three hundred and sixty

guestionnaires. After many calls at the residences of

the various respondents in possession of the questionnaires,

we were able to retrieve one bundred and eighty-five
questionnaires. Taking our cue from the postulation of

Obilade (1987:57) that "a carefully selected sample of
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100 may be adequate for a population of 100 million",
we then decided to screen the sample of 185 completed

questionnaires at our disposal.

3435.0 'Validitz’
. The. questionnaire was shown to colleagues for the
evaluation of face validitf'at the drafting stage.
Théreafter, the‘questionnaire was checked by experts
in the Faculty so as to determine the -content validity,
and also to check the precision and clarity of the -
questions. The corrections madelwefe adhered to. ‘In
line with'the requirement of a good questionnaire, .we
included ﬁbsbly.fixed alternative questions in which
answers we}e provided. The few open-ended qdestions
included }equired a few words from the respondents.

“Its face and content validity is therefore not in
douGﬁ. ' .
%2,3.1 Pre—Test

We carried out a pilot study on a few selected
samples sé as to check for c¢ontent validity. Some of
the questions on language posed problems to a large

number of the selected sample. "Dialect" and "vulgar/
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obscene words" used in questions 12 bi, bii, and 12 cii
and iii were either technical or beyond the respondents’
comprehension. We then substituted the words as shown
below: |

dialéct: (type(s) of Yoriba

vulgar/obscene: indecent words
The respondents were able to‘comprehend the meaning
since they were able to respond to the Questions} Tn
esséncg, the questionnaire is able to achieve content
validity among the respondeﬁts.

Y.

Z2.%.2 Measurement: Nominal Scale

" We employed the nominal scale in this study, since
we were more interestgd in the frequency distribution of
the respondents. This nominal scale has helped us to
obtain discrete categories which form absolute groups.
Rather then.relying on the number of cases in frequency
distributions;-we opted for the percentage of frequency
distributioné of the respondents. The ordinary number of
the cases often fails to show the true distinction between

one.number and another,
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%.3%3.% The Screening of the Data

Nine of the one bhundred and eighty-five
questionnaires returned were either half-completed or
uncom@leted. Three of the nine queétionnaires had a
page or more missing. These nine questionnaires‘were
eliminated, thereby leaving us with one hundred and
seventy~six. »

- In sbrting out the remaining questionnaires we
based our decisions on the soclological factors, such
as: sex, ége,-maritgl statué, education, and occupation.
However, .we had to remove the item on nationality ;r
ethnicit& as the frequency distribution on these was

marginal,

3.3.4 . Synchronization of Items

At_the coding stage, it was imperative that we had
to collapse some, items on the questionﬁaire. This
happened as a result of the overlapping of some items.
We had to merge ‘Some items in order to facilitate coding
on the coding sheet. The items affected are:

i) Item 1(b), which borders on age, is regrouped
as shown below:
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Age “6—12 years
1%2-18 years
19-24 years
. 25-50 years

above 30 years

We took our cue;from the National Youth Service Corps
age limit for corpers; 20 yeags. Anybody above thirty
years is regarded a8 an old person, and such a person
is exempted from the National Youth Service Corps (see
" Oyetade (1990:290). ' '

11) Item #4(a) is on publicity. We regrouped all
the media of advertisement into broad headings

Word of mouths Interpersonal medium .
Radio,fTV adveftisemenf: Electronic media

Newspaper advertisement
previews, Posters handbills{ Print media

i Premieres:; Premieres ! !

~

The word "accidental" under the item as one of the
alternatives was removed since none of the respondents’

picked it.

iii) Item 5(a): This item which is basically after
those motivatlonal factors, is regrouped thus:

I
|
I
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you go to the cinemo primarily

- to watqh,filmﬂ
- to relieve boredom Entertaiqment

~ for entertainment

-~ to sée certain film stars: Star system

- to watch something different
from TV | Novelty

—"because it is a good place to Interpersonal
'go on dates/with lovers relationship

‘= because it is an opportunity to ewhether mutualr

"be with other people or not

= because it is less expensive than Economic

1vj_

‘other forms of entertainment advantage

Item ?(a) This item seeks to know the category
of film the respondents had watched in terms of

domineering features or cootents.w

F

- crime film, horror film, and violent film are

" .grouped together on- the ground that they relay
forcible action. To an'averago film-goer in
Nigeria, an action-film is that film that
§hows violence, fight,‘crime,.death, killing,
$huggery, horror, karate/kung fu fight in
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excess., In essence our regrouping stems
out of the new paradigm for the word "action",

- Cultural (mythologlcal) film and historical
film are merged on the premise that culture
came into existence as a result of historical
deposits over a period of time. |

- LOVe/sex film s8till remains as an entity.

- Political f£ilm stands as a unit since it has
its basis in ideology.

- Religious film stands on its own since it is’
deeply rooted in doctrine (belief)

—_Comic film is a separate genre since laughter
' permeates is.

-~ Tragic film is also unique, in that it invokes
. pensiveness in the members of the audience,

) Item 7(b)-is on the taste of the individual,fo# o
subject in film medium. We re-classified the item -

“units a8 follow:

P

- war, crime, death, violence action
(cf (iv) item 7(&))
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- History, culture, and marriage -are grouped

together, Marriage is a unit under culture.
'~ Bribery and corruption is an entity.
- Juvenile deliguency 1s a unit on its own.

Though the two can be broadly classified under'moral
decadehpe, it is not only the youth that can engage

in corrupt actsj corruption cuts aéross age, sex and

social status,

; vi) Item 7(c) dwells on thoée variables that aid . : i

recalling:

- action and incidents are both seen as events; and
this forms the basis for merging them.

- incantation stays as an entity.
-~ song stays as an entity. , .
. = subject~matter/topic (theme) stays as a unit.

- actor/actress and dress worn are merged on the
~premise that the dress worn is a part of, and
adds to the personality of the character.

vii) - Slang and jargon remain as a unit.
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Item 8(b) is basically on the social problems

depicted on the screen,

Marital and family problems are fused together
on the ground that both can be classlfied under
-klnship problem,

Friendship and co-worker problems are seen as
one, since the problems have arisen as a result
.of interpersonal rélationship between one
individual and another, whether as a friend

(kithship) or as a co-worker (acquaintanceship).

Thuggery/violence, and armed robbery are joined
together (ef. (iv) item 7(a)).

ix) Item 8(c) focuses on the objects of attack.

family and marriage institutions are joined
together since they are close knit. Marriage

institution - basic unit of family institution.

The other variables under item
' 8(e) stay as they are

political instituﬁion
religious institution

social arrangement of the people in a soclety.

. the social values of the Yorubd commﬁnity
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x) Item 10(c) is.aimed at finding out those variables

xi)

that are ndt_in line with Yoruba culture, We merge

all thegse variables as one,

violence, death, karate/kung fu fight, crime
(ef (iv) item 7(a)).

sex

ItemFIOf(ii) is aimed at finding out thé root cause

of the violence in the .film. The variables merged

are as shown below:

|

.love/sex and woman are Jjoined together as one,

since they are associated with love or lust for
women. N\

Co-wife rivalry is a separate unit since its basis
is in the bickering and feud between wives of the
same man. ) '

promotion, chieftaincy tussle, politics are all
lumped together on the ground that they constitute

‘lust for power.

¥

landed property stays as an enti%y.

poverty: stays as a unit.

cheating: stays as a unit.
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xiii) Item 12¢ (i) is on dislect(s) utilized in the
Yoriba film: we merge variables (1) and (ii).

The type(s) of Yordba: - ,
- 1) make(s) the. film interesting

"= i1) ‘make(s) the f£ilm.humorous ‘
These two variables. are merged because they
constitute pleasurable experience,

I

The other remaining variables stay as they dre..
~ make(s) the fiim dull. N S
- add(s) meaning to the story » \

4 - show(s) the social setting of this film

xiv) Item 12f (iv) which is on the purpose of song

rendition is modified as shown below

L

The poems/sengs.were used in this film:

- to while away the time TheAfwo variables are
= %o make the film longer Joined alnce we regarqf
: ‘ the two as time-fillers

- to entertain the film aﬁdience stays as a unit.
’ It falls under
entertainment
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~ as part of the film story This falls under

synchronous sound and
: ' so 1t stays as a unit
(2:2.1)

- to showrpart Qf the Yoruba This reflects the.
social life social setting.

However, it has to be borne in mind that the type
of regrouping we have here is not a perfect one, since
some variables tend to appear absurd under some unlits.
It is our type of study that permits this kiﬁd of classifi;

cation. - : -0



CHAPTER FOUR

DISPOSITION OF THE AUDIENCE TQ
‘ "YORUBA THEATRE

4.0 Introduction
In this chépter; the data collected are ana}ysed
in line'with the postulated research questions. Our
' searchlight is directed on the demographic distribution
of the respondents, the theatrical preference of the
audience; and motivafional facfors@ We attempt as well
to find out the audience's classification of Yoruba films.
The analysis is largely presented in accordance |
with our subjects' responses. The discussibn on analysis
of the findings‘folléﬁs.- However, as many’tables may
likely make thé study unwieldy, we will only present
those tables that are crucial to our study. Thus the
analysis will begin with the demographic profile of the
r%spondents since it is fundamental to our findings and

subsequent discussion.

4.1.0 Demographic Profile

The following demogrﬁphic data are fundamental to

our analysis viz., sex, age, marital status,  educational
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level; occupation, and skills in Yortubé langusge in
terms Bf.spoken.and written expressiqn° We believe
that each demographic varisble will pave its lmpact on
the type of reception a resbondent will accord the
Yorub4 film. ' Through this demographic information we
are able to.héve an insight intoithe distributional

pattern of our res@ondentsa

45161 Sex
In our sample, we have more male than female \

respondents. The females constitute %50.2%% while the
males make up the remaining 64.77%.

Table 1: Distribution of Respondents' sex group.

Sei

Male |Female [Total

No. | M4 62 176
%.| 64.77 | 35.23 | 100

The table above shows that mére males tend to patronize

the film jhouses than their female counterparts. '
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4, 192 Age
There are five age-groups in our sample size as

. shown in the.Table 2 belows.

-

Table‘2: Distribution of Respondents' Age groups

.. .Age Groups

6=-12 | 13=-18 | 19~24 | 25-30 31+ Total

No. | 8 | 32 5. | 54 | a7 - 176

% |4.55[ 18.18| 19.89 | 30.68 | 28,70 | 100

, ‘ "
There is disparify in the age distribution of the ;
respondents. For the respondents between the ages of 6
and 12 years, it 1s 4 55% while the respondents in. the
age group of 13-18 years conatitute 18.18%. As for the
respondents within the age groups of 19 and 24, 25 and
30, and 31 years and above, they conatitute 19.89%,
=50.68%;‘and 28.?0%‘respectively. The distribution shows
that we have more young members of thé audience than the
0ld ones. | _ ”

Children have the lowest figure as shown on the

table.. We may therefore infer th;t children have no easy
access to film houses. We observe also tha? the figure of

attendance begins to drop at ages 31 and above.
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4.1.3 Marital Status

The marital Variable'shows that there are more
single respondents than- married ones. They represent

'58:.52% and 4. 48% respectlvely as "shown in the 'table

below. It thus sappears that the marital variable has

1ts bearing on the fllm—goerso

r

' Table 3y Dlstribution of the Respondents in terms of

Marital status.

‘Marital Status

Single| . Married | Total

No. |- 103 73 | 76
% |58.52 | 41.48 | 100

1
!

4 1. 4 Lducational Level

It is assumed that the 1evels of education of our
respondents w111 have some correlation with their response
to Yoruba films. Therefore we examined ‘the distributional '

pattern of our respondents according to their levels of

' educatlon.
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Table 4: Distribution of Respondents in
terms of the educational level

g Edugdﬁioﬁ | ’L
INe | "2 | 33, 88 53 176
% | 18 | 1875 | 50 30,11 100

v

The‘disﬁribﬁtion:of the respondents shows that the
.maJority'of the film-goefs have secondaﬁyweducation As.
shown by 50% of our respéndenta. They are followed by .
post;secondary graduates who represent 30.11%. Those
with no formal education and thése with just primary
. education, are 1.14% and ﬂ8;75% of the sample
‘ rgsPectifely. This shbws that'non—literate subjects .
are theﬂleaat-attracﬁeﬁ to watch film. .

4,1:5 Occupation

We take’a 1oqk at the océupaﬁional‘profile‘of the
respondents. For our study we have the fpllowing‘
occupational, groups: pub;iéﬁsefvants; studéqts,
businessmen/wqmen, farmers,.prqfeésional drivers and .

artisans. The table underneath shows the distribution
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of our respondents in terms of their occupation:

Table 5: Distribution of respondents -
; by their Occupation
Occupation
blic. ' : |
z:rvi:é Schoollng | Business | Farming | Driving | Artisan | Total
No. 418 76 24 11 17 176
% |27.27 | 43.18 ' 13.64 6.25 9.66 1100

A}

Our respondents in the civil service. take 27.27%,

while 43.18% is for the respondents who are schooling.

The respondents who are in business constitute 13.64%,

but we have no farmer respondents since the data for the

study were collected'in an urban area.

Professional

drivers in the sample, account for 6.25% while others

(artisans) are 9.66% of the total sample.

The students constitute the highest percenfage of

respondents as represented on the table.
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4.1.6 Abllltx in Spoken and Written
Yoruba Expresslon ‘

Though thig aspect ‘borders on the soclology of the
individual's PSP, we are talking about’ ability in spoken
end written Yorlbé expression in its sbsoluteness. It
only refers to é.minimum ability in the usé of the
- language. o 1

As the table below shows 97.7%% of our respondents’v
claimed to _have the ability to speék and write Yoruba:
while 2,27% claimed to possess speaking ability only.
This finding seémé,té show:thaf\we have more of a ‘
literate audience: than a nonrliterate one. |

1t appears that .formal éducation attunes its
beneficjaries to 1eisﬁre which informal (traditional)

education doss not seem to emphasise.

Table 6: Distribution of Respondents interms of
aBilitz_in Spoken and written loruba
anression ) o

Ability in Spoken Ability in
& Written YorubA ‘| Spoken Yoruba { Total

| }No. 172 4 176 .
(% | . 97.73 2:27 | 1001 S
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l4°290 Audiencg Taste
| Heré, 'taste' refers to the sudience's interest
in, or preference for, specificfitems in drama.

As observed, our respondents were:different
individuals with different tastes and interests. As
such, we seek to know the distribution of these respon-
dents ih‘relation-to their taste for either Yorub& or
j foreign films, preference with regard to the medium of

performance, choice of time ana‘hubject of interest.

4:2,1 Taste for Foreign or Yoribé films
From the reaponses,‘73.§6%“of the sémple preferred

Yoruba films to foreign ones; but 17.62% of the sample

were indifferent. However; 8;52% would like to watch

foreign films. The table below'gives a clear picture.
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Table ?7: Distribution of Respondents in
terms of Taste for Foreign or
Yoruba Films. '

Preferenqé
Yes Indifferent
Types 6fjfilms -| No. % | No. %
Yorib4 130 73.86
- - 21 17 .62 |
Foreign : ' 15 8.52 -
. “Total .|145 82.38 (31 1762

L}

From this table one can infer that Yorub&d films are
accorded more reception than:foreign ones by Yorubd film-

Boerse.

4.2,2 _Preference for the Medium of Performance

As stated earlier in Chapter One, there are various
media of performaﬁée open to the playwright for his

H

theatrical ﬁresentafiono We only decide to choose thrée
media of ﬁerformance which present animéted objects to
the theatre audiences, viz., the stage, television, and
film. The table bélow.illustrates the outcome of ouf

findings. -
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Audieﬁce's Distribution in Terms

Table 8:
- of Medium of Performance
Medium of Performagce
Stage | TV  |Film |Don't Know | Total
No. | 21 |25 2 {9 176
% | 11.93 |14.20 | 69.89 3.98 100

The above table shows that the stage play
(performaice) is accorded least reception since it
attracts 11.93% of the sample: The television perfoqmance
' with its 14.20% has more respbndents._ Film is the most
popular medium of performancekas it attracts 69.89% of
the sample. Howéver, a meagré 3,98% of the total

sample could not meke up their minds.

4.2,% Choice of Time :

Based on the usual practice of having up to three
or more‘different shows at different times of the day, it
is assumed.tﬁat individuals will vary with respect to the
time they would like to watch films. The distribution

of the respondents according to their preferred time is
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shown in the table”below:

Table 9&; Distribution of the Respondents by
@hoice of Time

!

'Choice of Time -

'12-noon- 3 Delle | 6 Pom. |Anytime | Total
No. |° 30 :— B3 81' 4 ? 176
% 17.05 [ 3580 | 46402 | 1,14 | 100

Y

The table above shows that 17.05% of the sample
prefer the 12 noon show while 35.80% opt for the 3. OO P.m.
shows. However, a majority of the respondents‘like to
watch 6.00 p.me. ghowé, as they constitute 46.02%. Only
1.14% of the sample would watch the film at' anytime of
the day; |

Wg further inquired to know yhe reasons for the(J
ehoicerof time by the respoﬁdents. We gave the following
variables as the optiona. transport problem, location,

security, weather condition.
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Table Ub: Distribution of the Réspondents
’ by Heason for the Choice of Time

REASON FOR THE. CHOICE OF TIME ' NO. %

Transpoit Problem - ] 1 33 18.75
Location : ‘ 28 - 15.91
Security - ' 32 . 18.18
Weather Condition * | 38 21.59
Others " | 35 19.89
o reéﬁon - o 10 5.68

| Total - |176 100 ‘

Of the sample size, 18.75% élaimed to ﬁave chosen
the time as a resul%-of prqﬁlems assoclated with
transportation. But .15.91% of the respondents said
the lotation of the film houses bad influenced their
cholce of time..“Securityhfor their lives and property
(vehicles and personal effects) deciaed the time for
.18.18% of them. As'fof 21.59% 0f the sample, they had
chosen the time because of w;ather conditions (which
may be too sunny or rainy). |

But all the aforementionéd variables together

I
g
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individually and severaliy made 19089%“0f the respondents
prefer the time chosen. However, 5.68% of:the sample

could hot?say why they had chosen a specific time.

4.2.4 Subaect of Interest Preferred

Ve sought to know what kinds of subaect—matter
appeal more to the members of the audience than others.
The varisbles under the alternative anSWer-types are:
war, crlme, death, violence, action (wcdva), sex, history,
culture, marriage (hicum); politics (pol), criticism of ‘
corruption in public life (cecpl); juvenile delinquenéy
(jvd). ) |

We considered the gross distribution of the

resﬁondents ag against each subject variable. Our

finding i1s as shown in the table below:
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Table 10: Distribution of the Respondents by
Subaect of Interest

Subject of Inteérest ! ' '

L L
wcdva |sex [ hicum | pol. .| cepl jvd, | m.o n.r Total

No. | 52 " |.3 | s8 1 32 | 6 15 9 . 176

% | 29.55 [1.7 | 32.95 | 0.57 [ 18.18 | 3.41 [8.52 {5.41 .| 100 .

*Notet M.,0. = Mixture of (afore~-mentioned) options.-'

n.r, = no responsa, ,

From the Table above; the respondents seem to show'
preference for subjects on 'hlcum'l and ‘wcdva'; whlch
constitute 52 5A and 29. 55é espectlvelyn“ The respondents
who would like to have SubJthS on "ccpl" are 18 18%,
while 3.41% of the sample would 11ke to have films on
"Jjyd". The table shows that-not many re5pondents would
want to watch films on sex and politics which constltute
1 79 and 0.57% of-the total sample respectively. Of the

,whole semple size, 8. 52% of éﬂem seems to have a unlversal
taste. However, 5.11% of bhe respondents falled to respond.
+ We then assumed that" they are 1nd1fferent to the subjects

~depicted on the screen.
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We went s step further to determine the distribution
pattern of the respondents by sex, age, marital status,
educational,levél, and occupation so as to have a break-
down qf how recéptiveness of each group of respondehts
is. s ' ' .

Table 10a: Digtribution of the Respondents' Sex Group by
the Subject of Interest

Sex Group

Male Female

No. i %-.!No. % |Total | % |% ovss

WCDVA | 34 65.38 {11 34.62 52° |100 | 29.55

Sex 3 200 |~ - 3 . [100 | 1.20
%- hicum | 35 60.34 {23 39,66 58 100 (32.95
% pol. 1 100 - - 1 [100 | 0.57
5
w cepl |22 68.75 (10 31.25 | 32 | 100 |18.18 |+
§ Jva 3 68.75 | 3 50 6 |100 | 3.41
. g‘ meo | 10 66.67 |5 33.33 [ 15 [ 100 | 8.52
n.r | 6 66.67 |3 33.33 s | 100 | 5.11

Grand Total . 176 100 100

&
5

*%ovss = percentage over sample size.
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Of the total:sample that opted for the subject on
"wedva" 65.38% of them afe maie, while 34.62% are female
respandents. As for the subject on "hicum" 60.34% and
39.66% are males end females respectively. One can
infer that the.female respondents seemed to héye more
interest for subjects on "hicum" than subjects.on :
"wcdva". The table also shows that we have more male
Tespondents (68975%) for sgbjects.concerning "copl";
the pe;centage of the femaie respondents is 31.25%. As
for suﬁjects cn "jvd", the two.sex groups have 50:50%.

But the variables on "m.o" for male is 66.67% while

we have %3.33% for the female group. The sbove percentages

are also recorded for "n.r" as shown on the table above.
Apart from this physiological variable we assumed

that age, another physiological variable, might have its

effect on subhgc@s of interest-of the respondents.

The finding is as shown in the table below.



Subject of Interest

Table 10b: Distribution of Respondents' Age Group by
the Subject of Interest

AGE GROUP
6-12 13-18 | 19-24 | 25-30 | 31+ _
No. % No. % | No. % |No..- % | No. ' % |Total % .% ovss
wcdva [ 2 3.85 | 12 23.07| 5 9.61|15 28.85 [ 18 34.62 | s2 [100] 29.55
sex - - - - 133.33) 266.67| - - 3 fw00] 1.70
hicum | 5 8,62 | 12 20.69 | 10 17.24|19 32.76 | 12 20.69 | 58 . [100} 32.95
pol. - - - - - - - - 1 100 1 100] 0.57
cepl | 13.13) 2 6.25] 10 31.25| 8 25 "1 34.37 | 32 |1007] 18.18
jvd - - 1 16.67| 1 16.67] 3 50 1 16.67 6 (100! 3.41
‘Meo. - - 2 13.33| § 33.33}] 5 33.33| 3 20 15 |100| 8.52
n.r - - 3 33.23| 3 33.33] 2 22.22| 1 11.11 s [100] 5.11
Grand Total| 176 100 100

A
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The above tablé shows that the respondenté who:
fall between tﬁe'age group of 13 and 18 years, 25 aqd.
30 years, and-é1 years aﬁd.above; have much interest in
films which depict subjects on “wcdva":° Of the total
<sgmple thaf‘prgferred such films, they amount.to 25.0?%,
: 28.85% and 54o6'0% respectively. But on the films that
largely dwell onjsexdality, the two age groups which
showed pronoﬁnced taste are 25 and 30 years (66.67%),
and 19 and 241years'(33;33%). The reﬁaining three age
groups attract zero per cent.
' The age group of 6 to 12-years; as shown on thew
'table; is the least receptive ‘to films on "hicum"j the
group Attracts'8°62%'o£-the respondents that would want
subjects on "hicum". : Respondents in the age Eroup 19
and 24 &ears appaared to have more interest in "hicum"
than the age group of 6 to 12 which constitutes 17, 24%
Howevep, two age groups have an equal percentage of
20+69% each. These are age groups 15 to 18 years, and,
31 yearé and.dbdve@ ﬂThe highest preference for films ‘on
"hicum" coées from the respondentswho were between ages
25 and 30 years, fhey make up 32.76% of the total sample

in the "hicum" column..
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As.for the subjects on politics, while other age
qﬁlgroups seemed to be apathetic the respondents in the
-age group of 31 years and aboge showed a keen interest.

Ag regards the subject on "gcle the fespondents,
who were in the age groups of 19'and 24 years, and;

31 years and above cﬁnstitute 31.25% and 34, 37%
respectively. The age group of 25 and 30 years attrééts
25% of the total sample size of the respondents. The
childreq and adolescent groups showed little interest

in it; the age group of 6 and 12 years obtains 3a13%3
while age group 15 and 18 years. makes up the remaining
6.25%.

Under the "jvd" subaect three age groups have -
equal percentage. They are the groups from age 13 and
above. Each of the three age groups has 16.67%.

Regafding taste for "m.o" two age groups, 19 to 24,
and 25 to 30 years, attract 33%.33% each. The respondents
in the ége group 13 to 18 years, and 31 years shd abéve
constitute 13.33% and 20% respectively. The children
appeared not to have a catholic taste since they recérg;

zero per cent.

We also sought to know the distribution by the
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- respondents' marital status with begard to subject of
interest. We suspected. that this sociolﬁgical variable
could have its effects on the respondents taste

(interest). The table below illustrates our finding.

Table 106' Distribution of Respondents!
Marital Status by the Subject of

: Interesto
MARITAL  GROUP
Single Married
No., % |No. % |Total| % |% ovss
wedva | 26 5026 50 52 | 100 [29.55
sex | 2 66.67| 1 33.33 3 | 100 | 1.70
| bicum | 26: 62.07 (22 37.93 58 | 100 [32.95
pole - - 1 100 1| 100 |32.95
cecpl |16 50 |16 50 32 [ 100 . [18.18
jva | 4 66.67|2 33 6| 100 | 3.41
m.o 280 2 210} 500 [ 8,52
R.T 7 77.78|2 22,22 9| 100 | 5.41
| Grand Total | 176 - | 100

With regdrd to the subject "wcdva", both single
and married respOndehts attract 50% each. blngle !

respondents seemed to place a high premium on films on

j .
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sex and jv.", while tﬁe mgrried ones showed a low
‘interest in the two variables. The single respondents
constitute 66o67% whiie‘the mafried ones make up the
remaining 33.32% of the two varisbles. The single and
married groups also sﬁared equal iﬁterest in the subject
of "ccpl"s they-both'attract 50% each. The married
group | aeeméd to take utmost interest in politics;
-1t forms 1400% of the total sample under the column for
politics. -As reflected in the ‘table, the single
respondents appeared fo bave a-higher preference for
assorted subjects (that is, subjects of diverse interésts)
on the screen: hence they constitute 80%, whereas the
married group shqwed a low pfeferehce by attracting 20%.
Under.the "n.r" columi we have 77.76% and 22.22% for
single agd married respondents respectively. In essence,'
R the single respondepts seemed @o be more indifferenﬁ'than
the married ones. _ |
Another sociologicai.fériaﬁle considered is the
educational level of_thé respondents. We sbught to know
the extent to which the educational level affects the
subject taste of the respondenés. The result of our

E

finding is as shown in the next table.



: Sﬁbj-ect of Interest

Table 40d: Dlstribution of Resoondents' Education Level bg

the Subject of Interest

EDUCATIONAL GROUP

'Grand Total

176

non-literate|Primary ) Secondary | Tertiary ,
No. % {No. % |No. % {No. % |Total | % |% ovss
wedva | 2 3.85 9 17.31 |27 51.92 {14 26.92 ] 52 100 | 29.55
sex - - 1 33.33 | 2 66.67 - - -3 100 | 1.70
hicum | - - 11 18.97 |27 46.55 (20 34.48 | 58 | 100 {32.95
pol. |- - 1 100 | - - - - 1 |100 | 0.57
ccpl | - - 7|10 31.25 |15 46.88 7 24.87 | 32 100 | 18.18 -~
jvd |- - 1 16.67 | 3-.50 233.33| 6 [100] 3.41
Mmeo |- - & ). 9 60 6 40 15 100 { 8.52
| n.r - - - - 5 55.56 4 44.43 9 100 | 5.11
100

LZT
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Of all the suﬁjects Jf interest listed, the non-
literate respondents opted for "wecdva" only; the table
shows that they have 3.85% of the total sample under it
(wcdva). The respondents who had elementary education
constitute 17. 13% of those that have preference for film
on "wcdva" The respondents with secondary, technical or
Grade Two levels of education form the bulk of the Sample
size by having 51.92%. However, with respondents who
possessed tertiary education, the figure drops sharply
by almosé halfs they form 26.92%. Both the non—literate
respondents and those with tertiary education seemed to
have a lukewarm attitude to films dwelling on sexuality;
the two éroups~at6;act zero per cent as shown in the
table. ﬁowever, the respondents at secondary educational ' !
level seemed to have the highesf interest in films on Sex.
They constitutbe 66967% while respondents with elementary
education represent 33%. This seems to imply that thel_
inherent gexual urge in adolescence appears to influence the
interest of the respondents with secondary education,
because many of them have just reached the'agg qf‘puﬂertyo

Of the total population that claimed to have

interest in films based on "hicum" subject, 46°55% of the
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respondents falls undep secondary education while the
respondents who possess higher education constitute 34.
48%. 18.97% of the samples under "hicum" is made up of
those with elementary education.

The sample. with primary education claimed te have

1nterest in politics.n ‘It constitutes the whole 1007% of.

the total sample in the column under politics.

Up fo'h6088% of the éecondary level claimed to have
interest in films treating subjects on "ccpl". Those ?ith
elementary education form 31,25% while the remaining éﬂu
87% 1is made up of respondents with tertiary educétion. As
for filﬁs on "jvd", the respondents with secondary education
make up 50% of the whole sample, whereas the other two
literate groups comprlsing the elementary and tertiary
levels attract 16. 6? and 53 33% respectively. Those w1th‘
secondary education (60%) seemed to have a higher
preference for ﬁniversal taste fhan the respondents with
higher education (40%). »Tﬁose with secondary education
appeared to be much mope‘indiffgrent toiéubjects on "Jjva"js

they attract %55.56% of the total sampié under "nr",
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while‘the‘respondents with tertiary education make up
the remaining 44.44% of the tobtal sample.

#e assumed that the respondents' profession could
also dictate their subject of interest. We then made
a cross.tabulation of the‘subject of interest by -
respondents' occupation. Our observation is as shown

below:



Table 10e? Cross tabulation of the Subject of Interest by
Respondents! Occupatlon .

CCCUPATIONAL GROUP

Subject of Interest

Public Schooling | Business | Farming Driﬁing Artisan

Service _ .

No. % | No, % (No. % No. % No. % No. % | Total % |% oves
wcdva |16 30,77 | 21 40.38 | 6 11.54 | - - | 4 7.69 |5 9.62 } 52 | 100 [29.55
sex - - 133.33 |- = |- = |- - |266.67] 3 100 | 1.70
hicum |15 25.86 | 31 53.45 | 7 12.07 | - - 2 3.45 |3 5.17 | 58 100 [32.95
pol. - - - - 1 100 - - - - - = 1 100 | 0.57
ccpl | 7 21.86 | 9 28.13 |7 21.86 |- - |4 14.50 |5715.62 | 32 | 100 [18.18
jvd 1 16.67 | 2 33.33 |1 16.67 |- - |1 16.87 :i 16.67 6 100 | 3.41
m.o 5 33.33 | 9 60 1 6.67 |- - - - - - 15 100 | 8.52
n.r 4 44.44 | 3 33.33 {1 11.11 |- = - - 1 11.11 9 100 [ 5.11

Grand Total 176 100

LeL
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The table reveals that ws have more student
'respondénts‘showing interest in filmé on "wcdva"; they
are 40,3%% of the sample size under this subject of
interest. Those in public service atﬁlract 30.77%, whille‘
the respondents who were in business constitute 11. 54Ao
But there ‘are dust slight differences between the
profesa;onal drivers and artisans (cf 491-5)"they
attract 7.6% and 9.52% respecti#alyp The respondents
who fall;under'the colunn of artisans form 66.67% of the
total number of those whose interest is in films on
sexuality;'the student group attracts the remaining
33033%e The other groups appeared to be reserved as
they showed.gecreti#apess aﬁout amorous films,

The paftern‘of distribution changes under films on
"hicum". The: student respondents seemed to have more
inclination for aubaeets on "hicum" they amount to 53. | .
45% of the qampleo‘!There is a sharp drop between the .

student group and the public servant group. The 1atter
| hes 25.86%. Those respondents in business, driving
profession, and those who are artisans constitute
12, 07%, 5 45% and 5.17% respectively.

The respondents under the business column conatitute
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'1Q0%.of the total sample in politics, and the remaining
" groups attract zero per cent. This result seems to
prove that there is a kind of relationship between
poIitics and business ventufe,'as will be explained in
subsequent chapters. 'f | n
The respondents who were students would prefer to
see films on “ccpl" mosbly, hence-they form 28.1%% of
tﬁe total sample upder it. But those in public service
and busines§ showed equal interest as eacﬁ attracts
21. 86% The respondents who were drivers make up 12«50%
while the artisans constitute 15.62%. . Vo
The respondents in all the groups showed similar
interest in the subject pertainins to "Jvd", they attract
16.67% each exeept for the student group that has a higher
taste for this subject' it constitutes 33. 33%. |
Under the "mo" column, the student respondeﬁts take
: the highest percenﬁage of the total sample, that is, 60%,"
while the public servants follow them W1th %%.33%, The
remaining 6. 67% is made up of businessmen/women. One
can then infer that there is every likelihood for the
rquondenﬁs who were students, pubiic servants, and

businessmen/women to have more interest.in assorted.
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subaectsa However, 44°44% and 33 33% of our respondents
who were public servants and students respectively refused
to respond as shown in the "nr"‘column. As for those
who were business individuals and artisans, they seemed
to hava the same 11 ﬂ1% under "nr" columno
' The tables above show that each group of respondents

has a different dispositlon toward the 1temised subjects
| of interest. The variables that condition or gulde the
taste of each group of respondents seem to be deeply

rooted in the PSP of. the individual.

43,0 Freguency of Attendance and Inducement

With the aid of ‘& question we sought to know how

‘ regular ocur respondents were at cinema houses. The
purpose,;s to determine the level and extent of the
ihdi#iduéls' recfeational periods Furthermore, we also
asked questions_onAthose variables or factors that _
motivated them to go to the film houses. We assumed that =
the medium of puhlicity,'the g&te fee, and thé needs of,

. the respondents might have 8purred them to go to the. film
houses. On the other hand we guesaed that the star-syatem

in the film medium could also be another motivating variable'

&



s

hence the inclusion of the two questions'on film stars.

4,3.1 Frequency of Attendance

We asked our respondents to indicate the regularity

of their attendance at film houses, to be able to

" ascertain how, they utilize their leisﬁre.time.especially

for films.

Table 11: Freqﬁency of Attendance at Film Houses

FREQUENCY OF ATTENDANCE

: T 5 - T = T

Every* ' Port- ' Festival | oOccéa-

time | WKLY | highery | MOPEOLY | porioa  Vetonaily | Total
No. 8 41 15 13 . 26 7 176
% | 4.55% 23.30 8.52 7.39 ‘| 14.77 41.48 100

*1Everytime' meéans 'always' in this context.
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The greéﬁesﬁ éercentage of our respondents claimed
~to'befoccasionai film-goers, amounting to 41.48% of the
Itotalﬁsamplec Those respondents who claimed to go to
film houses weekly constitute 23, 50%° Of the:total
sample size, 14-?7% of the respondents indicated that
. they only go to film houses during festival-periods.
-Anothér.8052% of the sample claimed to go fortnightly,
while|7039% preferred to goaqn a monthly basis, que%er,
the respdgdents who could go-to the film houses any£ime
there was a film show constitute 4.5%% of the total’
sample. | h | |

A rurther break-down of the frequency of attendance ‘
by the marital status of the respondents reveals that there
is a greatmdisparity between the two groups of the
respondents: sinéle and married. The éwo tables below

sum up the fi‘ndinga:




Table 12a:

ALY ]

Distribution of the Male Respondents' Marital Status

by Frequency of Attendance

FREQUENCY OF ATTENDANCE

: ‘ — : : — -
CHemr | wesay | ERE | wentty | DSRERSH) Ocaten-

MALE No. ' % | No. % no. %] vo. % Now. %[ No. % | rotal | %

Single 4 66,67 |14 43.75| 5 62.5| 4 57.14‘ 13 81.25] 32 71.11 72 | 63.16

‘Married] 2 33.33 |18 f56.2-5 3 -37'.5 . 3 42.86| 3 18.75| 13 28.89 a2 | 36.84

Total 6 100 |32 100 8 100 7 100 | 16 100 | 45 100 114 100

et
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Table 12b: Distribution of the Female Respondents' Marital Status by
Frequency of Attendance

T BEL

7 FREQUENCY OF ATTENDANCE
verytine | wesay | Porte [ oy [restival [0
- ally
FEMALE No. % | No. % | No. | ‘%.‘No. % | No. -% NoT . % | Total "% .
single | - - | 555.56 | 4 57.14| 2 33.33] 5 50 |15 53.57| 31 | s0
Married| 2 100 | 4 44.44 | 3 42.86 | 4 66.67| 5 50 |13 46.43 | 31 | 50
Total | 2 100 9 100 [ 7 100 | 6" 100110 100 |28 100 | 62 100
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As can be seen from the tws tables above, we have
more single respondents than married ones; the ratio is
58.52:41.48% (cf 4s3%.1) when viewed brogdlyo Furthermore
we have more male than female respondenfs; the ratio is
64.77: 35.23% (cf #4.1.1)s We grouped our respondents by
the sex 5ariable 80 as to draw a contrast between the |
Bingle and married ones. Of the total sample of the
male respondents, 63016% and %6.84% claimed to be single
and married respectively. A critical 160k at Table 12(a)
shows that 66.67% of the total number of the respondents
under the column for 'everytime' belong to the single
males, while the.reﬁaining %3,%3% 18 made up of married
oness Under they'weekly' column, the married male
respondents amount to.56°25% of the total sample under it,
while the single male ones form the remaining 4%,75%. As
high as 62 5% of the Eingle respondents reported that they
attend the film houses ;ortnightly; the married ones
attract the low pércentage of 37.5%. Another 57.14% of
the respondents who.wege bachelors claimed ta have ample
chance of attendiné the film houses only once in a month
but only 42.86% of the married respondénts claimed to attend
the film. houses monthly. . .
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" At the festival period, we have more of the singie'
malé'r35pondents than the married ones, it is ratio B1.25%
to 18.?5%3 As low as 28,89% of the marrled male respon-
dents attend the film houses occasionally while the
occasional filﬁ-goerS‘among the single male ones constitute
the remainingf?1.1ﬁ%. |

However, the Female Gfoup'Tab1e=presents an in-
teresting picture. As shown on taﬁle 12(b), none of our
single female respondents claimed to go to the film
houses regularly; whereas the female maffied respondepts
reported that they go to f;lm houses regularly, Of the
total sample un@erlﬁhe '‘Every time' column, the married
female ‘respondents meke up all the 100% under it. Under
the second column,ﬁ‘Weekly', the single female. respondents
constitute 55.56%, while the married female oneg form
44¢4ﬁ%o Of the total sample size under the 'Fortnightly!
column, the married respondents take 42.86% while the
spinsters among the respondents amount to 57.14%. In
resbonse-to the 'monthly' option under column 4, the
gingle female respondents attract a low percentage, that
is, 33.33%, as against 66 67% of the married female -

respondents.
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1 Surprisinglj the two éroﬁﬁs are homogeneous as
shown on the table under the 'Festival Period" option, .
it is 50% either way. This is at variance with what we
have in the male respondents’ tablea Et appearé as if
the female respondents are more conscious of their
1eisure time at the festival period than their male
.pounterparts. However, as much as 53,57% of the singlé
female respondents claimed to be occasional film-goers
while the remaining 46.43% who were married female
regpondents also reported to go to the film houses
000351onally. _ | ” . |

"It is clear from the foregoing that the marital status

has its beari;g on the attendance of the reSpondentso
More light will be shed on what accounts for the attitude

of the respondents in attending films.

- Ue3,2 Factors Motivating G01ng to
Film Houses

We sought to know from the respondents those factors
that had spurred“théh to go to the cinema houses. We
gave a number of options from which they could choose, The

table below summarizes our flndings in: this regardo
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Table 13: DistFibution of the regpondents by the
: Motivating Factors

Reason for golng to film No,. %

Entertainment . oe 69 29,20
Star sjstem' | .o 27 15 « 34
Taste/Novelty - ooi. 27 5. 34
Interpersonal relationship - 15 8.52
Economic advantage ‘ oo 2 1o 14
Other reasons oo 22 12.50

m. 0 .o 9 5.11 '
| n.r : .e 5 2.84 ' y
Total 176 100

The %table shows that two groups of viewers who
claimed to visit the film houses because of the star-
system end for novelty attract the same percentage, that
is, 15, 34%, But 29.20% declared that they go to film
houses for entertainment, while as little as 8,52% of
the total sample size asserted that they go to film
houses to interact with other people. They considered

the film houses as a sort of meeting point (place) that
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allowayforrintefpersonal relations. A marginal percentage
of the respondents, that is 1.14%, said they normally go
to watch films because }t:is less expensive than other
~forms of entertainment; while 5.11% of éhe réspondents
affirmed thatﬂthey g0 to cinema houses because of all the
afore-mentioned -reasons,
But 12.50% of the’réspondeﬁts had different factora
" that motivate their attendance at film houséa. Some . |
claimed that the Yorubd films give an insight into the -
past, Some declared that these films are educative since
they tend to brqaden knowledge of human motives and th;
‘experiencés of lifeo: A few of the respondents saw, film~
f@oing asté hoﬁby;thile a marginal number stated that film-
watching. for them is a matter of necesslty since they are
: either the box offlce managers or the stewarda in the

cinema halls. However, 2.84% of our respondents could

not state categorically why they go to fiim.houses..

4,3.3 Star-System Factor

Ve specifically asked from: the respondents whether
they watch films becauae of a particular actor or actresén

We went a step further to ask the respondents to supply
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the name(s) of such actor(s) or actress(es) if the enswer.

to the first was in the affirmative,

‘ Of the total sample, 57.39% of the respondents
claimed to watch- fllms because of their favourite ‘star
actors and‘gctressesa The;remainlng 42 . 61% showed that
they ﬁad not gone bécauae;of any particular staf-artigté.

It shows that the sfarring of popular theaﬁre
actors/actresseé can induce people to watch g,ﬁérticular

film. -, The<tab1é below suﬁs up our fin&inga

Table 14: Distribution of the Respondents by the
~ Cholce of Star System

STARnSY&TEM

INDUCEMENT

| YES |  NO | TOTAL
"No. 101 75 176
6 | s7.39 | #2.61 | 400

1

4.4,0 Audience's Classification of Yorub4 Films

We asked two questions from the réspondents about
the general features of Ybrub& films, The first question

borders on whether the Ibruba fllma have features that

;
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differentiate them from foreign films. The second
question requires the respondents to categorize Yorubé
films by considering the dominant features in them.

4.4.1 Traces of Foreign ideas in Yorub& Films

- "OQur findings revéal that Yoruba films have elements
of foreign touch, As much as 48.30% of our respondents
confirmed that Yorubd films arg.patterned after foreign
films, lBuﬁ as high as 51.,70% of the respondents affirmed
that Yogﬁbé films are not fashioned after foreign fi;mé;

The inference drawn from the foregoing is that the

film-makers draw heavily from local materials. It should
. not surprise us that the Yoribd film-makers draw their
materiaié from both iocal and foreign scenes; this sfems
from the exposure of both the film-makers and the £1lm-

goers. The film-makers would have assumed that the film-
| goers might have had the opportunity of ;atching a
foreign film thcﬁ happens to be the spring board for the
production of the indigenous films; they, thereforve, strive
to blendﬁforeigﬁ and lOCai materials in’such a way as to

appeal to both the literate and non-literate audiengso

Agein the artist has to draw materials from his personal
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experience and from his immediate society.

Table 15: Disfribqtion of Hespondents According
: : to The Pattern_of Yoruba Films

. Imitation of the foreign films
" Yes No ]  Total
Nos | .85 91 | 176
% | 48,300 | 51,71 } 100

4.402’;Respoﬁdents' Classification of tha
Ybribé Film Content.

We~asied the respondents to group the Yorﬁbé films
they had watched lately. We havé the“fﬁllowiné options
from which the re3p§ndents were able to choose: crime/
horror/violence (chv); cultural/bistorical (culh)j love/
sex (sex), political (Pol); religious (rel); comic (com)j H
tragic (trags)s The fespondents' grouping of the Yorub4
film‘by;its content is as shown in the table below:



-

Content -

Table 16: Réspondents‘ (}Jx"'oujéing‘jof Yortbi films by their
CONTENT OF YORUBK FILM |
chv | culh sex | pol. | rel. |.com | trag | mo nr | Total
No. | 44 69 1 17 [ 4. | = 9 | 11 |:16 | & 176
% 125 139.20]9.6612.27] - |[5.11]6.259.09 | 3.41| 100

.t‘

Ll
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The table shéws that majority of Yorﬁbé films centre
on cultiural and historical .1asues; the largest percentage
of our respondents, that is, %9. 20%, claimed to have
watched these types of films recently, while 25% of the
total sample had'lately watched films that focus on crime
horror of violence, The foreg01ng tends to show us that
a 1arge number of :Yoruba films either show excessive
criminsl acts or abundantly exhibit the cultural heritage
of the Yorubao _

+ 9+66% of the respondents believed that the Yorlba,
films théy'had watched lately are to be grouped undér
love films. It appears that not many political films
have beén produced in Yorﬁbé; for a marginalApercentage
of 2.2% of the respondenté answered that the Yorub& films
‘watched by them can be groupedlhs'political films. It is
interesting to noté‘that nene cf our respondents has
" eategorized any of the Yorub4 films under 'religion’
in spite of the proliferation of religious sects. As
our investigation reveals, commefcial and social considera-
- tiens appear to bé the obstacle. A lot of the Yoruba

film producers would not like to venture on films which
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are not profituoriented unless they are commissioned to
produce sucho This goes tq show that such films are not
shown for ¢ommercial purposes, but for propagation of
éheir respectiﬁe religions. As regards'the social
cénaide;ations,'feligiqun issues often generate
. céntrofersy among the various religious groups in
JMNigeridz therefore, the film producers try to avoid
' producing religious filmso

Of our total sample, 5:11% cluimed to have watohed
comic filmm; 6.25% grouped some qf these Yoruba films,

1]

under tragic filmsoi But 9,09% of reapondentﬁ could not

| eategarically place the Yoruba films watched under a "

specific gategoxy, since they theught that all the afore-

'mentioned variablesare geherally‘included in Yoruba

films; 3:41% of'the.;otal sample refused to classify.

the Yoriiba filme. | ‘”
. : TN\ .

B

. . b
f-4;4,3 Film Setting T ‘ : o

With regard to the setting . of Iorubn films, almoat
’343% of the total Bample size indicated that the Yorubd
films watched by them had reflected 1ife in villages and

cities. Another 32% of the total number of the respondents
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.8tated that the Yortba films seen by them had depicted
city life only, whereas as few as 13% was of the view
that the films seen by then had shown life in rural
areas (v1llages) However, a few of ‘the respondents
declined to comment on the setting of the Yorubéa films
seen by them, | | |

It is visible that much of city life is depicted
in Yoruba films. Perhaps one;could easily infer that
since ﬁany of the films wefe ﬁsually meant for city
dwellers, the filn-pakers canﬁot but use materials
associated with the urban dwellers. Furthermors, it
would generally appear that village life is usualiy not
capable of producing the stimulating atmésphere desired
by the film-producers to effect a minimum response in-

the film—goers who ‘are largely drawn from urban areas,

444 Story and Plot

We asked two questions -~ the arrangement of events
and thgheffect”of the arrapgement on the respondentsok We
also sought!tq know if the respondents were able to-gf&sP :
messagé in thé filﬁfand see its accuracy in relation to

real life happenings. :
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As high as 86% considers the arranqement of events in Yoruba
films siéple (:straight forward') while 11.36% sees it
as complex Gnoﬁ straight fOEWard')o Le§s than 3% of the
totallsample size'wdﬁld not want “to commit themselves.
Most of the respondents thought that the simple airange-
ment of the events in the film was capable of arousing
their interest. In-eésenceiithe simple plot often
employed in Yorubd films has its effects on a large
number oi‘ the mémber:s of the au;iienceo But a marginal
6.82% thought that the arrangement of the incidents did
not have any effect on them while another 6.82% of the.
. respondents would not he able to” say whether the plot could
arouse their interest of nots

As fegards‘fhe film story, as high as 78.41%
élaimed to have a’total'understénding; while as little
as 13.07% and 8.52% claimed to hﬁve an average or slight
understanding of the story in the films. That almos?
80% of our respondents were able to grasp the story in’
Yortiba films should not be a aurﬁriae to us as almost.
94% of the respondents attested to the realism of the

story. Wé have two groups of respondents who either could
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not see the trpe—to-iife ;ncidants or say exactly -

whether the events depicted were releva;t to true life
hgppenings. or not. The 'No' group atﬁracts as low as
1.14% while the 'don't know' group faﬁes less than &%

of the remaining total sample siz99 It would be Plausible
to say that the contemporaheity of events in the filﬁs
would seem to reinforce existing ideas and values among
the members of the film sudience.

We are not surprised, therefore, when as high as
84,09%. of the respondents indicated that the filmic
story”could influence any one's view. A marginal 3.41%
did not;believe the filmic story could affect someone's
view as such. As low as 12.50% would not be able to say
categorically whether the filmic story could affect the
individual's value or not.

As earlief‘qbserved, the plotﬁin Yorub4 films is
usuallyﬁnot intricate; that is, hardly do we have sub- -
plots ih Yorub4d films. In spi£é~of the simplicity of the
plots, phe members of the audience claimed that their
interest was spstained throughout the film. For instancé,
the simple plot and story of "Omg Oquén" shows a

5 .

treacherous friend, who not only converts the estate of
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his deceased ?rieﬁd‘to his own, but also incarcerates
the son of his friendo |

Furthérmore, the realism of tte film also re-
_inforcés the understapding of the story—line by the
members of the audiencen The members of the audience
seem. to have in .a subtle manner integrated into the fllm
incidents since the storynllne ‘has not only been . :
associated with the reality of everyday life, but’ has
highly been abstracted frqm-everyday experiences., For
;nstarce, it ia_pommonplaée=to see a father rejectrng a
would~be son-in-law on the grounds ofrpoor parentage
and .soclal status. So when Stella 8 father a soldier,
rejects Akanji Alatishe in the film "Eri Okan", the
audience can experience.what Holub (1984) has called
"associative identificaé&on"o It is through this
associative identification that past experiences in the
individuals' 1life are brought to the limelight. People
prefer seeing their old éxperiencea repeated in
elaborated ftrms. The repetition ;f 0ld experiences
often allows each individual to caat a retrospective
look at his past. and project into the future. .

it 18 19510&1, then, to infer that as long asgs the
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‘story line in the film correspbnds with past and present .
experiences, and continues to be relevant to the future
| expexianées of the individﬁal memberq of the film-goersa
it would continue to'evoke the responﬁe of the audiengeo

Almost 87% of the respondentSclaimed that the
story line was capable of solving present and‘futugé
problems since the story bore a semblaﬁce 130.<:«::nnt€nmpo:)x'ary‘=
issues. A large number of theé respondents itemised the
moral ieason to be léarnt_from various Yoruba films
watched: contenﬁﬁenﬁ (not.to bé avariciouaj, enduranqg,
,diligence, communal: existence, patience, transparent
honesty, kindnegs, love, humility, tolerance, salf-will,
self-determination, self-rellance, unity, discreetness,
reﬁribuﬁive iaw, fhdustry; abstinence from polyganmy,
metaphysics w witchcraft, ,ju;ju, voodoo, belief in God
destlny; bad COmpEny .. et:c.

‘The foregoing shows that the story line in the
"film is capaﬁle of evoking either positive or negative
responses when it touches on ﬁorality. We theréfcre
agree with Eco (1977) that the ‘characters are not "mere
figure(s) of speech", They have "ideological

abstraction[ﬁ]: temperance vs ihtemperaﬁce;'virtue VS, -
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vice" (Bennett 1990:70), The members of the aﬁ&iencer
appeared tq be ggided by ceptgin principles of conduct
within the society. They appeared to hinge their value
Judgement on two philosoPhiéal components, ethics and
metaphysics; Ethics fécuses on what is good and bad, |
while metaphysics. deals with spiritual forces, nature,
providence, destiny, andblife after death.

If the members of the audience then claimed bo
have héﬁ their bghaviour_or views modified, it means that
they have been able to imbibe_ﬁhe experience sold to them;
for the cinema product is an intangible onej; the only
tangible thing that could be shown is‘the admission

tickets purchased by them,

4,4,5 Reception of the Subject-Matter

‘The respondents maintained that Yoruba films depict,
to a large extent, marital and family préblemso As high
as 45¢A5% of the respondents attested to ﬁhis° The other
social themes often relayed on the screen are problems in
politics, religion, and interpersonal relationships.
Social problems, such as bribery and corruption, and

thuggery and violence; are equally depicted on celluloid.

!
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Problems 'arising from interpersonal relﬁtionships, and
.thuggefy/violénce seem, in prominence come after the.

- marital and family problems. They attract 10.23% and
9.66% respectively. '

The‘forégoing showé that the Yoruba film-makers
are more pré-occupied with the depiétion of family '
intrigues than with other soéial problems., Oné could
not blame them for doing so since they might have been
" motivated to make their products (film contents):
femiliar as much as possible to the consumers (the
members of the audience). Moreover, the family
institution is basic to all other social institutions.

All the respondents ﬁgreed that the Yorub4 films have
criticized the family institution, the marriage institu-
tion, the political institution, the religious institution,
the social strata, and the social values of the Yoruba
community. However, the degree of the respondents'
answers varies. Up tao 40.3%39% of 6ﬁr respondents would
want to maintain that much of the criticism has been
centred on the family institution. This finding
correlates with the predominant theme being treated by
”the film-makerso 23, 86% of"the respondenté claimed the
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Yorubé filmic story could be said to be attacking the
social strata in the communitsr° According to 10.32%
and 9.09% of the total sample, the objects of attack
would ssem to be politics and the social values of the
Yorﬁbé community respectivelyo Another 5.11% maintained
that the filmic sfory had attacked virtually all the
institutions while 8.52% of the respondents could not"
categorically pinpoint the objects of the films' attack.
It is possible for us to infer that the family institution
has been the most criticized of all the social institutions
in the Yoruba films. | _

The respondents also readted to some of the actions
depicted on the screen which they felt were alieﬁ to
Yorub& culture. ‘These include sex (coitus), excess of
violence, death, karate and crime. Of the total saﬁple,
632% affirmed that the dominance of violence is alien to
Yoruba& culture. Only 13.64% of them would agree that
the depiction of coition on the screen is not in liné
with Yoruba values. Generall&, Yoruba etiquette does
not allow open discussion of éexual intercourse; thé

depiction of the sexual act on the screen would therefore

be considered outrageous.
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| As high as 6?% saw violent acts in the Yoruba
films watched ﬁy them while the remaining 33% of the
respondents claimed not to have seen any acts of
violence in the Yoribé motion pictures.

The respondents, however, stated that the wviolent
acts were precipitated by many factors such as lust
for feminine beauty, co-wife rivalry, lust for power,
landed property, poferty.and cheatling.

. As far as 22% of ﬁhe respondents were concerned,
injustice had been the catalyst for the violent acts
in the YorubA filme seen by them. When an individual
is cheated, he resorts to violence as a way of seeking
redress. As for 12 50% and " 14 20% of the respondents,

the violence could be traceq to lust for women and

‘landed property bespectivelyo 9.09% iof the respondeants,

traced the violence to co-wife rivalry while 8.52% of
the respondents WOﬁld pfn iﬁ“fo poverty. Another.
7.95% of our respondents affirmed that ingatiable lust
for power in the form of promotion, politics, and
chieftaincy titles, actﬁally geperated the violent acté.

But 6.25% of the total sample attributed violence.to
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“the combinatien of all the afore-mentioned causes. However,

19.89% of the respondents declined to state the causges

of violence in Yorub4 films. Ferhaps one may infer that

.this group of respondents could not see any’juetifica-1
"t1on" for thé violent ‘scts or they were so enraptured by

‘the films that they could not trace the sources of the

violence.

ﬁThe respondeots'indioated that they resent some
issues deﬁioted on the screen and as such they would
want these elements either reduced or totally cut off

from Yorubé fllmSo As high as 57. 39% of the respondents

would want little or none of the following items in

Yorﬁté"films:'violence, horror, thuggery, death and crime.
Another 17.61% showed their resentment to the depiction
of sex acenes on celluloid. Of the sample 7.95% would
not iike to 'see much exhibitioh of magic and incantation

on the screen. All the respondents seemed to love comic

{scenes since none of them showed his/her. resentment to

comedy. However 9 664 of them could not say ‘what

"\' "i
'
' . 1

, exactly bo: reduoe or cut off."_.z_ R

'ﬁﬁ The respondents were of the oplnlon that the excessive

show of violence, horror, thuggery, death, crlme, magic,
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incantation and coition could be inimical to Yorubé
society -as a whole. As many as 30% of the respondents belleved
that tﬁese elements“céuld encourage bag behaviour in
adults énd children; while 6.82% of thé respondents
maintained thaﬁ these elements were capable of generating
moral decadence in children only, especially when these
little ones. are exposed to the 'adult content' of th?
films. Another 15.91% of the respondents argued that
thesg ﬁqpléasant scenes could increase the rate of crime
and violence in-the Yorub4 society. Up to 10.23% of the
totql éﬁmple thought that the actions depicted could
create perpetual fear in the minds of the film-goera.
Another group of respondents amounting to 8.52% would
very much appfeciate some‘redqction, if not total
.e;iminafion, of thése repuisivé elements as they tend to
undermine fai%h. Ag low as 5065% of the'respondenta
would ﬁot mind if the repugnant actions were removed
since these actions could encourage promisculty, while
7+ 95% bélieved that the detested items were capable of
breeding all the ills mentioned abow;'eo However 14.77% .

would not be msble to say whether fto reduce or cut off

these elements. It is possible to speculate‘that they .
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probably saw nothing wrong in them.,

. It i1s clear from the foregoing that the members of
the audience were_critical of what ithey saw on the screen
since they were able to ldentify the social prcblems
depicted and expreés their feelings about what they
cgnsider distasﬁefql actions. It is now evident that
the respondents were not apathetic to what they saw on
the screen. The respondents showed that they have much
appreCi;tion for their culture: this is why they showed
their resentment to the actions thalt were not in line

with the culture to which they belong.

4,4.6,0 Reception of the Linguistic Silgnals

In drgma, words uttered by the characters enhance
their actions. The verbal interaction between one
character and another aids the audience to have a better
ingight into the dramatic events in a film. . t
ianguage, as-a code, manifests itself as a signal
which may be. in thé form of linguistic and extra-
linguistic signs; it is of immense value to the under-
standing of the story in the film (cf. 2.7.1.). Ne

therefore sought to know the reaction of the members of
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the audience to fhe languagé (words) used in the film
by the vario@? chgractefs, Our questions on language
focused on the following: simplicity; inlecency
(vulgarity/obscenity); dialects; fo}eign/loan words,

Jargoﬂo . I

4e4068.7 oas On the Simplicity of the Lasnguage

As high as B82,3%9% of the respondents attested to
the simplicity of the 1angu§ge employed by the characte;s
in the Yorﬁbé filmé. However, 11.9%% of the respoqdenta
would not be able to say whether the language employed
is simple-or not. As low as 5.68% of the whble sample
were categorical that the language is not simple,

" The inference to be drawn from this is that Fhe
language employed in Yoruba films is often within the
1ingﬁistic cgmpetehCe of moét of the members of the
aﬁdience. ‘Moreover, almost 'all our respondents claimed
to be Yorﬁﬁé native speskers and 80 would not have had
much ﬁrobiem in grasping the linguistic message of the
films. Perhaps the simplicity of the language used hés_
facilitated the proper understaﬁding of the filmic atorf

by our respondents as demonstrated in 4,bo b,
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4,4,6,2 Response to Vulgar or Obscene Words

In order to ascertain whether the characters in the
film use words which the respondents oonsidered indecent
(vulgar or obscene), we asked them to give examples of
such instanceso A few responded by agreeing that some
of the characters in the film use indecent words.

Furthermore,A45% of our respondents accounted for
the inclusion of indecent words in the utterances of the
characters. As much as 17% of the respondents thought
that indiscriminate use of indecent language could‘lead
little children astray. Another 20.88% of the total
sample of our respondents viewed the use of obscene -
words as an attack on a particular gender. Another
4,85% of therrespondents who could not substantiate
their claim were of the opinion that obscene words are
direct attack on a religious group while the remaining
2.27% of them agreed that indecent words are employéd
to attack both gendér and religious group. It would
Beem;that obscene utterances are inimical to the growth

of the society.
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4,4,6.3 Reception of Foreign Words

A living language bas to reflect the change in both
the culture éﬁd life of its speakers? viz., in social and
religious matters, in commerce and iﬁdustry, sclence and
technolagy. It has'to extend its vocabulary by exploring 0
and exploiting its morphemic -and phonemic resoﬁrcgs° The
Yoruba language is no exception for, over the years, the‘
Yoriba had.interacted and still interact with other |
languagemgroups-Yorﬁbé has borrowed much from Enélish
(see Ajolore 1982, and Salami, 1982), .

On this premise we sought from the respondents whether
the characters in Yoruba films employ languages other than
Yoriba in their discourse or nob.

As much as 38,07% affirmed that foreign words ofher
than Yorub4 are used in the Yoruba films, while 61% of
the subjecté claimed that the Yoruba language has been
purely utilized in the characters' discourse. Our
subjects corroborated their claim with examples from .
English and Hausa languages. - Ags revealed from thé'
responses of the subjects, the English language ié_ |
employed more than Hausa. The earlier exposure of Yoruba

to western education must have accounted for this great
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borpowing from English.

Though 48% of our respondents declined to comment
on the effeéf,or purpose of sprinkling English words and
phrases in Yoribé sentences, the remaining 52% affirmed
that the foreigh words are adopted to fulfil certain
functions. ‘16% of the respondents though that the code-
- mixing or code-switching is jdictated by the subject
(topic); for instance, the legal terminology, 'objection,
my Lord'. Another 14% thought that the tode-switching
reflects the level of educetion in Yoruba society.

'10% of our respondents weré of the view that foreign
words are employed to show the educational level of -
iﬂdividual-characters in the film, while some characters
use foreign expressions for ego-boosting. Some
respondents think that the inciusion of foreign words 

in the filmic story is justifiable.



CHAPTER FIVE

DISCUSSION ON ANALYSIS OF FINDINGS

5.0 Introduction

In this.Chépter attention is focused on the theatrical
taste of the audience as manifeéted in the demographic
data. It is followed By a discussion of the audience's
taste for the medium of performance, choice of time and

the content of the Yoriba film.

5.1.0 Audience Theatrical Taste as Manifested
in Demographic Data

\

As revealed in our investigation, we had more male
film—gbérs than fem@lé ones, This is borne out of the
negative attitude of ten shown by the Yoriba Publié to a
female member who attends cinema houses. TFear of being
criticised deters a large number of intereéted females
from watching f£ilms. ‘

lThe pauqity of female audience in film ‘héuses [or in
theatrei-seems,fhowever, to be.é universal phenomehbn;n AS
Mary Ann Doane 5&3 rightly observed, "woman is the subject
of the cinema images but these images are not for her.

For she is the problem” (cited in Bennett 1990:83). 1In

——— e =
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other words film viewing is seen more as a male culture.
Judith Fetterley (1978:XXII) says, "the 'universal' view
of reality is in fact the male view of reality, the female
reader is withéut power" (as quoted by Bennett 1990:60).
In essence, the films tend to boost the male ego at the
expense of the female's: hence femalesuare not often
enthusiastic.about film going.

Furthermore, the regularity of attendance by a
female film-goer has its sociological implications in
. the Yorﬁbé society. It is assumed by the Yordibd that a
'responéible' and 'descent' lady will not freéuent
hotels, cinema houses or clubs. ~And any lady that
frequents film houses it is assumed, will not make a good
wife and mobther. This also accounts for the paucity of
married members of the audience. A break-down of the
data shows more single film-goers than their married
counterparts. Married people seem to have more social,
resﬁonsibilities fhan the single ones., As such, a lot of
the mar}i%d people tend to re-order their priorities in
consonance.with the%r meagre resources. In other words,
the socio-economic status may also haﬁe its bearing on
the regularity of the married people in thelfi;m houses,

It wili, therefore, not be out of place to see film going
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as more of a bachelorhood/spinsterhocod phenomenon.
Generally, our analysis showed that we have more

1 In

young people than old ones in the film houses.
essence age, a physiological predicator, has its effect
on the %urn—out.of tﬁe audiencé in film houses, The
analysis also revealed that film going is a youth market.
As revealed in our investigation, going té watch
films (theatre, in general) is affected by level of
education. This ié substanfiated by the high percentage
of students found in the Yérib4 film audiences. In a
similar study carried out by Baumol and Bowen (1973,
teachers dominated the sufveys which covered United
States ;nd Britain (cited in Bennetk 1990:94). We also
observed that we bave more literate members in the film
houses than non-literate ones. It is logical for one
to conclude that the literate people more than their
non—}iterate counterparts seem to appreciate or value
drama. It would appeaf~that the literate audience bhad

cultivated the habit in’school which encourages leisure

1 This seems to be a common phenomenon in Europe as
reported in Mc.Quail D (1983:24),



169 -

and pastime actijities (drama inclusive), OQur investiga-
tion has reveéled that a lapge number of the non-literate
members of the ﬁubifc who are even richef than their,
literate counterparts seem not to know 'that the film
house is an avenue for relaxation. Another group of the
non-literate members of the public would prefer to expend
their money on other things than leisure for they hold a

view that seems to be borne out of poverty:

Iran we?

fmi gaﬁ-an a t6 wo®

What, entertainment?

I, myself, can be a spectacle

Howevertzit is worth noting that unlike in the Unmited
States, Britain, Canada, and New Zealand where the
members of audiende Wéré largely drawn from the well
educated members of the society (Bennett 1990:94-95) we
found the Yoribd film audience to be of minimal or average

education. The films are produced by people with minimal

2 Mr Peter Amosu, the theatréJmanager for Tarzan,
Odeon, Queens Cinemas volunteered this information |
on the 15th of"June,‘199l.



170

education; the p?oducers and the main consumers of Yorﬁbé
film seem to fall within the éame educational matrix.

It is evident'from our findings that. the respondents
who were schooling seemed to have more'time for films than
occupational groups. This means that their study
encourages the students to create or have more time for
leisure than any otherrprofessional groups, Moreover, the
school not only lays emphasis upon, but equally develops,
the interest ofpthglgtudents in leisure and pastime
activities; such as drama and music.

It is apparent that the demographic profile of.edch
member of the‘audignqe affects the numerical strength of
each group of the audience in cinema houses. .

We were able to find out that the Yorubd film-goers .
are mostij "the infreéuent or special occa;ion attendee"
like the London audience (Bennett 1990:109); only a
marginal per cent could be regarded as avid film-goers.
This shows that the members of the ﬁublic either find
alternatives to theatre-going; viz., sports, sight-seeing,
or they may have other social gqmmitmeﬁts which would not
allow them to watch films often; 0f late, cinema
attendance has begun to decline, like it did . in 1914
(Mgbejume 1989:27-28). Since 1992, the political climate
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'in Nigeria has net been conducive to ﬁheatre—going. These
last three .years have been full of tension and a large
. humber of people afe not encouraged to come into cinema
houses, . '

1t has emerged in our analysis (cf 4.1.6) that the
Yorubd film audiences were mainly Yorubd. This is so
because the Yoriubd films dwell largel§_on cultural re-
evaluation end-;eetitutioﬂ of Yoriubd culture from fereigﬂ

defecation. It would then appear“thet cultural tendency
(Ekwuazi 1984) has spufred the Yoribd on to film houses.

5.1.1 Taste for Foreign or Yorubd Film

Our respondents showed & high preference for Yorubd
films“over fOreign ones.‘ This implies that they are ho§
keen in watching Indien and American films. This might
have been. borne out of eultural identity, since they would
likely want or prefef incidents that are‘hore relevant to
their. immediate environmeﬁt, though foreign ideas may be
incorporated in these Yordbd films.

5.1.2 Taste for the Medium of Performance

As"has been revealed in our analysis, the film is

-accorded greater reception by the respondents than they

i



172

dolthe other two medias of performénce: television and
staée. |

The reasons given for the high reception of film
include: illuminative &nd appropriate‘séenery; utiliza-
tion of‘appropriate dbétume.by the actors and actresses;
robust and'detailéd Storyglsensational action; educative
themes andwpresentation of images in fascinating colours.

The fable pelow shows the reésons why<some of the
members of the audience had opted%for a'pﬁrticular medium

of performance,



Table 17: The Reasons For the Choice eof a Particular
Medium of Performance

Stage Television Film
i) presents stark - i) is economical (that is i).presents eidetic

reality devoid " no gate-taking) , images
of film tricks :

ii) presents an .. ii) story line is always - " ii) doés not sérialise '
explicit story conclusive ' its story
line. ' ' '.

iii) permits exces- iii) permits solitude: hence iii) permits adequate

_HSive utiliza- - © little or no distraction utilization of

tion of songs: : T appropriate
opening glee . scenes.

(thematic songs)
and closing glee.,

- iv) permits face-to- iv) is a living room enter- iv) allows optimal
face relation- tainment as such, it utilization of
- ships between attracts much more appropriate
the members of audience than the other scenes
the audience and two media of performanca

the (star) actors
and actresses .

BT



Stage

Television ) Film
" ¥) audience has little or no +¥) indulges in excessive
apprehension about its life utilization of film
and. property. o tricks.

vi) presents a variety of .~ wvi) parades a cream of
Yortbd plays to its & (favourite) star actors
audience as often as and actresses.
possible.

vii)gives elaborate treatment
of the themes,

viii)as a result of proper
editing, story is told with
precision

ix)exhibits the robust aspects
_ . - of Yoribid culture.

T
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Stage Television ' Film

X) integrates foreign

' culture with the
Yoribd culture in a
homely manner.

xi) encourages inter-
. personal relationships
among the members of
the audience. '

x1ii) (its) performance time
often lasts longer than
the two other media,.

xiii) is exhibited in a
-¢conducive environment.
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It has become clear that Yorubd drama on-film is
more popular than the two other media of performance,
The reason is borne out of pleasure being derived from
films by the‘members of the audience.’' Just as Jean:
Rouch's and J D Esme's films piaced.premium on
anthropological issues - the continent's past (Mgbejume
1989:8) a number of the. Yorubd films appear to ‘emphasise
‘the Yorubd past, Thus tHe distant past is re-enacted
for the pleasure of youth who form the majority in the
film houses. Also film medium permits a number of
interactions which eventually give pleasure to the '
member of the audience in theatre, A consideration of
Wilfried Passow's (1981).fiﬁ§ different levels of
interaction shows that Ehg film medium entails four of
the five different levels of interaction. These are
'fictitious scenic inﬁeraction; audience-stage [screen]
interaction in the field of fiction; real interaction
on stage [screen], the interaction within the audience
(cited in Bennett 1990:76)., However, the film does not
permit 'theé interaction of the audience with the actors'
which is possible in live theaﬁre (stagé medium). It
would also appear that the film—goers derive their

‘pleasure from. coloured films being exhibited. As
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Mgbejume (1989:45) has rightly observed, all the filme
being exhibited in 1951 by the Federal Film Unit were .
90 perﬁcent blaﬁk and white, It is heartening today
that almost all thé_Ybrﬁbéwfilms are 99 psr cent colour

though‘the colour gradaﬁion varies.

5;1.3 Choice of Time

The occupation of some respondents would not permit
them to goﬂ%o the film house earlier than six in the
eévening,  For iﬁsfanCe; civii'servants close in the
officexby 3.30p.m., while students leave school by 2 '
o'clock in the afternoon. Furthermore, there are some
other recreationgl activitié;”that could deter them from
turning up at‘the film bhouses, e.g. sporting activities
such as .féotball matches.z' _

The 1océtion-of the film houses also determines
the time the members of the audience would turn up. For
instence, the Qyq State Cultural Centre, Mokola, Ibadan

is located more or -less in a desolate place which many

commercial drivers scarcely ply after 7 p.m.: that is fhe

T

3 Ibaden has two stadia: the Liberty Stadium and Lekan
Salami Sports Complex.
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reason why the Cultural Centre often has its largest

audience turn-cut at 3 o'cleck in the aft;ernoon.4

5.1:4 Subject of Interest

The respondents showed the highest preference for
£ilme which dﬁellJlargely on cultural issues such as
'Yor&bé mythology end traditional marriage.

" But .it is interesting to observe that the male
respondents showed an overwhelming enthusiasm for
subjects on sex, violence, and politics,

In Yordbd soclety, it is expected that it is the

male ﬁhthaﬁes initiative in male-female interpersonal

reiationships. It is considered indecent for a lady to

openly show a keen interest in sexual diécussion,
especially, if such a lady is a spinster. That is why
a lady in Yofﬁbéisociety would generally not make the
firet move., |

That the male respondents showed a keen interest

in violence and aggressiveness}should not be a surprise,

since - men are by nature aggressive,.

Mr J. O. Qgunleke, the ﬁheatre‘director for the Centre,
%g;e this piece of information on the 23rd of July,
1 . ° ' .
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In the past, the Yorubd took politics to be the
exclusive preserve of men; and women were regarded as
bad administrators.” The women would seem to have
'accepted this. Moreover, politics in Yorub4 commun;tﬁ
was an& is still the game of the‘survivalwof the fittest.
In other words, political power often tends to encourage
. violence. The foregoing seems to show the male as more
gggressive than the female. ,

With regard to age, threeé sge groups that placed
high premium on violent films are115—18 years;'25—§0
years; and, 31 years sand above. This happens to be éo
because their chronological age cbrreéponds with their
experiences in reality. Thié is what Norman Holland
called 'an identity theme'' ' (Tompkins 1980:XIX). - The
age group between 13 and 18 years belongs to thé period

of adolescence, and by nature adolescents tend to be

5 The Yoriba opine:

Obd-3+diran -

Obd-3-Joye

Nijg-obd joyé
©L'6 ba ‘1§ jé

Vagina-become s~genetic o
". Vagina-does—-not-ascend-the throne
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beilicose. Hence Douvan and Adelson (1966) refer to
this group as 'rebellious adolescents" since they'pfteg‘
challenge constituted authority at will (cited in
McKeachie, Doyle and Moffett 1976:482). It was this age
group that oftgn eﬂgaged in traditional wrestling known
as igékédi or eke in the 'past (Adeboye Babalgla 1966:326;
Ekuﬁd&ycg‘ Komolafe 1978:183-184). As for the remaining -
age gr&ﬁpé, 25 and 20 years, éhd 31 years and above, they
were either already in politics or getting'ready to join.
This .is wﬂj the age group 5etween 25 and 30 years shﬂwed
‘100% interest in subjects on politics as réflected in
Table 10b (Cf 4.2.4). |

' In“othér-words? the audience's past experience of
1ife also accounts for their interest in a particular -
subject matter; thé;audience.is guidéd by ite individual
personality'make}up.' Thus -aud ience taste is conditioned
by its physiologiéal, sociological and psychological

variables and needs.

'Tis the very day the vagina ascends the throne -
~That she destroys the town.

Here '6bd' symbolises & woman,

e
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_ Both married and single respondents showed equal
disposition to films on violence (wcdva). This seems
to contradict what actually obtains in feality. The
unmarried individual would appear to be more belligerent
thean the married ome, It is widely believed that a
married person has to modify his or her behaviour if he
or she dreams of having a peacéful home,

The single -respondents showed a keener interest in’
films on sex than their married counterparts. One could
infer that little or no experience on the paft of the
unmarried respondents might have predicated their high
interest in such & film, since they see it as & way of
steaming off their emotional feeling. Furtbermore, they
may even seé it as an opportup;ty of having an insight
into sexual relations which th; Yoriba society considers

6 The low

‘sacred and does not give instruction about.
interest shown by the married respondents might have been
guided by their past physiological experiences on sexual

matters.

6 Fédfpé (1970:83) emphasizes the grest importance
attached to virginity in the Yoriba community.
. . S L .
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Marriage is synonymous with positions of respoﬂsi-
bility. This is why we are not surprised that it was
only the married resppndgpts that showed total interest
in-films~thaé téucﬁ:on politics.

The requndents with either seéondary or tertiary
education showed greater interest in films that treat
viclence than do the other educationel groups in our -
sample, This is berhaps dﬁe to the militanecy of éfudents
in higher'instiﬁutions_of learning. For any slight.
miétakes-;n the part of schodl authorities. or government,
students often take to the streets in protgst. These
proteéts oftén end in vioclent destruction of lives and
property. A similar scene reflected on the screen,
thereﬂore, Wéuld only seem fO"reinforce their ﬁrue life
experiences. That is why we have the highest percentage
of students who showed a keen interest in violent films
than any other groups in the occupational table, (Table 5).
Similar to what Dewey (1969:45) has observed about
Japanese films with Japanese society, it-appears vi&lence
is gradually becoming a phenomenon in Yorib4 society.

And so, Yoruba film—makers tend to cash in on thia by

inserting v1olent scenes in the films,
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The respoﬂdents with secondary education, more
than any other occupational groups, showed a greater
preferenéé for films on sex. This might likely have
stemmed from their eagerness to see a demonstrgtion-of-
what théy have learnt about reproduction in biology or i
science lessons. On the contrary, the respondents with
minimum educational level showed interest in political
jssues treated in the films, The highly educated
individuals appeared to consider politics a dirty game
meant for "riff-raffs",

It is therefore plausible to say that the audience
interest makes film-going irresisﬁible to some members
of the public,. : |

'

5.145 Other Motivational Factors

It has been brought out that apart from the advertise-
ment techniques that encourage people to watch fhe filﬁs,
there are other factors. 'The film¥goers appear to value
‘entertainment most. As much as 39,20 per cent claimed to
have been to the film houses because of entertainment.

In essence, entertainment has been shown to be a blanket

term for a variety of interests, and should be radical to
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to what a film offers. The personal gfatification
derived by the members of the audience;éan be taken as !
the catalth ﬁhat spurs them to the riim houses,

However, this study has shown that the gratlficatlon
tends to vary according to individual circumstances.,
The wide range of satisfaction derived from the films
includes; provision of escape, vicarious thrills, release
from anxietj, loneliness, tension and personal troubles,
offering of Bupport reassurance, increase in self-
eateen,. and help given in social interactlon.7

The desire for a change from the routine of
television viewing is another factor that brings members
of the public to the film hoﬁ;es. At least over 15% of
the respondents attested to it. 1In other words, a
constant viewing of the television programmes may lead

to boredom since it is a living room medium. .

7?7 No wonder then that Teresa de Lauretis (1984) says
all film must offer their spectators some kind of
pleasure .... 'be it"a technical, artistic, critical
interest, or tlie kind of pleasure that goes by the
names of entertainment and escape: preferably both'

(cited in Bennett 1990:86),

Yy
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The members of the audlence can be drawn to the
fiim houses by a need for interpersonal relationship,
and for economic reasons. Our respondents affirmed
thét they went to watch films in order to mix with
friends or loved ones, This response confirms John

Ellis (1982):

The -audience of an entertainment oo .
film is very seldom composed of
isolated individuals, but rather
of couples, groups of friends and
sometimes even family éroups. Many \
pecple fee)l a profound sense of -
- Shame at watching a film alone, not
' principally during the projection,
..< Lbut at those] moments when the
house lights are up: it is possible
%o be séeﬁ:clearly by other members
of - the andience, and to see thenm
clearly.8 ‘

The film can be Seen as an agent of socilalisation as 1t
affords the members of the audience the opportunity to
interact without any hindrance. Though the number‘df the

.8 Quoted in Bennett 1990:90,

[ . {
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respondents who attended film houses for economic reasons
is ma@rginal (precisely 1.14%), their reason has a basis,
It is very expensive for a person who earns a meagre
-salary to purchage television and video sets especlally

in these austere_timeso

5.1.6 Btar System

Among‘fhe factors that motivate attendance in film
houses is the star system. As high as 57.39% of our
respondenté stated categorically that they attend fi;m
houses because of some Yortba star actors and actresses.
They supported their claimsfﬁy identifying their favoq;ita

film stars either by their proper or stage names,

Table 43: Freqﬁency Distribution of Iprﬁbé Film Btar

+ slgn indicates the proper name of a film star

FIIM STAR | TALLY MARKS FREQUENCIES
Adéripokd | / 1
Aweréd 1
Egbeji (Déram$lé+) / 1 ;
Eflntajshy -/ 1 |
Iyéd Yjévd / 1

VMo oW
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10
11
12
13
14
15
16
17
18
19

20

21
22
23
24
25
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Agbéks (Charles Olémg")

FILM STAR TALLY MARKS FREQUENCIES
Iy4 Ogogbo | / 1
Lékan Afgleyan™ / 1
iyﬁ DGad (Mrs Ogunde+) / 1
Ogtin j1nm{ - -/ 1
Omilani® / 1
Professor Peller / 4
Salé ] | / 1
Effngetin - // 2
J{mph A1fut 7/ 2
Yemi 0wéj§mi+ // 2
I, SHO | /7/ 3
Kér{ilé . N4 4
Babs 038 (Qlapaaé 0jé*) At 5
Eaa Onile-Ola (Lere Pa..un{: )| A1y 7
Bab& Wandé
(Kariml Adep{:jﬁ"’_) #}/ /N 8
‘Bello ' cr a4 2
Ori gabunmi A A/ 11
Ade Tove W A ) 12
Avija Wt Y 14
A 17
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FILM STAR TALLY MARKS FREQUENCIES

: 25‘ Fadeyi 0161"6 .- H TRy 18
27 Moses QLaiy&® gy Lol SN 18
28 AlGwed | A L L 19
29 Hubert Ogunde’ A+ HH ) 19

From the téblé, we can see that some Yoribi film itars
are more p0pu1ar than others with the film—goers. Some of
the respondents said that what an actor or an actress
stands for tends to affect his/her rating with the film-
goers. Some of- the actors or actresses stand for love,
beauty, craftlness, comic (fool), confrontation, crime,
arbitration, eloquence, myth, etc. However, it is
possible for an actor or actress to embody more than one
of these values. -For instance, both Moses Qlaiya (Baba
Sala) and Sunday Omgbglanle (Aluwéé) stand for clownery
and craftiness; Charles Olfmo (Agb&kd) stands for
confrontation and crime; 0j6 Aréwésafé¢ (Fadeyi 016rd)
embodies wicked herbalism and crime while Hubert Ogunde
(Osetura) stands for myth and arbitration. Adéyemi
Afolayan (Ade Lovej'radiateé love throughiloﬁe'songs,
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while Foléké Aliu (Origdblnmi) captivates the members
of the audience with her beauty,craftiness and cultic
power.

The foregoing shows that a great number of people
would watch a film in which the following film stars
are featured, viz., Eaé, Baba W&ndé, Bello, Orisabunmi,
Ade Love, Abija, Agb&kd, Fadsyi 016r, Moses Qlalya,
Alaweé and Hubért“Ogunde, Tﬁis.is why most Yorub# films
parade atnleast'oné_of more of these stars. This is done
to abttract ﬁhe members of the public whose favourite star
actors and actresses are featured in the Yoruba rilms.

At time;, the film producer engages the gervices
of populaf musicians, and acrobatic dancers. The
following musicians, King Sunny Ade (Sunday Adégeyé
Adéniyl), Dr (Alhejil) Sikiru Ayinde Barrister, Alhaji
Ayinlé Kollington (Ayinla K§léwolé) feature in "Qrun
Méoru”, "Ogun Ajaye" and "Mosebdlatan" films respectively.
As a way of.apbeéling to more ethnic groups, Alédwada
Movies féatu:es the Atilogwu acrobatic dancers frdm _
Eagtern Nigeria and Mela Jos from Northern Nigeria.

Recently Yorubd film producers featured precocious

infant stars (starlets) in order to attract younger
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members of the pubiic. The‘astonishing youngster is |
made to perform é feat in which the experienced adult
has failed. The success of the whiz-~kid in accomplishing
the arduous task often heighteps the ;xpectations of the
would be memﬁgrs of the asudience. For instance, Oriadé
a six year old boy in "Koto Orun" film is able to rescue
his townspeople from the clutches of the witches.

Star pérade is =a wa&lof catching the audience
attention- and possibly a means of building a receptilve

+

frame of mind. Some members of the audience are so much
attached to the ataré they cannot resist the desire éo
see.their favourite film stéfs. This audience-star
.relationship has its basis in the audlence's search for
self identification, emotional:affinity,.ability,'

idealization and idolization, and, admiration of fashion

styles.

55240 Appraisal of Audience Reception of the
Content of the Yoruba Fiim

Of all the social institutions, the family appears
to have enjoyed an overwhelming patronage from the Yorubd

film producers as reflected in the reaction of the



191

respondents. This is why a high percentage of respon-
dents claimed that the Yorubad film has seriously
critiqued the family more tﬁag any other social
institution. |

It would séem then that the members of the asudience
are tediously fed with the subject-matters that border
on family institution or that the Yorlibd film~makers are
reluctant to explére other social matters. There are two
inherent dsngers in this, viz.; thematic stagnation in
the story line, and non-responsiveness on the part of‘
the members of audience arising from their displeasure
with the films' content. - As Teresa de Lauretis (1984)
has rightly observed "for a film to work, to be effective,
it has to please" (Bennett 1990:86)., It would be proper
therefore for YorubA film-makers to focus their lenses
on octher social institutions in order to cater for (or
satisfy) the needs, interests, wants, and dominant
values of the film~goers.

The members of audience were critical about btwo
subject-matters on the screen: violence and sexuality.
Our respondents submitted that the Yoribd motion pictures

give prominence to violence in such a way that teenagers
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(whose frame of mind is tender or fickle) are glued.
to the screen. The respondents speculated that the
open depiction of violent and asmatory acts is alien
to Yoribé culture. A large percentagé of the
respon&énts‘submit that Yorﬁbé'films are capable of
influencing the individuals behaviour. The presentation
might have appeared offensive to some members of the
audience as a result of their gender, class and
occupation. Again, the audience's resentment could
have beep borne out of tﬁe different kinds of deadly
weapons often.employéd in carrying out the violent
acts. These weapons include pistols and revolvers,
varieties of rifle, assorted daggers and stiletitos,
different types of machete, butcher's cleaver, broad
axe,”rapier, a posse of sabers, an electric prodder,
a guillotine, charms, etco

. The paradox of the matter, however;is that

Audiences are at best 'fascinated'
with performances that do not fall
into thelr cultural experience,
performances that resist or deny the
usual channels of decoding

(Bennett 1990:103)
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It-is evident from the foregoing that the memﬁerS‘of
the audience bring to the film house a horizon of
cultural and i@eblogidai expectations. Eiotic or
erotic performanée i1s capable of impinging on the
_cultural assumptions of the audience end cfeaﬁé
abhorrence or excitement.

Violence occurs nearly always when something is
wrong, whether between two individuals or two countries.
Usually human aggression is caused by human passion
such éé hunger, defence, sexﬁand stress (see Kraus
1973)s Our atudy shows that the occurrence of viclent
acts in the Yoruba film is ag a reéult of a number of
human 1ustst(cf‘4°#.5)o‘ In sum human passion would :
appeér-to aggravate the violent acts in Yoriba films.
It is also possible that intention to sell emotions to
the audience has motivated the Yorubé film-makers to
produce films which show excessivehviolence9 fear,

laughter etc.

On the other hand, some respondents were indifferent

to the depiction of sexual and .violent scenes, They
night have thought that media~depicted sexuality and

violence are cépable of bromoting and encouraging
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péychological and social needs. For instance, a

member 6f the aﬁdienee may select a character as his
facsimile (which Eves 1970 calls :own_ego ideal') in the
film watched. Such a facsimile of th; character may
have hisJaggreésion suppresséd having seen hls own ego
ideél unlegshing violent treatment onrhis,frustratopg.
Thus spch scenea.teqd to provide a substitute world into
which the audignce can escape from the problems and
_tensions of life (see Eves 1920). -

One éan say therefore that Yoruba film—goers are
critical of thé content ﬁf the films which contradict
Yoruba cultural vélue;. Any film (play) that deviates
significently from the known tradition, norm or canon
is likely to generate a lot of c¢riticism from the
members of the audience., It follows, then, that, to a
large extent, the audience's experiencehhas its effect

in anslysing any literary work, the film text inclusive.

¢

5¢2.11 Agsessment of Characters' Personalities
in the Film ‘

The general trend in literary traditipn is to
identify a character by its overall function whether

as a hero (protagonist) or a villain (antagonist)
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(Ugundeji‘1988:?90)o This idea has its basis in the
existence of relationships between two or more
characters, who have conflicting inté?estso Characters
play a great role in the developmént.gf actions and -
incidgnfs. They are therefore indispensable in the
plot of the film story.

But in a traditional society, like the Toruba, a
.character's name may stem out of its social identity.
An individuel's personality is‘defined through its
gender and social role, such as husband, wife, father,
mother, child, king)'etc. (8ee Obiechina 1978:83-84),

With this at the back of cur mind, the respondents
were asked to comment cn some of the personalities |
featured in the films, especially whether these have .
fulfilled their given roles. ©Some of these characters

are: the gods,9 Baélé/@ba, husband, wife, father, mother

9 Hiersarchically, Orisa (the gods) came before every
other mortal being In Yordbd ontology; as explica-
ted in the saying below:

Kébiyés{, Aldse, Ekejl Orisa

- The king, the. commander and wielder
. of authority next to the gods.
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and child. _

We later singled out the following notable
characters: the husband, the wife, the father, the
mother and the child as the dependent’variables on the
following independent variables - sex, age, and marital
status, We sBought to know the effects of the ind;viduals'
PSP on the reception of a specific character. The
respondents were to ascertain the extent of role
fulfilment by each specific charactef.

As'regards the sex vériable, more female respondents.
saw the husband and the father as failures in their roles,
while the male respondents mailntained that both the wife
and the mother in the films watched by them were faillures
in their role playing. With regard to the character
of the child, the male respondents condemned its
personality trait in larger numbers than the female
ones. It would-appear that each group of respondents
uﬂder sex variable tends to be chauvinistic in the
Jjudgement of their facsimile. _

- The marital varisble showed that the unmarried
respondénts seemed to see the husband, the father, the

wife, the mother and the child in a better perspective
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than do their married counterparts. The unmarried
respondents properly lack practical exposure to marital
experiencej while the married ones have the practical
experiences. This may likely accouné for the differences
in their perception of the husband, wife, mother and
chiild characters.

Using the age variable, we are able to find out
_ that childpen and teenagers among our respondents wére
more impresseq,with the character trait exhibited by the
child in Yoruaba films.thanﬂwére the other age groups. .
They claimed that the child has played his/her role ‘
well in the Yorub4 films seen by them, On the contrary
age, groups 19~2A years, and 31 years and above showed
their disenchantmentjwith the child's behaviour. The
age group of 25-30 years expressed its displeasure about
the inability of the child to fulfil his/her role.

The chil'aren who were in the age group of 6-12
yYears considered the father as a failure in his role
~fulfilment. This revelation is striking in the sense
that it is at variance with their views about the
character of the husband and the wife. They also thought

that the mother has not also played‘he: role successfully.
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The high-handedness of some parents in disciplining
their childreﬁ may likely account for the response of
thesepqhildfenu Howeﬁer, the father's character is.
seen in s more favourable light than the mother's by
the age‘groub in the sample size. The respondents
Within the age group of 13 to 18 years saw the wife in
better light, but they had contrary views aﬁout the
husband's role in Yoruba films; They considered the
husband as a villain. ' -

As for the mature age groups, who would have known
about the roles a husband is expected to play, they'also
attested to the fallure of the husband in discharging
hisg ddties. The hiéher the age of the respondents,
the less favourable their response to the character of
the husband becomes., For inéfance, the following age
groups: 19-24 years, 25~30 years, and 31 years and .
above attested to the fallibility of the husband. With
their expérience of life, the mature respondents are
capable of giving a fair picture of the husbagd';
charsacter,

| From this discuésion one can infer that many-of»‘

the respondents seemed to be empathic in their judgement;
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as such, iV is possiblé for us to see elements of
subjecéivity in their assessment of the film
personalities. This confirms the literary exiom that
literatﬁ?e (ér in our instancé; film)‘is a reflection
ofupeople, in which we are able to see human problems
that touch us also (Bleich 1978: 7). 1In essence, the
independent variables, namely, sex, marital status and
age, have their effects on each individusal's percebtion

of a given character.

5:2+.2 Respondents' Attitudes to Characters'
.Names Recalled '

In YorubA society a name shows the identity of an
individual, both of the donor and of the bearer. And
this is why a name is taken to be a personal identity
since 'the name is the man and the man is the name'
(Obiechina 1975:82). The two are inseparable.

Aﬁart from using personal social identity, an
individual.may bé ideptified by christening name
(orfiko dbisg), title name or role name (ortko oyé/ipd)
and praise name/nickname (oriki/inagijg)oy As evident

in the Yorub& films watched by oufr respondents, many of
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the characters in such films are given christening
(birth name),- title, social status role, praise-name
or sobriquet,

We then sought from the respondénts if they could
recollect one or two of the names of.the characters in
the Yoruba films seen by them. A number of our |
respondents were able to recall the names of the dramatis
personae. Furthermore they were asked to mention any
funny name they éopld remember in the filmé ﬁatchgd by
them.

Qur study reveals that some of the respondents‘
were unable to differentiate between the actors'/
actresses' proper names and stage/role names, Thisg is
why we discover a mix~up in the audience response. A
number‘of the Yorlibéd actors and actress are generally
venerated by their casting names/roles} with this
practice such actors and actresses become stock
characterg since they bear these same venerated names
in different Yoriba films. Examples of such actors and
actresses are Agbako (Charles Oldmg), Fadéy{ 016réd (0jd
Ajisafe), Lamidl Sénni Babs S&ié (Moses Qléiyé.Adéjﬁmé),

Bello (Adéb&yd Saldmi), Alawéé or Phpl Liwéé (Sunday
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Qméb§14418), Babs WAndé (Kareem AdEpdjd), Bd4 (Lére
Paind), Origébﬁnmi (Foléké Aliu); Iyfa S3ld (Adiké
Géorge) and é«ﬁost of othe:s. Some of these étérs, even
when they take up new names in new prbductions,‘still'”'
‘have their former ﬁnd famous roles and characterization
latched on to them. - ' -

Over 5%% of our respondents affirmed that they were
able to recall funny names given to some of the characters,
while the- remaining 46% of the total sample were unable
to remember such names,

The list of funny names supplied by'the resPQndénts
falls under‘sdbriqﬁét, théugh a few of the funny names
supplied by the reapbndenté‘wouia appear not to be funny
if critically examined, It*iﬁ a matter of individual
_opinion. Funny names remembered by the subjects include
Terror, Agbakd, Fddéyi 01dré (018ré Babd), Ij@ngb@n; pélﬁrﬁ;
Ori{-ejé; Kannakdnnd; Anfkérd, Ségbejl 018dgin-ika, Firi-
f-di1f-3ké, Awqf§lé, Amdbo, KAriilé, Adérindin, *Ikﬁ,ngu,'
Owg-o—tori,Lﬁr&n—ﬁn—gbékun, Térdmogbé Drébe—Kﬁmq, Aldwed,

- -

safidna,
An examination of the list of names of the film

characters supplied by the subjects shows that the Yorubd
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film-makers adopt seven methods of naming their
characters, viz., christenihg name'(orukq-abiaq) -
SGff4ny, Fédéy{, Jacob, Qmolokun, D&intd, Bello, LatSosa;
chieftaincy title (ormikg Oye) - 018yé Ajere, Aword, lyd
Aldkdra, Agba Erd, Erdbinrin, Taxi Driver; Praise name
(or{fki - 01Ggbdn Agbé; sobriquet (inagije) - Agbako,
Abija;yérﬁ—ﬁirbkﬁﬁ, Kériilé, Idéngbéﬁ, ori-ejé, Terror,
Orébé-Kimd ,* Oyfbdy{, 018ré. Bab&, DAlérd, Kennakinni,

y4 Dﬁda,:ﬁkéé,.Alﬁwéé, Qwg=d-téri, Toérémogbé, Amgbg,
Adérindin,; Lérin-én-gbékin, Bad Madam, Awof&1éboni,
s@gbéji“bléé@ﬁ&kﬁ. Anikdrd, £d& onfle Qid, orfadé-kii-
,gﬁé,”Seven-éeveni personal social identity stemming out
of : kinshlp/kithship relationshig(orﬁkg Onibéétan) -

- Babaa Wande, Iyawé Qba, Qmg. Tyd Al4ré; Supernatural
charactprs (Emiréiri) - Ikd, Ajé, Esu.

These méthods of.naming the film characters are
fashioned along Fagunwa's tradition, at least to a
certain extent (Bamgboge 1974: 77-80). Unlike in written
literature, for. instance, a play where the playwrlght
has the opportunity of glving a detailed description of
the characters through the stage direction, tbe film'

producer has to selecf characters that aptly fit the

g
AT
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story and thé scenery, and also adequately correspond
with the incidents in the film. Furthermore the btime
limit in film production does not give the film producer
enough time to develop his characters fully. To imprint
the film story in the minds (or memory) of the film-
goers, the film~producer resorts to these styles of
naming.‘ The purpose is for easy recalling of sone
aspects of the incidents in the film especially when we
consider the sobriquets that oftemn thrill.

As shown in the respondents' list, the Yorubd
film~makers have more human characters than supérH
human ones., This means that the Yordbd film-makers
recognise“the“existence of two worlds: the real world
and the metaphysical world. But these film-makers
usually éentre their story on human characters who may
willingly or forcibly look for metaphysical assistance
in order to satisfy any buman lust.

As the list has shown, few of these characters are
portrayed as vicious criminals in many of the Yorubd
films. Examples of such stereo-typed characters for
criminal acts include Agbékd (Charles 0ldmg), Ojigi
(Jia¢ Kosdkd), Fhady! 018rd (0jé Ajisaré), Ewdjdkdd
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(Adeniyl Orérd), Seebdjl 018dgin ~ Ikd (Ddrem§ld). This
idea of sfigmatizing a character as bad or vicious |

is better than portraying a particular race or ethnic
groﬁp as being vicious (see Mgbejume 1988). However,

we need to make it clear that & character's name and the
role played by such a character are inseparable. The
two are complementary. Though it is possible for the
character's name to evoke or stimulate the interest of
the audience in the subject-matter of the f£ilm, the
charascter's name may not be able to sum the character's

4

role in its totality.

5.2.3 ... On Response to Vulgar or OCbscene Words

-

Qur study reveals that some of the respondents
considered scenes where violent attack is visibly
displayed as obscene, In other words, some shots
(imagés) in Yorubad films were regarded as language.
This falls in line with the screen grammar (filmic
language) which relies heavily on shots (cf 2,%.2),

For instance, a few respondents éonsidered scenes
where magic and incantations are excessively displayed

as obscene, ‘Though they could not give a concrete
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instance of such incantations, however, a few of them
cited a specific‘écene in "Qmg Orukan" where Awqf¢lébond
[Edé] uégs dfgse to curse and cast & spell on his friend's
childreﬁ. Thfough the ﬁagic formulas sbme characters in
Yorubd films often try to control both the natural and
the"subernatﬁral worlds and subject them to their will,
In the rendition of gf¢/dgeds, the character frequently
invokes malefic Spirits by “the excessive use of their
primordial secfét'némes which are often .dreadful qu_‘
ferocious (sée Qlafuﬁji 1984:139~167). The respondents’
Judgement that magic scenes and ofd/dgedé are obscene
might have stemmed from the malefic 13u£~p'ases for which
the film characters frequently employ incantatioﬁs.

4 crltical examination of the utterances considered
indecent however, shows that the respondents' Jjudgement
has, perhaps, been guided by Yoribd sociology and
philosophy (etbics/beliefs). " Though the grouping
may overlab; the two theories seem to be the predicators.

The utterances considered obscene along philosophical

axis include:
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Ard 4 pa bata .

Y

A pa jawajawa eti ré

ol

0léwékun ni 6 pa ¢

Lightning shall crush bata drum
And shall crush i1ts tintinnabula -

Olawekun shall surely kill you

Aré is the metonymical name for $angd, the Yoruba god of
thunder. .His drum is bata, which his devotees use in
worship. The uttersnce shows that violence 1s one of
Sangd's attributes. To put a final seal on the distaste-
ful utterance, Oliwékun, another Yoruba god is invited

to come and strike. The curse 'Oliwékin ni 6 pa §'
appeared not to go down well with the respondents. If

in his rsge Pangd could crush his favourite drum used

in placating him, he would not-hesitate to crush anybody.
This can explasin the position of the respondents.

"It 1s also possible to sbuse or curse someone in g

subtle manner.

- Abi o ya ni?
0o ti 1 sa 107
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Or are you crazy?
You have mot vamoosed?

i

' This examplelcite& by one of-;ur resPOPdents is employed

" to attqu‘a.weék.qharégter, the euphemism 'Abf{ o ya& ﬁi?'
notwithétandiﬁg;-aiﬁ:ﬁorﬁbé soclety nobody wants to be
addressgsed as a,mgd'personl Anothpr féspondent cited:

an utterance conyaining the word 'mad’:
Tabi weré ni eléyii? N\ ' :
"E 18 e kird ladrin yin
Is this one mad?
GChase him out of your company
The Yoruba abhor the word wéré in its totality, hence, . .
they ofteﬁ péy:\ :
Y66 séﬁ;'ké ni{ san
Kéba Oké ma ya wd ni wére
_Whether it would be cured or
" not - -
May the heavenly king not make us mad

No matter how highly pladqd,a person may be in Yoruba .
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soclety, Once ﬁevhes had'a mental disorder, his viows
would no longer be respected; The Yoruba therefore
conslder 1t obscene/vulgar to call someone a mad
person.: Both Yoruba sociology and ethics seem to |

dictate this response.

In Yoruba society, 1t 1s both socially and morally

wrong to kill? This 1s why a few of the respondents
showed resentment at.some horrﬁfic expressions which
were. eventually matched with action by the characters
in the films. Three of such horrific expregsions are:

\

1) Gé &m§Jr§‘f§p mi [wgn pa 036]

' Slice his oesophagus [They murdered 0361
for me

11) Maa §iné fin I

I will fire you (with a gun)

111) Maa ae k'6rd. ¢ giré kird lﬁrﬁn é o

' I'll make your head play away from
your neck

The respondents surely had at the back of their minds'

that these expressions are among the favourite slangs

e
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of ruffians. 4
The utterénces conslidered obscene along sociological
ax1s include abusive words, insults on highly placed .
1ndividual§, and erotic words,  For instance, the
respondents point to the use of mlld abusive words
. which include oiosi (pauper); and Omd ale (bastard).

But when someone -in the Yoruba community is poised for |
a showdown with another’ person, to show his adept

.knowledgewof‘abqsive words, he would draw comparisons.

Cur respondento:oited the following examples:
1) 016ri péteki bl alé Amiaa -
F’latthagied. ,l:!ke Amuda-"s concubine
11) Geaegege bii gada Lafgnwa

WObbly 11ke Lafenwa bridge

imﬁvﬁﬂ» In .the first.utterance} two animate beingé‘are
compared, but - in. the second utteranoe the obaect of the
abuse 1is compared t0o an 1nan1mate ohJect.
However, a; few of the reapondents also considered
some utterances distaateful when such utteranoes are

?Qdirected to a highlylplaced person 11ke an o6ba. For
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instance, some respondents considered the expreésion

below indecent:

Lésiké;@ba ni 1rﬁk¥$ﬁ woll
It 1s during the ¢ba's reign that
unsavoury things came to the town

.

.In Yoruba societj; the person of the king was considered
sacred. He was ranked next to the deities. One of his ~

nany appellationswconfirms,thia:

Oba alage ékegl Orlsa

The king, the commander and wielder
of authority after the Origa

ey

g

At times he was:é;én called Qgigé in his own right
(Fadipé 19?0:2057206). The éudiénce's response may be
traced to thé Yoiiba attitud; to the institution of
Qbaship. .I . |

The ?equpdents considered utterances bordering
.on eroticism 1ndeppn£}»-80ﬁe of the respondents cited

the following words as obscene aséwd, 616;a and 8ddkG.

The thee words have the same meaning, that is "prostitute".
An individual who is highl& promiscuous 1s regarded as
an agewd (whore), 6d§k§ (£f1irt) while the term [AHE]

- TS

ey
AR
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(tart) 18 exclusively reserved for a promiscuous female

who gets paid for her services. Other examples of

erotic utterances given by our respondente include:

1) Mo £& misu ‘e

* I went .to eat your yam

11) Mo £¢ bd & sun

1 want to sleep with you

111) Etf 1'6 a1 tihin ¢ 42
Ind pltil

tbadl ré 1'6 wi mi

- Only her ears are blbcked, the other
thingﬁis not blocked

Active;y alert

I cherish her walst

'More often than not, a lot of the members of the sudience
are thrilled and excited with these‘erotic utterances.
Perhaps such erotic utteranées often steam off the
emotion oflthe members of the‘audiencel Any issue

relating to sex 1is usuqlly dilscussed in secret, since

kY]
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1t is considered a private matter.

Ou; respondents thought that the inclusion of
obscene utterances in Yorubad films is inimical to the
development of the soclety. It would appear, however,
that these obscene utterances serve some useful
purposes, Obscené utterances by characters have helped
in the definition of the film characters. This study
reveals that there are some soclal constralints in the
use of obscene words. However, 1n some traditional
festivals, like the Okeébadan in the city of lbadan,
there is time set aside for free use of words that have
genital‘or coltal references; the film industry also
appearé to provide such a rafe freedom of expression.
Apart from the release and freedom from soclal
constralnts, the incluslon of obscene words may likely

provide entertainment for the asudience.

5.2.4 ... On Identification Through Dialect.
Language and Identity

People are often classified by their language énd
gub~classes (dialecfs) within that language. " Within the

Yoruba language we have sub-groups which constitute
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dialect areasQAbi@dun Adetugbo (1982) hhs identified
three major dialect aress among.the Yorﬁbﬁ of the old
Western Nigeria, viz., Northwest Yoruba (NWY), South-
east Yoriba (SEY) and Central Yoruba (CY). .

Linguistic variation, which is predéﬁinahtly
realised in phonoiogy and vocabulary, has its basis in
geographlcal dispersion. Though the pronunciaéion of
the speakers may greatly differ, to‘a large extent they
tend to follow the grammatical rules of the standard
Yoruba (St). |

In the NWY areas the respondents identifled the
following sub~dialect groups - Qyo, Ekdé and Bgba, while
in the SEY areas, the respondegts recognicsed that some
chgracters employ ia?b& dialect. Some other characters
use 1jésd and Ekitl dialects which come under the CY
areas. As revealed in our investigation, we still have
smaller sﬁb-dialect groups. For 1n§tance, und er byﬁ
dialect-group we still have variations in accent;

hence, some of our respondents took lbidan, Ogbémdsd

and Ogogbo as other dialect-groupa.lo

10 In a strict sense these small sub-groups ought and
should be under 0yd dialect as they share -common
ethnogrsphic features.
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From our own personal observation the varleties
in the Yorﬁbé_language often occur as a result of the

substitution of one sound for another (like u for 1);

elision or addition of a certain linguistic sound: to

a lexical item. Some diamlect—groups within a language

© group may substitute a lexical 1tem with a new

(different) lexical item. As 111ustrated in Adetugbo
(1982:80), 'All' means gbogbo in NWY areas, dede in SEY;

and gede or kete in CY areas.

Such deviations from the koine often evoke laughter

.~ from the members of the audience. Hence over 49% of the

respondents thought that dialects apoken by wvarious

characters 1n'¥9;ﬁbérf11msfmake the film interesting

. and humorous. Bub 4% of the respondents stated that

linguistic veriation mékés the films dull and drab;
while‘alhost ?% of the sample claimed that the inclusion
of the‘charactérs drawn f;om verious dialect groupé
adds meaning to the filmié story.

Educational and soclal status also brings about

Variation in speech as attested to by our subjgecta.

The Rk example cited by them would readily come to mind.

v
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.

Yoruba Eko'

¢

Si ba,mi wh ikén nind awon
~ sis{ yin?
Standard Yoruba: |
| E 6 sl ba mi wa Okan nind awgn
gmpbinrin yin?
English: _ | |
| Why not get me one of these your girls? ’
In s%an&ard Yoruba [SY] 's' [o] would have been .the
initial vowel ingtead of 'i' [1] regularly émployed 1n
mYoruba Eko.r With the Western influence 1t is not a
surprise torget Epglish loan words in Yorubé Ekb.
ﬂ This is why' we have 8isf (sissy) instead of
omobinrin or pmoge in BY.
Other examples drawn from other dialect areas
are:
1) Beitd B8Y English
Jérun Jéun . - eat
11) Exitl, Izésa (OY)
I33bu, Ondo (SEY)  SY English
- ugu -~ .- 18u T yam '
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111) 1¢sa (OY): On{ dandan ni ma gbod mi
_8Y: Lonii yif ni maa gbowd mi

English It is today that I shall collect
‘my money-. '

In"thpllexical item ‘ugu', {1] 18 the usual;in1§1&1
' vowéli 1in SY or NWY'inateéd of sound ,[ul] which
.regularly features in CI and SEI. .
'In some dialects some wesk consonants which would

have: appeared in 8Y may be-elided 11

The Iagga example
cited by our respondenﬁs 1llustrates this: gbowd .in
'8Y becomes” g;éé in 1jesa dielect where the congonant
[w] has been elided. |

In'someprrﬁbé'digleéfs, a few phonological sounds
are added to some SY lexical items which make the

" 'lexemes sound absurd.or‘fuﬁﬁy to other Yoruba speakers.

. The RBkiti dialect in the OY areas cited by the
_ respondents shows that rether than say Jéu (eat)

11 For further readinge see: Abimbola, W and Oyélarsn
.0 0 (1975), "Consonant Elision in Yoruba", African
Language Studies, XVI, pp 56-60; Algo see BamgBoﬁe,
Ayo tf@gﬁj E%EOl ati Girama Yoruba, UPL
PP ?1-74; Ow Iyinie tupglé pas

~ Yoruba_ (1) Fonetllkl atli’ Fonoloai Onibon-~Uje,
PP - 88- _ . . Co




with the=utﬁerances‘could have been another reason. From
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which is accepted SY lexeme, the Ekiti, like almost
all the sub-dialect groués in the CY areas, will add
consonant [r] to form the word jerun. The meaning ‘that
may readily come to'the minds of non-sﬁeakers of the CY
and SEf is Jerqp,(Jé+itun) eat 'hair', The phonological
sounds in”dialect; offen arouse in non-speakers of such
dialects humour and laﬁghter. This ié.why some of our
sﬁbdects'claimed that the inclusion of dialects in
Yoribd films makes the filmic sfory pleasurable.

&

5.,2.5 s++. On Reception.of Foreign Words

Oniy the literate subjects were able to recall

foreign words employed by thé characters in Yoribd films;

and one striking fact is that more student—regpandents

. were sble to recall such words than other occupational

groups, ,

Nearly all the loan words recalled are borrowed
wholesale, and they are generallj simple :words and
pﬁrases. Though the exposure of the respondents to

western ediication could have influenced their'ability

to recall some of the loaned words, the events associated
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the exaﬁples given, we also observed that some of the
characters in the films ‘often codemsw1tch from Yorubé
to foreign expressions., We further observed that these
foreign expressions are aSaociated with certain contexts,
viz; greeting, -commerce, soclal ceremonies like marriage,
law, and command. '

The loaned expressions which are borrowed whole-
sale lnclude "I'm:sorry sir," "Don't worry"; "Please,
come in"; "Thanﬁs, bye"; "oh yes_ congratulation"
"objection, my Lord"; ifor better for worse"; "contraet"
fwin'; "The boa%?; icome onl" "Hands up"; "Get back™,

"I will ki1l heri® - - )
_ _The code—mixing iﬁ@ ﬁdes: Area fadd; Oh welcome -
dear, ka&bq olélﬁfe mi; Dan fool r¢l (You demned fooll)

Perhaps, some otherwthings that could have

imprinted thése loan words in the respondents memory

,“rﬂﬁare the code-mixing, the mispronunciation and the new
paradigm given. For instance, with regard to the
utterance 'area fad&‘; the three things could have aided
its recall, The film chaxadter misproqouﬁces it, since

the word 1s 'ear-loasned' (see Balami 1982:125~127):

‘ -
- i
e
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ares fadad
English speliing: father
English pronuncieation: (fa:gs]

It bhas also been given a new paradigm. Though 'area
father' is not a good English expression, it is a common
| expression in Yorubd. In the Yoribd community, anybody
that is of the same age group with one's blological
father is referred to as 'father' (Fadipg 1970:125-126)..

5.3.5 Perception of Slangs or Jargons .

Ourirespondents ocbserved that the chéracters in
YorubA films employ some words which are peculiar to
some classes or professions. These words are known as
jergons, slangs, or cant. It may be a one-word |
expression or more which a character is fond of using.
Such cant may retain its usual meaning,. but more often
than not, it may take a new meaning.

A few respondents considered prailse-names to be

slang. For instance,Ta respondent cited:
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Rdfsa babd, gko Emiii;g
Adisa - Addis Ababa
2a{sa vaba, husband of Emily
~haisd - Addis Ababa

Some listed the following expressions as used by
the characters in Yordib4 films as slangs; they even
went further to supply the meanings of the slangs.

12° Adisa is a character that features prominently:
in Aldwadd films. His wife is Emily. Babda
Sald, the.lead character in Aldwddd films,
frequently hails Adisd witb the above praise-
name, e , .

E
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‘Original meaning

14

-the word.

'bury . R

The word 'fashie' (a popular slang among the students),

Slang Supplied Meaning
i bdbd bad name, guy & I
i1 Qug-£14 “bad people wonderful child or
CE great child '
1ii. Ma& pand i :
slgh 16j0 e putting off I will .quench the
e ‘cigarreéette light on cigarrette 1light ‘on
one's face ' your face.:
iv Parf & kili bim Finish (it)
v bériéil5," forget it 27
vi fashies? disappear 27
- vii gind o away fire on or move "
. ' away
viii Perch wait a minute- settle or alight
i% oOluwg, opé imbecile or dunce imbecile or dunce
T Opé: novice in an
- arg
Oldwg: sacrificial
“animal or victim,
or uninitiated
being e
13 lt is not unlikely that. 'bérié' is a corrupt form of B

whose origin is unknown, is often employed When a
speaker does not want the physical presence of the
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T~Supplied*meanihg

Original meaning

x A Bgdfgégbd-
> - yénai”

xi Jéufld £ Je
lori ¢

r:Havefyou taken
,hemp._;y -

il

LZSomething wrong
fwwith you‘ﬂ,.

Have you taken
excess of hemp? or
Are you under the

-influence‘of

Indian hemp.

ATe you inssne or

" crazy?

M

il
SRS
neither English no

Toe' y i 3
R -,

-m -1-’"

~)ncertain, an example of. such word is 'bqbé' which is

.Yorub& «unt it is used for the male

ggndgr. A proper noun could'_ake an entirely different

meahing. For inatance, quila is a Muslim name for a female

but it has been given a corrupt paradigm.

synonymous ‘with insanity. Wﬁ*"”b‘

- In the course of our investigation we found that aargonl5 .

It 18 now

'is_much more pequliar to the rabble and the vagabond. Even

T

o

' hearer, The word that can . suggest its meaning is
A 'evanesce' (fade .out: of sight, or disappear).

15 However, technical tergs can be’ regarded by others..as

dargons.

4if
LR

i
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B,

yhe Yorﬁbé films effectivély portray this on the scieen
fby putfipg theidargon‘in:the mouth of characters who
arefe¢ther gangsters or‘raécals. The. foregoing shows
‘thét yoythglﬁend'to‘have aﬁclearer‘hnderstanding of
* the £ilmic language than the adults because it 1s in
. 11neﬁwith fheryauﬁﬁs' "thinking". These Jargons
.commﬁﬁicate through ﬁiﬁtiﬁgwandfgmbiguity a:common

'phencmenon among youths (Worth 1965:34),

- . : iie ,

- L e



CHAPTER SIX

YORUBA FILM INDUSTRY: MANAGEMENT AND OPERATIONS

6,0 Introduction

Hére, attention is focused on thg.Ybrﬁbé £film
market and its opefat}ons. We try.to find out how
much it costs a film-goer to watch the Yoriba film
- and the operational methods usually adopted by both
"the film producers and the ciﬁema manegements in

advertising the Yorubd film,

6.1.0 Gate Fee . ”
It is our assumption tpat the gate fee will have
its béaring-on.tﬂe éudience}s}turn-out. The gate fee
Ican‘have either}positive,or'négative effects on the
response of-the:audience; since the economic status
of each memBer of the audience is bound te vary, |
Exorbitant fees are:often charged when a new film by
well kgown artistes ig to be eihibited,nor when there
are reserved séata igjthe cinema hall. At times, the
hike in gate fee appe;rg to be‘a way of raising the |
expectations of the audience.

As high as almost 31% and.almost 29% of the total
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sample deciared‘that they had paid as much as ’5.00

and N?‘respeptiéely to wétchna film, However, 25%

of the samplé claimed to have paid W10.00 while andther
2.27% indlcated that they have paid as much as N15.00
or N20 00 or even N25.00 to watch ‘a f£ilm,

We were able to find out at the time of this
study that lesser amount is usually taken from students
Sin primary and secondary s8chools especially when a film
is shOWn in school premises., Children are however
sometimes chafgéd lesser amount than adults in some of
the cinema housés. The gate fee to be charged is often
subaect to the discretion of the film promoters and
producers.

Some~of the film—ggers often had the rare
opportunity of watching the films without paying the
'gatg fee. 4As our investigation has reqealed,ﬁsuch
people-.could be workers in the film houses, film
péomoters of tax officials repregeﬁting the interest
of tlie government, Q;ose—fr{bnds br~reiétions of the
film pfbmotgrs and prﬁduders{could also bé invited to
the cinema hall without payiﬂg gate fees. About 3% of
.our respondents claimed %o haye‘watched the films without
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payingiany gate fee,

6.1-1 Gate Taking‘;

This study bas shown bthat film—gsing appears more
or less to be a middle class culture. On the average,
it costs N7.00 or:ﬁore to watch a'Yordbé film,., The
gate fee appears to fluctuate daily so that a wdrke?
who ‘earns a meagre salary could find it difficult to
affordE It could boqt-betwegn N15.00 and ¥25.00 to
watch a Yoribd film for at féstival'periods a Staggé?ing
gate fee of N50.00 or ¥100.00 is charged.

It-wouldzhppéaf that'thélexorbitant gate fee often
caused the low attendance in the cinema houses. We
‘were reliaﬁly informed that the cost of film production
was reéﬁonéible for it; &and By the time other expenses
wé:e added, the overhead cost would hafe increased
astrondﬁiqally. This is why the producer usually . -
prefers Joinf promotion in order to minimize his
financial outlsy. . _

Jéint promotion could b;?tripartite,.or bilateral.
The tripartite production would involve the film

producer, the management of electronic media, and the
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hall owner (the cinema houses). The electronic media
would .see to the advertisement of the film on radio or
television. The cinema house‘would see to the sale of
ticketé and the provision of a’hall,zseats, and

possibly a standby generator. On his own part, the
film producer would éupply the film-reels and projectors,
tickeés, and the posters of the film, .The three pafties
~would then agree on the sharing fgrmula to be adoﬁted
after %he»government tax of 17% of the gross sales

must have been paid.u For instance, the Cultural Centre
owned by the Qy6 State Government and run by the Qyéj
State Council“f?r Arts and Culture adopﬁs the sharing

formula below:
Film producer:  55%
Council: 25%
BCOS (Radio and Television): 20%

But a different sharing formula is often adopted by
privately owned film houses, At K S Motel and Odeon
Cinema house, for instance, the sharing formulas appear

as shown below:
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K S Mogcl Odeon Cinema
Film producar . 50% f ! 50%
Hall rentage - 30% o 20w
Electronic Media ‘o0 30%

Yorub4 film producers seem to prefer tripartite
proﬁotion. . . : '

On the other hand, bilateral promotion only involves
the fllm producer and the cinema management. Here, the
film producer would pay for the advertisement by the
electronic media. Aftep the government tax, the film
producer would dedu¢t the money spent on advertisement
before takings are shared according to the formula
égreed‘uPon by the two parties. Our investigation
'?evealca that popular film producers who are sure of
success at the box office often engage in bi-lateral

'promotion.l

6.2.0. Media of Publicity
; We assumed that the film audiences were drawn to

the cinema houses through the various media of publicity

1 Examples of such film producers include- Ogunde,
Ade Love, and Awada Keriqui

= . [



229 |

-'at the disposal of-the theatre practitioners. We
therefore sought to know through which of tge media
the respondents were able to know about the film shows.

It was clear.fn our study that it was through the
electronic média (radio and televisién) that the film
audiences knew about the showg. This is borne out of
" the fact that the. populace in the urban area of the
cduntf} has easy acceSS‘fo the electroﬁic media. The
totél'bercentage of the respondents who claimed to have
heard about the film showsnthrough electronic media
‘adverﬁisement is 57.95% of the sample, -As much as "
23.86% of tﬁe totaIréample also declared to have known
about the film shows through the print media.

However, some of the respondeﬁfs were dpportuned
to have known abott the f£ilm shows; through more than
one medium. For instance, 10.23% of our total sample
claimed to have heard about the film through the print
and electronic }xzec:_tia together, while 0..57% knew about,

the film through interpersonal and electronic media., A

small number of our respondents réported that they heard

about the film exhibition through.tbe word of mouth
(interpersonal médium) and they amount to 3.41% of the

i
i
3 v
e
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i

Asaﬁple. Only 1.14% claimed to.bave known about the

films through' premieres,

6.2.1 Publicity Through Print Media

Usually the film producer Segins the print advertise-
ment of his film at least one week before the showing of
the filn to the public. The film producer posts f£ilm
posters:on walls, refuse cans, electricity poles and
other flat-faced objects. These posters are normally
displayeéd in conspicuous places, \

Wity regard to the designs on the posters, propa-
ganda techniques are employed so as to attract the
attention of the public. Geﬁebally the poster design
consists of two vital aspects:?fhe graphic and the
calligraphic.

The graphic aspect places emphasis on pictorial
arrangement im a way that both‘lite;ateiand non-literate
passers—by woﬁld be able to decipher the message. The
gfaphic,@esign may show a cluster of star artistes on
the postér. This is done mainly to cater for the i
individual interest of the public. The graphic design

lmay show an excerpt where the costume designs of the

H
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actors are gorgeously embroi@ered in line wiﬁh the
fashioa‘in vogue. At times, “the graphic display may
show an actor.in a new role'antirely-qifferpnt from

2 But ‘on another occasion, wild

his or:her‘stock—fgle{
.and deadly animals;and reptilés may be displayed on the
poster,. These animals includa the lion, the hyena, and
the python. " Some parts of the human body are shown'inl
the graphic design such as-theﬁhead, lega, or the heart.>
A violent -scene -from the film is often featured in
.graphlc représentation to provide anxiety as well as ‘
pleasure. In sum, some captivatlng scenes in the film
are usually ampllfied in graphic design s0 as to arouse
the curiosity of the passer-by. '

The calligraphic aspect dwells on lettering that
further enhances the graphic d951gn by prov1ding

additional information which 1ncludes the title of the

2 For instance aAblja who is popular throubh his stock
role as a powerful magical man, is at another time
in a film titled, "Owg 14", dressed in police uniform,
And the calligraphic esign indicates

"For the first time Abija in police uniform"

3 %he poster on a film titled "Eri Qkén" exemplifles
hia. , .
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film; the gate fee, the venue of the show, and the time
. of the show, ' The name of the film producer is also -
included on the poster. Apart from perspective which
is often brought into calligraphy, thelnames of the
- actors ;re usﬁally listed on Ehe poster. This is done to
tell the'woulﬁ-be audience the actors and actresses
that are to be seen in the film. In short, the -
calligraphicnlistiné of the‘name% of actors/actresses.
~lend credence to thewgraphic repfesentation.

There are two types of -poster de51gn from which
the Yorubé film producer makes- his choice- the mono-—
colour and the multi-colour posters. The up—and coming
or the not-too-sucﬁessful £ilﬁ producers prefer mono-— 0
colour posters for economic réasons. It is simple and |
less expensive to produce than the multi-colour one,.
The multi~-colour poster affords the film producer the
opportunity to present interesting scenes in colour;
colour gradation.is also used in lettering from dark,
to lighﬁ,. As revealed in our oral interviews with some
of the fespondentsi the multi=-colour poster tends to

appeal more to members bf public than the mono-colour

poster.
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As earlier said,‘only 23.86% of our respondents
claimed to- have heard ebout the films watched by them
. through,the print media. It would then appear from
the foregoing that only a few people pay attention to
the film postere; .ihie must have been the reason why
the film producer or pnomoter employs the electronic“
media to. promote his film. The print and the electronic

media would seem to complement each othero

6.2.2 Publicity Through Electronii'c Media

The electronic media usually begin to air the ot
advertisement- of the film listeners and viewere two
days before the firet show. At times, film producere
involve both radio and television houees 'in their promotiono
Qenerelly, the advertisement on the electronic media is
~ short, being either a‘one-minute or less than one-minute. Two
reasons seen to account for the brevity of the advertisement
in the electronic media. First, the electronic media charge
high rates for an advertisement elot. thouén it varies
.from one media houee to another, ' Secend, the attitude

and mobility of the listenere and viewere would appear
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not to favour é loﬁg aﬁd borinémadvertisement.
The advertisement rendition in the electronic
medie caﬁ be i@ prosaic or poetié.-form._The.prosaic form is
‘often read by the continuity anﬁouncer bn'duty,'while
.the services‘of a rhapsodist or an elocutionist is
engaged for the poetic renditicon of the édvertisement.
An éxample of the prose rendition will follow the

pattern below:

| Isfi parada, 8 diyén; &gbado parada

§ ddgl. Pda titun Awé;éﬁ sinnim§ n
“018kiki ni ..,.e..... Bd2 titun

dwordn sinnim$ olékik{ nni QRUN MOORU

ni'a o ge éfihén'réhgi gb¢ngén sinnimd

Babda S414 t6 wa ni Agbowd Shopping

Complex 18nif{ Sunday 5ér¢ l8ago méjilé,

méta ati méfa irgld. .E wi gbddin King

Sunny Adé, Ajiméjdgdn ati K4rfilé nind
lBinnimé QRUN MOORU. N&frd méwad lowS

iwdran.

" The yam turns, it becomes pounded yam;
the maize turns, it becomes ground
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maize. The new version of the
popular cinema film ..... The

new version of that popular '
cinema film QRUN MOORU, will be
shown at the Bibia Sdli's Cinema
Hall, located at Agbowé Shopping
Complek, today Sunday, beginning
from 12 o'clock, 3 o'clock and

6 o'clock in the evening. Come

and enjoy King Sunny Ade, Ajimdjasdn,
and K4rfi1é in QRUN MOORU film. The
gate fee is ten naira.

Anﬂundue paﬁsé,was obvious in this prose advertide-
ment reﬁdered by the continuity announcer on duty on the
5th of &gnuary 1992 at the-BCOS. This undue pause,
possibl§ emanating from poor réading skills iq Yorub4,
may put .some would~be film audience off, while some may
decide not to listen to the advertisement at all. With
this ét the back of the mind of the film producer, he
would not mind if it would ¢cost him more money to hire
the services of'a.nhpsbdﬁgt;-Thé.voice of such a
rhetorician is then recorded 6ﬁ a cassefte or video

tape for intermittent airing.
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INU KAN! . INU KANII
Ayé omg Ayé

Eéyidn gmo ééyan
Ayé-1l9ldsa olé

7L £ k616 onf1é

Ayé lqmg 61416

m{ { migbe benu

Ayé liwon &&yan

Tf i ghomo oleééle
Sugbdn =4, ind-kan o 1é& pani o
wahdla r¢ nifi pg -
E"wé wobinrin binrin
Té fojd wind 1fé

6 tor! ird '

0 wojd nfhéhd goloto
Sugbdn . sibé sibé

- Ayé tdn fibi s olbore

K6 wé ni burd burd
kK& m4 ku enikan mdni o
. Orébe—Kqu yard
0 kq jaleg-
Afi- igba-té ji a gbé 1gwg ibi
§ jd-a gba 1éwloyd -
Egé kif $é 1dsdn o
Eyln édyan o
.0 ni n"té gsele ké td didagboro
E padé dwqn agba dgere
B1 Agbakd S
_Abija
Orébé~Kimg
- Iy4 bgogbo
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Al3aé ati Babda W&ndé .
N{-0Odeon Sinnim§, Oké-Add

Ni s&4tfdé.ati s¢nfidé~¢se yif

Aago méjild méta ati- méfa irg1é
Sinnimg’ yoo mda béreé

owd iwolé - -

N4{ra méwaﬁ péré

~ ING KAN! INO KANJ!
Humankind of £spring of humankind

. Man, offspring -of man

Humankind is the burglar

mﬁat burgles the House of others . .
Humankind is the landlord's son

That raises an alarm

Humankind is that man

That bails a group of gahgsters

But then,_uprightness cannot kill one

It only involves one in d lot of trouble
Come and see an ordinary woman

That faces the love ordeal

Who because of love ,

Passes through the market place stark naked
But all the same

Humankind repays the kind-hearted with evil
No matter how tough the tribulation

There would still be someone who stands by
Orébé-Kumg is infuriated

He“totally refuses to be dlscouraged

¢



238

‘Until he has rescued her from ev1l
He rescues her from suffering
" There is no smoke without fire
You people
Something must have happened

befpre it turned to affray
Come and meet the star artistes of note

Such as Agbéko
Abiaa -
- Orébé-Kumo
Iy Ogogbo
A14dé and Babda W&ndé
At~ Odeon Cinema, Oké-Adé
On Saturday and Sinday of this week
The film will commence at 12 o'clock,
3 o'clock and 6 o'clock in- the
evening
The gate fee
'Tfis ten naira only

_ The advertisement above lasts 47 seconds; and the
rhapsbdist is able to say many things witbin a short
space of time. Thg poetic rendition of the advertisement
without any break or slur seems.to'qdd colour to it. It
allows the elocutionist to:digﬁiay his mastery of the
Yorubd ianguaée by using complex and obscure expressions

in order to arouse the interest of the listeners or



239

vieﬁefs. Hé is able-to toy with ornamental, language

at will to the extent that the listeners and viewers
can yell and scream w1th delight, tbough the configura-
tion of these words may be meaningleés to a greater
percentage, if not all, of them. The verbal gymnast

is aware that contact with western education has cut
off a lot of the young people from their roots, and
that it is wvirtually impossible for most of them to
have access’to ungduiterated proper Yoriubi. Speakers
who have had exposure to Engliéh at a ténde; age tend
to marvel at the dexterous use of'Yorﬁbé by the verbal
gymnast, This deficiency 1s greatly exbloited by the
elocutionist in the presentation of the advertisement
by selecting and combiniﬁg high sounding Yorubd words
in quibk succession, _

Since the filﬁ advertisement often entails propa-
ganda, the film title can be mentioned as many times as
possibie within the l-minute advertisement slot. The
announcer may decide 'to add emotion to the advertisement
by sighing to.arousé the intérgst of the listeners or

viewers so that they would be eager to go to the cinema

house. An example is:
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Sinnim¢ QMQ ORUKAN t{ giinlé
s&wijd§ wa o
5€ sén & ddn 134 mikan mo
B'éséﬂ;bﬁ din
A nda mu géimoye ré
(A slur) ....ﬁ..........f........
Qmo niyl, qmo lafé ayé
K'f1l8wirdbl md fi omo jé wd Ayd
Nagn .
03 sI nihé ]
0 ni { blwo ni won se pin in.
Ik§ ti { £61& 14
Sinnim§ QMQ ORUKAN 18 lani léyé
Bf 3ré se & danl
g€ Qrg»ni dani
Qréhsi-tﬁn ni lani
Grdé et
Nn Hin-dn (imf édin)

Edd Onfid-Q14 daié or

[14+19

pni dalé £ bdl§ 1o
Iya o 1& je omo okd Jrun

Se bég niz
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_ Abf bés kg |

i‘QrQ pipd, ird 18 4 mi wd
| 1pddé di K S Motel Ibé@én
- Byré 141 ¢j§ wédsided
0j¢ kinni ogd kfnnf
'r{ti di ¢j$ isinmi

QJé kérin—in ogu kfnnf, odun 1992
'Sinnimé QMQ ORUKAN

QJé mérﬁngﬁn: ni ¢ ¢ £i gbdduin
Sinnim$ QMQ ORUKAN

E wé padé Beilb,“Alﬁwéé; PéJji Oginm¢le
Babda W&ndé&, I Sho Pepper

Tyd Osumaré

"Ati awgn dséré mifren nfin§ sinnim QMQ ORUKAN
‘Agogo méjilgjlméﬁa 3dsédn, ati méfa 1rgdlé

N{ sinnimé QMQ ORUKAN ¥83 mda bgre

Oowd iwglé? NALra méwad R

Sinnim$ QMQ ORUKAN

Sinnimd ti & ge € réyin tén

E k§ ¢dfin S

Lo

E ki iyéddn o o o.
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QMO ORUKAN film is now in our midst
'Tis only when an orange is not sweet
" that one takes just one :
We can take many '
(A SLUE) psarucneseorsasnsssiosonnconains
‘ Aichiid is pFestigious, a child is the
fancy of life
May Allah never punish us with childles SNess
Amen
You weren't there
You are asking how things have been shared out
Deatlb that devastates a @ealthy home
And also dgvastates a prosperous home
OMQ ORUKAN f£ilm highlights | '
How a friend betrays one
'"T'is a friend that betrays one
'Tis a friend that showers riches on one
Friendl|!]
Huh Huh (sighs)
Bd3 Onfilé-Q1l4 betrays the pact of friendship
The hypocrite will die of treachery
Anyone that is treacherous will be punished
The children of the dead cannot suffer
Is it s07
Or is it not so?
Too many words would contain lies
The meeting is slated for.K S Motel lbadén
Beginning from Wednesday - -
The first day of the first month
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Till Sunday
The 5th day of the first month of 1992
QMQ ORUKAN film!
You shall enjoy for five days running
QMQ ORUKAN film '
Come and meet Bello, AlUweé
Pé&jd Oginmdld -
Babda Wandé, I Sho. Pepper
IyA Osumare
And a hostof other artistes
In QMQ ORUKAN film
12 o'clock, "3 o'clock in the afternoon
and 6 o'clock in the evening
Is when QMQ-ORUKAN film will begin ‘
Gate fee? Ten Naira
QMQ ORUKAN film .
A film that cannot be explicated at once
Héppy New Year
Happy festival celebration

In this advertisement, the film title is mentioned
six times, but the repetition is intermittently made.
This is to impress the film title in the mind of the
listeners or viewers. Agein, that the film would be
.on for five days running with three shows per day ig
an indirect way of cajoling the wouidnbé audience that

the film is worth seeing, and that if one had seen it
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once, that does not mean it could not be watched all
over again., In order to influence the audience, the
advertiser adds subtle propaganda to the advertisement
by praying for the audience and greetiﬁg them.

In the advertisements through electronic media
the names of the star artistes in the film are mentioned
in order to encoursge the listeners or viewers to come
to the cinema houses.

In some advertiséments, the resuﬁé of the film is
given. Imn such'adveriisements'brief information is .
supplied so as to create gapsjwhich can put the listegers
in suspense. To further heighten the curiosity of the
public about the film, rhetorical questions are asked.
Such posers may make the public long to see the film.

A typicél example is the advertisement of IKUMOGUNNIYI:

Gbogbo ¢yin qqubén ati alarfré énlyan
0 %1 baye reti -
"Tkdmégunni{yin

Rogbédiyan bé s{1§ 1darin gba, 1aoyé
Atd gbogbo QmQ 11§ Pandimg nitorf -
Qderéhunmi. -Ori rogbddiydn yif ni
wén wa ti Abija, Jagun Jéméwé
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fi k8gun d8., Elémg yari; Bab4
Kékeé f34ké xérf. Igiripi ni,
kin 18 subd téun yif?

Ta ni Qderdhunmu jé ti wahfla

.fi po bdyid? Irin 336 wo ni
Qdérdhunmd rin ti & ni

K{ enikéni m& sunk@n 1€yin 'un;
tor{ ti won bd & sunkdn nfhin-in
vé¢ lawon & méa y§ 1éhdn-fn? Igé
wo ni Oddduwd rdn sf dwon qmg re?
Ta 1'¢ gégun nind 11§ Péndind

ati J¢mdwé? Gbogbo id4hin rd
wony{ ni>é 6 b4 pddé nind =

sinnimg olékik{ yif: Ikémégunniyi

D'Rovan's Hotel Ring Road, Ibadan

nf ¢ 6 t1 léﬁfléén:[ atiwo

sinnimd yif ni S4tidé ati sérffde
$s¢ yif. Emeéta 3tJgtd ni sinnimé
&66.m§a wiyé idjﬁmé: agogo

méJild, méta, adti méfa irdlé

E wd padé awgn dgéré

. Kanka -kanka bi Abija,

Elémg, Q1¢fa-Ind, Arfgbdbuwd,



246

lgirip4 .... Dé&intd ati bés béS 1
ows iwglé? N&fra néwad péré,

E md gbagbé o, D'Rovan's Hotel
Ring Road, 1baddn ni o, ni
S&t1dé Ati Sndds yif

IKUMOGUNNIY i“i

.....

All the intellectuals and social people

You have been on the look~out with
other people

"ITkimdgunn{yi"

Feud erupts between the king,

chiefs and the townspeople of

Panimd because of Qderdhunmi

They aré still in this feud when

Abija, the warlord of J§mdwé, declares

war (on them). FElémg is infuriated;

Bibia Kékeé is annoyed. Igiripd

keeps wondering, what has befallen h1m7

Who is this Qd¢réhunmi that

there is so much trouble? What type

of Jjourney has Qdéréhunmii embarked on

thatthe implores everyone not to

lament after his departure; for if

they weep here they would be joyous

there? What message has Oduduwa passed

on to his children? Which is victorious
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between Pénim§ and Jém§wé? All answers

to these riddles shall be provided for

you in this popular film:

Ikdimégunniyi

'Tis at D'Rovan's Hotel Ring Road,
Ibadan, that you will have the opportunity
to watch this film on Saturday and Sunday
of this week. "' Three times will the film
come up daily: 12 o'clock, 3 o'clock; and
6 o'clock In the evening. Come and see
big time artistes such as Abija, Elémo,
Ql§fa-Ind, Arigbidbuwd, Igiripd ..........
Déint§ et cetera. Gate- fee?

Tert naira. Don't forget, 'tis at

D 'Rovan's Hotel Ring Road, Ibadan

on Saturday and Sunday this week
IKOMOGUNNIYIIIT

The advert shows thgt the members of the public may have
been stirred up thfgugh a number of questions. The
angwers to those questions could not be proferred until
the public has Seen the film.

All the examples given above are under asynchronous
sound,:that is, they are only comments by the announcers
on the films to be exhibited (c¢f 2.2.1). But some

advertisers prefer both the asynchronous and synchronous
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sounds in their advertisement. This syachronous sound
can be in fofm of music (ﬁhich enlivens the filmic
story) or dialogue (discourse of the characters in the
film). Musical excerpts from film are:generally add ed

to the commentative sound, Thé advertisement on .

"Nnkankan" aptly illustrates this:

Ipé Akéde: Nikan kan! Nikan kan

Orin:  Eyin abiyamg

E sin 1l¢run ni in ' \
E 6 se tln bojd wo i1& ayé mé

LY

E weyin wo o o ooo

Akéde Kfnnf: Hun hin hin

K&8ydn torf ailéwéldws

h] I'd

Kq 14rémg rg da 4 tal

‘BéwS b& &

‘Se baba 6 ni mo qmo ni?

Abgmq ni'$ ni mo baba?

Eyin 6 wéd weni t8 torl 3116wbidwd.
Tg l€yawd akdgbé '

T dun tomg rd das %al

Péwé wh dé tén
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To réé fe peperérpe
Peperénipé réé
K3 14mq ¢n bi
Ogin mimd si ré &,
Aldgbgri ni {n je &
Hdn-an!

Nikan & yan o

Akéde Keji;. Heé énit|
' Péﬁeréﬁpé

78 wé tord ogin ya Qmoglomo 1 wérd

Kf wéré & se wérée ti¢ nda

K& wo 8

Itd. t'A13d8 pa nind Sinnimé

"Ing Kan"
La rf
P& 4 wio
TinG sinnimd tuntun

"Nrikankan"

Tén wd 18mor{ yatd o o



‘Akéde Kfnnfi:

Akéde Kdta:
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A14dé nikan ko

Toun tdwon dgba Oseré

Bi Agbdké Babda Wandé, Abija

D&intd Ati bdd bée 1o

Fun anfadni éyin té¢ ti rdayé
wo sinnimdg

"Nrikankan" ni Odeon Sinnimé,

e padé wa ni Cultural Centre ni

0j6 Satide ¢jé Kerin osi kinni

odfin 1992 ati 1434 S¢nhdé ojd

Kérin-in osi kinn{ oddn 1992

bdkan nia. Owd iwqlé ndfira

néddégtn. Sinpimd "Nnkankan"

A~wd-ge ~ 'Hin-un—-un'

Announcer's Invocation: Nnkankan! Nikankan]!

Song + musical accompaniment: You mothers

: Are you dead asleep in heaven

Why don't you ever check on the
world
Take another look back



1lst Announcer:

2nd Announcer:
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Huh huh huh

Because one has no money

He then sends his heir out of
the house

If fortune comes

Would the father not know his
child?

Or is it the child that would
not know his father?

You had better come and see
someone who for want of money

‘Sends his first wife packing

Together with her child '

When money comes

Then he opts for a sophisticated lady
The sophisticated lady

Has no plan to bear a child

As for the moron's inheritance
It is a con man that grabs it
Han 4n

Sémething terrible will happen

Yees |

. The sophisticated lady

Makes someone else's child mad
because.of inheritance

The mad person should behave mad

And let us watch '

'Tis the feat performed by Aladé
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in "Ing Kan" film

Which we watched

That we keep talking about

The one (feat) in.the film
"Nikankan"

.Has a different touch

lst Announcer}- "Tis not only A1aaé

"But he is in the company of other
star artistes

Such as Agb4dkd, Babda Wdndé

Ablja-
Déintd and a host of others

2rd Announcer: For the benefit of those who
had no time to watch
"Nnkankan!" film at Odeon Cinema,
come and meet us at the Cultural
Centre on Saturday, 4th of the
first month, 1992, and on Sunday
5th of 1992 also. Gate fee,
fifteen naira,
"Wikankan"
A film you watch and heave a sigh

This advertisement begins with the title of the
film and it is followed by a song with musical accompani-
ment. The song rendered by one of the characters in the

film is the synchronous sound while the utterances from
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the three énnounc%rs are the asynchronous sound. Theq
lst and.the 2nd announcers render their own part in
poetic form while the 3rd announcer opts for the prose
form. Onelstriking tﬁing worthy of péte is the integra-
tion of slangs of the moment which add colour to the
advertisement. Examples of such slangs are:
Peperénipé (sophisticated lady); mimd (moron), aldgbiri
(crafty being), lémori (it has & cover 'it gets a cover’
i.e., it is superb). |

At times a large part of the advertisement may have
quite a lot of synéhronous sound, while a little parg
will be asynchronous. Such synchronous sound usually
comprisés the dialogue of the characters and thematic
songs rendered by théﬁ.- The advertisement on "Koto

Qrun" film aptly exhibits this:

Character A: 0 md ti tin gbése ré d& oo!!

Character B: (Sings a melancholic song) Gbogbo ayé o
‘ret{ qmg mi. "Qmo mi o O whyé

Character C: $€ fila ti?mo fi bo ¢1édad mi ré é?

Chorus (Chants): Ajagajigi

‘5%ﬁn Ajagajigt
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Character D:.  Esi
(then" grins) ‘Héé ha ‘ba ha |
0 8 t1 dwgn 1rénsé rq
Igé takun takun ti qu gbe” 1€ o 144
60 dai sdisge

Character E: Qldrun o
Qldrun 9gé dSgo

" Agbdra tlre Ju ti Bsd 1o o
Mo ddpé§ bIbf ti won bi mi
0 5€ o, oba Aldgbira

Character F: Eye brun
| Saka sikf
E}emagbedeméj; ayé oun Yrun
K'énd 6. 4i m§ qn yin
. Ki q"mé le é iq
(derision) Hal Hal| Haal!l

Announcer: Sémide @Jd keji Fébddri le ¢ ri
sinniﬁq "KSté Qrun® wo ni ilé sinnimg
néta @t@‘t‘ n{10d Ibaddn ni igbd kan

naa
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Scala Sinning 6 wd ni S44bS,
Tabidtari Hovel

T6 wa ni E1ékird, ati

Bébé Sal4 sinnimg 6 wa ni Agbowd
" Hin Un! i .
Ebun repgte 4 dirs aé yin o

E o mu Seven-U?l Pepéi Cola Bti Crush

E o si tun gba apo gge OMO kogkan lg
8f1&

SID tureenreiennennen
Sinnimo "K6tdé Qrun"
Sénfdé skéfal Féoddri
N{ 1414 £é 13 o '
N{ Scala sinﬁimg S88b6
Tebddtari Hotel, E1ékurd
Ati Bibda Sa14 sinnimd té wa nf Agbowo
owd iwqlé, nifra méadégin
Eyin omqdd, ndfri méwad
A A f1 sinnimd "Kdté Orun®

gdmi oddn kéwid ta a dd
-iléegé“Wéhimé éorporate:Promotion
s11¢ ni o. Iléesd NTA Ibadan
ni aldtileyin. -
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" (Chants)
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Bmi Orfadé qmo Adégld tif 4é!
Eyin tidf k! eye yin

Boi & tidf £a fun

§ t3af kif |

E,tidi kif

E tial £a&

Ma tiaf raéd

" . Fad fad fat

Character A:

Chgracter B:

He has come again in his
characteristic manner)t!

All the people are expecting

(sings a melancholic) My unborn child

. (song)
Charsascter C:

Chorus (chant):

Chﬁracter D:
(then grins) -

Please, dear child come into the
world. '

So, this is the cap I have uséd- to
cover my destiny.

Ajagajiegi-
Qtin Ajagajfji

Egd .
Hé& ha ba ba
You'll support your followers
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Character F:

(derision) .

Announcer:
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The arduous task Yyou are
saddled with
It has to be done
Oh! God
God, the gloriously great
Your power surpasses that of Esh
I give thanks for my birth
(into the world)
Thank you, Almighty King

You witches 1n heaven

Swoop down and up

The witches in between the world
and heaven

May the road close on you

So as not to be able to go further

Ha! Hal! Haalll

'Tis Sunday the 2Znd of February that
you will be opportuned to watch
"KSt6 Qrun” film at three different
cinema houses in Ibadsn metropolis
simultaneously:

Scala Cinema at S34bd,

Tdbantari Hotel situated at

Elékird and Baba Sala Cinenma,
located at Agbowé

Hin dnl
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A lot of gifts await you
You will drink Seven-Up, Pepsl Cola,
and Crush. You will also take a '
pack of OMO détergent home.,
'Tis also free of chafge
. Cine .ivcesvecesecns
(For) "Koto Qrun" film
' Sunday 2nd February
Will be the D-day
At the Scala Cinema, Séébo,
Tabantari Hotel, E1l&kird
Afid- Baba- Sala Cinema -
located at Agbowd
Gate feej; fifteen naira

(But for) You children; 'tis ten naira

We are showing "Koto Orun" film
to mark the 10th &nniversary of
Wemimo Corporate Promotion
5pon50red by the NTA, Ibadan.

Character E: I, orfad&, son of Adé¢ld have come
You inserf your bird through the anus:
I shall pull it through the anus
'chants) You insert it through the anus
You insert it through the anus
Pull it from the anus
Pull it, pull it forcefully

The utterénces by characters A, B, C, D, E, F and
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the cﬁépus fall under the synchronous sound, while the
announcer's rendition is under the asynchronous sound.
One striking point about this advertisement_ig the
featuring of the fav§urite star artisées on the

4 The

television screen for the viewers to see.
exhibition on the scfeen is not only to encourage people
to come to tﬁe ciﬁema houses but also to intimate them
with a certain type of theatrical experience. This is

a kind of -horizon of expectvations.

Furthermore, emotional scenes are usually exhibited
on éhe screen as television clips. This is done in ‘
order to appeal to the audience's passion. the emotional
scenesfcan either be sensuous or tense. The melancholic
song rendered by character B is geared at grousing in |
the would-be audience' curiosity and expectations.

As revealed in the advertisement, the members of

the audience would be entertained with soft drinks and

4 TFor instance, both charactersD and F are Olori
Abioye and Oyibdyi respectively; they are villainous
witches who unleash terror on their townspeople,
while character E is Orfadé the saviour of the towns-
people. The three star artistes are popular with
television viewers, ’
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given sachets of. OMO detergent soap free, This is.to
entice as many people as possible to the cinema houses.
It:1s assumed that, with a star studded film, and the
enticement to the members of-tﬁe publfc with 'free
gifts' many film~goers are likely to be drawn to the
film houses. . "

Little wonder, then, that as high as a proportion
as 57.95% affirmed that they were drawn to the film
houses through the advertisements in the electronic
media. In other words, the ad%ertisément on both the
print and electronic media can spur the members of thé
public to cinema houses if properly utilized. To have
precipitated high responsiveness in the audience, the
media content ﬁust hgve conformed with the needs,

interests, wants and dominant values of the film—goers.



CHAPTER SEVEN

CONCLUSION

7.0 Introduction

In this Chaptér we attempt to sum up our findings.
It is followed.with a re-appraisal of thz.methodology
adopted in the study., We then shed'light on the
theoretical anﬁ practical implications of our study,
before making recoﬁmendations, The discussion closes

with a look at the ‘limitations of this study.

7.1.0 Summary of Findings

Without the audience there is no play (film). In
this study an attempt has been made to ascertain the
attitude and response of the Yoribd film-goers in
Tbadan to Yordbd films bearing in mind their socio-
'demogrgphic variables. To elicit information, we
utilized qﬁestionnaires, oral interviews and participant
observation., These three methods formed the basis for
the analyéis in this study. Furthermore, our sample
was drawn from the Yorubd film audience in Ibddan City.

‘In the demogrgphié analysis,‘it was discovered that

we bad more males in our sample than female respondents,
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This seems to confirm what happens in reality. Theatre-—
‘going is erroneously taken to be a male preserve; this
is perhaps the reason why women have been subtly
marginalized in theatre—goingul In the Yorubd community,
like any othefﬁcommunities in Nigeria, women are
expected to keep faithfully to the kitchen, their
tradltlonal sector, and perform other domestic chores,
rather than take time to go to film houses. The female
audience therefore belongs to the low attendance
frequency zone. | ‘

éhe anaiysis has brought to the fofe the different
age groups that go to the cinema. Yordb4 film is
exclueively for the youth and &oung adults. In essence,
film—geing is more of youth culture since we had more
young people at the cinema houses,

A look at tThe marital variables alsc showed that
unmarried members of the audience were avid film-goers
while married ones were.not, ‘It would appear, then,
that the married members of the audience tend to have
other sSocial commitments that keep them away from the
theatre. Film~going is a}bachelor/spinsterhood

phenomenon.,
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It was clear in the study that there were
different levels of commitment among the film-goers
‘a8 evidenced in educational and occupaﬁional variables.
It was revealed that non-literate audiences were
highly marginalized. It would seem, then, that theatre-
going was taken to be exclusively a literate culture.

It was slso clear that students attend film houses |
more tﬁan any other occupational group.: The students'
intense patronage might have stemmed from their desire
"to thrill themselves, let off steam or‘pyobably to
escape from reality to a fantasy world.

Some members of the audieﬁce showed much inferest
in films depicting cultural values though a few showed
a catholic taste., Most of our respondents showed a
higﬁer'freference for Yordbd films than for‘foreign
ones. This shows that audience taste could be
conditioned by cultural chauvinism.

Though Yordbd films exhibit some foreign values,
these are not‘aé pronounced as Yoridb4 values. As we
found out, YoribA films have preponderantly featured
Yordb4 cultural vélues. These are selected from Yorubd

customs and traditional rites. Some of the Yorib4 films
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that exemplify these cultural values include "Aiye",
"Jaiyesinmi”, "Adre Agbdyé", "Ija Ominira", "1j& Orogin",
"ir{ Qkan", etc,

From the audience's assessment of %he contents of
Yorubd films, theré are six dominant elements, viz.,
‘crime/horror/violence; cultural/historicaly love/sex;
political; comic and tragic. Though Yoribd values are
treated, violence features prominently._‘The ability of
the respondents to categorize the Yordbd film contents
.shows that the Yorubd film audience is able to appreciate
the issues treated in the films according to their ‘
individual make-up. Furthermore, the Yoriubi film
(theatre) audience is critical of excessive foreign
content in the Yorubd films; our respondents showed
their abhorrence for indiscriminate depiction of violent
and ama%ory acts.

The respohdents were gble to appraise the roles of’
some characters that fulfilled their roles and those that
could not. From their analysis of the characters the
respondents were able to isolaﬁelthe themes and moral
lessons from the filmic stories, - They are

critical of language employed in the films. 4

few of our respondents were able to draw our
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attention to varieties of Yoribd used by the characters.

Qur investigation has shown that a film could
havé hoth positive and negative effects on its ‘
-audiences., We found out that the filﬁ contents were
capable of modifying the behaviour of both adults and
children,. The respondents, however, claimed to go to
film houses for the purpose of entertainment and
education., This shows therefore that there is a
Mdialec@ical relationship between the audience and the
film. While thé film would appear to make‘quick and
spontaneous impact on its audiences, the anélysis ‘
showed thét the members of the audience have little or
no serious influence on it per se, since it is a
finished product. ;Th;s shows that feedback is impossible
in a ternary éysteﬁ of communication as a result of its
linearity.

Finally, this investigation has revealed that most
of our respondents were attracted to thg cinema houses
through mass marketing (print and electronic media).
Public awareness is created via the mass media, It was

also discovered.that both the print and electronic media

are combined when the largest possible audiences were
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aimed at. The media of publicity for the films have
their ﬂnfluences on bthe turn-out of the audiences., In
fact, these media prepare the audience's horizon of
expectations through pictures and clfps from the film.
shéts.

The investigation has revealed that audience
reception or response was guided by the. soclo-~demographic
characteristics of éach individueal. In essence, the
PSP of each individual would always be the mediating
element in his reception of the theatre product; though
extraneous factors could also have their effect on ‘
individual PSP. The horizon of expeéctationsof the
individual was shaped by the.level of experience
(exposure) and the level of ﬁhings (products).  Because
as Bleich (1981:%2) has observed,"thé ming creétes its

own perceptual paradigms from prior experience’.

? 1.1 Implications of ‘the Findings, and
Recommena-flons

Though this study has focused essentially on our
immediate community, our findings have theoretical and

practical implications.
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The public appeared to have much love for the film
medium. This shows that the film industry can thrive
well if properly managed. The viewing public now sees
the film as an alternative to televiéion. Low income
earners cannot afford television sets. If film tends
to be a substitute for television or live theatre, it
is necessary, therefore, for the dramatists to give
their best in terms of performance and thematic
selections, The dramatist would have to strive to
meet the expectations of the film-goers by selecting
materials that are relevant to their cultural ideolégy
and values. The drgw;ng of relevant materiuals from the
would-be audiences' environment for the films would
ensure massive attendance and encourage the audilence
to relate the inecidents, evengs, characters and subject-
matter in the fiim to those in reality. |

The film-makers should now focus on other social
themes than the morbid themes of witchcraft and fémily
intrigues. The film-makers would have to bear it in |
mind that the themes on the film screen are indicative
of their level of development or technological

sophistication. They should therefore endeavour to
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pay attenti?n to social institutions such as religion,
politics, tﬁe Judiciary, economics and education.
However, suqh themes should be treated in contemporary
terms if the intereét and needs of thé audiences are
to be ﬁet. Furthermore, the film producers should
minimié? excess%ve depiction of aggresqion and sexuality
on screen, for the audience's interest éeems to
transcend these. The film-makers should take into
account.the common-bond, that is, what unites the
people,’e.g. 1anguage, ancestry, topicality of themes,
and the crop of star actors available for the film ‘
production. ; ’

As for ﬁhe paucity of thg female audiences, both
theatre practitioneﬁs and entertainment promoters should
endeavour to create leisure awﬁreness.among'the women-—
folk. It would be necessary for theatre practitioners
and promoterlzo impress it on the public at large that
film-going byfwomen does not make Lthem irresponsible
beingsj rather, it nourishes them.

Rather than coerce the people-to imbibe certain
ethical values, it is possible for the government to

. reorientate and educate its citizens through the re-
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introduction of mobile cinema units. Such.a step
‘would facilitate wider publicity of the government
policiés or pfogrammes and serve a therapeutic purpose
for people in the rural areas. ‘

In order-to provoke and sustain the interest of
the publié in 1ts programme, the government may have
to make use'gf the favourite star artistes in the
community in order to bring prestige to its productions.
Adequate attention should be paid to the language,
occupation, cultural values and beliefs, and the venue
of the exhibition of the film. Timing of presentatian
Sshould also be borne in mind.’ As reflected in this
study the audiences:appeared to prefer their local
language to any othér language; for the language
affects proper understanding of the filmic story. 1In
other words, affinity to one's cultural bond tends to
enhance a thorough understanding of the'fiim message.
However, the government would have to avoid its
fragmentation or distortlon of 1nformatlon if it is,
to eliminate doubts when dlssemlnatlng its policies
and programmes.

In the self-report interview many respondents
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adnitted discomfort ét filthiness of the theatre hall,
dilapidated seats, incessant power cut; out-dated film
projectors, and loudspeakers, etc. They claimed

- difficulty in concentrating on the film as a result.
Theatre managers should pay attention to the welfare of

audieﬁées, if the industry is to prosper.

7.1.2 Limitations

Our prew~occupation in this study has been on the:
audience composition, its PSP, and 1ts perception of the
film content. The reception theory adopted has affo}ded
us theﬁopportunity to understand the dialectic relatioﬁ—
ship between the product (£film) and the consumer
(audieﬁce). This was made possible through the applica-
tion of socio-demography of the film-~goers., In large
measure. the dependence of reception theory on other
disciplines has helped in illuminating horizons of
expectations of the }ilm‘aud;ence. In sum, our methodology
has been more on litefary aspects than on the theatrical.
For inétance, we did not give enough consideration to
the influence of the architectural designs of the theatre

on audience response; these include theatre structure,
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seatiﬁg arrangement, location of the screeh; and othex’
theatre accessories. These ones come under theafre
management, and have not attracted muph attention in
this study. ’ '

Other researchers can consider the audiences of
other media: television, and live theatre. A study of
the attitudes of these andiences could possibly bring
about a comparative analysis in the reception field.

Again, our study has been restricted to Ibadan
Municipality within the Yoribé& community. This type

L}

of stﬁdy should Be carried out in other communities
in and outside Nigeria in order to widen the coverage in I
reception field. |

However, whatever conclusions might have been drawn
on the effect of occupationgl and educational variables,
especially as they relate to farmers and non-literate.
subjects, should be taken as tentative since the research
was carried out in the city. We may likely have a
' different result if the research had been carried out
in the rural area.

The apathy displayed by a few of the subjects in

answering some quéstions in the questionnaire might not
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have given us a more reliable picture in some area,
Perhaps in future bofh non=literate and literate‘
subjects would appreciate the.efforts of researchers
and supply answers as appropriate to’questions asked.
The shortcomings of the present study notwith-
standing, we hope it has opened a new area for other

interested researchers in RECEPTION THEORY.
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:APPENDIX I A

QUESTIONNAIRE

AUDIENCE RECEPTION OF YORUBA FILM

?

A .

Dear Respondent

This questionnaire is designed to find out those things
that make you watch Yoruba films, With your help the
Yoruba film can grow, I weould very much appreciate it
if" you could help spare a few minutes to answer the
questions correctly.

All information given will be treated as confidential
and will be used for the purpoée of this research only.
Thanks for your cooperation. '

Title-oflthe filmyou enjoy most: ..l.h.......l.'..lll....

English sub—title (1f BOF) uereeeeeesersnaseseceoccacans

venue: N R R R R e R Y E R R N T T

PART I (Demographic Data)
Please, kindly~tick (%) where .applicable

la Sex:  Male / /  Female. / /
b Age: Below 6~12 years / / .
13-18 " / /
18-24 ¢ /7
25-20 " / /
31-36 " WAV



¢

d
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27=42 years / /
above 42 years / /

Marital status: Single / / Married / /
Divorced / /' Widow / /

Educational level:

Illiterate (No formal education) /7

Primary educatien //

Secondary education a4

Technical/Teacher Grade II / /
NCE/University/Polytechnic / /

Others (specify): teeeviieerinciiorencinsaracasioes

Occupation: Public servant //
‘Student ' //
Businessman/woman / /
Farmer a4

Professional Driver / /
Others (BPGCify): Sssessstsebesteabane s

State of Origin ‘...':...l""ﬁll....Il.III.‘-llIIl.I.I.
other‘National (Bpecify) .:...ll'II..IO....I...I.I..-

2 Can you ;peak and write Yortbd? Yes / / No / /

' 2a Do you like Yoruba films more than foreign films?

b

Yes /' / Xo / / Indifferent / /

1) Which do yoﬁ like most?

Stage play / /, television play / / film / /
'Don't know / /
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ii) w,py? ........‘...9.......’0.lII..lI..CII....‘.I.

LR DN BB BN BN BN BN I B N BN B I I B B B N BN N B RN RN BN NN BN T BN N R BN B B B BN BN RN B B BN

¢ How many times per week do you go to the cinema?

Every time A4
Once a week / /
Once every two weeks / /
dnce a month / 7/
Festival period / /
Occasionally / /

d 1) What time of the day do you like to watch film?
l12noon // 3peme // 6pm. // 7 peme / /
9 p.me / / ’ , .

ii) I like going to the cinems house at the time
¢hosen because of:

&) transport problem / /

b) location of the cinems house / /

¢) .security / /

d) the weather condition (fear of rain/
- sunny weather) / /

€) other (BPeclfy) sieeeeescessocoascons

S e arar TtV Ie PRIt e s stdtatissssannaaae

4a How did youlknow sbout the £ilm?

Word of mouth / /
Radio V4
TV advertisement; / 7/
Newspaper advertisement / /



1291

Previews /7
Premieres / /
Posters //
Handbill //
.Accidental / 7/

b How much did you pay as gate fee? ¥K2.00 / /, H3 00 / /
¥5,00 // W®7?.00 // Nl0.00 /7/..
other (BPBCiry)z “ ..ll'!l.ll...".

P

5a Do yéu go to tﬁe cinema primarily

i)-to watch film? .
11) to see certain film stars? / /
iii) to relieve boredom? / / ‘
iv) to watch something different.from TV? / /
v) for entertainment? / /
vi) because it is a good place to go on dates/
- with lovers? / / |
vii) because it is an opportunity to be with
- other people? / /'
viii) because it is less expensive‘than other
- forms of entertainment? / /
ix) Other reasons (Bpecify): c..veeseerareacs

- LRSS B BN R B B I I Y TR B B R N BN NN B I BE R R RN R R I B R R I R R B I R RN )

-

b) i) Do you watch films because of
T particular actor(s)/actresa(es)? /S /
ii1) 1I1f 'Yes', name one or two of such actor(s) or
actress(es) '

i) Pas 03.‘1_'- .‘..o-o'o"o.; 11) T EEERERE 0-00003-0 . ..‘.'.‘.
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6a Do you think Yorubd films are fashioned after
foreign films? : .
Yes / / No / /-

b Of the Yorubd films you have watched in the last
six months, which one did you enjoy most? «u...e

7a What category of film have you watched lately?
' i) crime f£ilm / / '
i1) cultural film (mythological film) / /
iii) Love/sex film -/ / :
iv) political f£ilm / /
»%) historical film / /
vi) religious film / /
vii) comic film //
viii) tragic film /S
ix) horror film //
-x) violent / /

b Is there any particular subject that you enjoy seeing
depicted on the film screen?

1) war /. /
-11) sex / /
iii) crime ~ / /

iv) death /7

v) violence / /

vi) history / /



vii)
viii)
ix)
x)
xi)
xii)

293

culture 7/ /

action Y A4

politics //

criticism of corruption in public life / /
marrisge ‘ !

Juvenile deliquency

¢ Which of thése;things would you always remember in
any film watched? ™ '

i)
1i)
iii)
iv)
v)
vi)
vii)
viii)

Give relevant
most,

action /
song /
incantations /
incidents = /./

the subject-matter/topic
the actor/actresa

the slang and jargon used
the dress worn

/
/
/

NNN N
NN N

PART II
information as regards the film you enjoy

8a The film has only reflected life in

i)

ii)

1i4)

b The social
i)

city - / /
village / /
the two / /
problems shown/reflected include:

marital problem s
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ii) family problem VAVAR!
111) friendship problem / /
iv) = co-worker problem / /
v) political problem / /
vi) relisioua problem / /:
vii)  bribery amnd corruption / /
viii) thuggery/violence / /
iv) armed robbery !/ /
X) others (8pecify): cseseccescesoooossnosens

Would you say the film has attacked

i) family institution / 7/

ii) marriage institution / /

iii) political institution / / '

iv) religious institution / /

v) " social arrangement of the people in
a soclety /'/ :
vi) ' the social values of the Yoruba commumity / /

Do you tnihk the film cdén influence someone's view?
Yes // No // Don't know / /
Would you' say the incidents in the film are

i) arranged one after the other / [/
ii) arranged in a disorderly manner / /

Does the arfangement‘of events in the film arouse
your interest?
Yes // No/ / Don't know / /
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10a Do you understand the story of the film?
Totally./ /
Averagely / /
Slightly / /

‘b Do you think‘the story is related to happenings
in real 1ife? Yes // No / / Don't know / /

¢ Which aspect(s) of the story line is/are not in line
with Yoruba culture?

i) Bex / /-
ii) violence [/ /
1i1) death /[ /
iv) karate/kung fu fight / /
v)' crime’
vi) other (8peCifF) eesceecencescsscasoanoo

d Which aspect(s) of the film would you like the film
producer to reduce or cut off?

i) violence
i1) actionm
‘141) horror
~1v) thuggery °
v) death-
vi) crime
vii) magic :
viii) incantation
ix) sex/love
x) comic

NN NN NNNANANNN
NNN N NANNNANN.
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e) The aspect(s) marked above should be reduced or
removed because it/they

i) encourage(s) bad behaviour in children only / /
1i) epcdurage(s) bad behaviour in both adults and
' children /7 '
iii) cen.incresse crime and violence rate in
society / 7/
iv) can create fear in the feeble minded / /
v) can undermine one's faith / 7/
vi) can encourage prostitution among the
'women folk / /

f£)i Does the film show violence? Yes / /7 No/ /
ii What causes the violenceT?:

i) love/sex " A/
ii) woman /7
iii) landed property / /
iv) co~wife rivalry / /

v) promotion / 7/
vi) chieftaincy tussle / /
vii) politics / /
viii) poverty Yav4
ix) cheating /7 /

118 Tick (V) either 'Yes' or 'No'. Which of the following
personalities in the film has/have fulfilled his/her/
thelr roles:
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1) gods Yes / /° No / /
i1) Oba/Baale ' Yes // No [/ [/
1i1) Husband Yes // No [/ /
iv) Wife Yes // No / /.
v) Father Yes // No/ [/
vi) Mother , Yes // No / [/

vii) child | Yee // No / [/
viii) OtherB (Bpécify) .liooo--oouo-,.o‘uoouo-o-o..

1)

ii)

i)

11)

i1

ii;
iv

Name one person you like most in the film: .....

T 0200 OC P00 ERRNR RPN RR O SO PPt s s b e

why domyou like him? LI B B R B I R A R I I R A T A B N

L2020 BN B I BN B BE B NE A B B R BN B RN B BN N R NE R R R NC RN R RE BN N NI NN NN AN
Name omne .person you hate most in the film: .....
..-d..-..E.o..qg..-.-..o.w,ga..........-....o..o
Why'do you hate him? .OO....\-to-onootogn.loo;ﬂ;

.cooult.i-c0-;-{.0.00.0..-.o.........ot'.'l..‘tc

Name one of the persons in this film whose name
reflects hiB/her thaViourz tessss0s00saRB0as00

Can you remember any funny nsme given to one of
the persons in this film: Yes / / No / (
What iB the funny'name? ;;ooo--o-o-oo-oo-ooco-oo

Give the meaning of the funny neme (if you know
it) ......'..I..I.Il...o.l.....'....'......l.l..ﬂ

...C-G.......I..o*......l.......0.9......000.0...0
. . ]
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12a Do you conalider the language used in the film simple?
" Yes / / No / / Don't know / /

b Give one or two example(s) of indecent words (launguage)
used in this film :
i) '........'........‘.0........;........IO...

ii) o.ooo‘.oo.o-oouoo-oooooooono-o-c-oooo-o-ocoo

b i1 The indecent language
1) is used to attack the female sex / 7/

'ii) is used to attack the male sex /7
111) is used to attack a religious group / /
~dv) can corrupt little children / /

¢ 1 Were you able to identify the area of origin of
one of the persons in the film through his/her
speech? Yes / / No / /.

ii Give one or two example(s) of the.type of Yoruba
used in the f£ilm (if any)

i) O@® & 88 ¢ 88 5 5 0 ¢ 8 0P 0 Q8P P aeag s s Pt eSS SO0 aedeod

ii) 000"00.900.0000!0.00.'....n.....l.ﬂ.00°°°00

iii The type(s) of Yorubd
1) make(s) the film interesting / /
ii) make(s) the film humorous / /7
iii) make(s) the film Juicy _ . / /
v) show(s) the social setting of this film / /
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d i) Did some of the persons in the film use foreign
words (language) (such as English/Igbo/Hausa
etc.)? Yes / / No / /o

i1) Give two examples of foreign_wérds used in this
£ilm (if you can recollect) )

i) CRCRCIE BN BN R S N SRR Y A I B BT B AN BN RC I B N R R I B B A N

ii) 29 o9 0P O AR PO PR CO R e A RS e e sOe s

iii) The-use of foreign language in the film .
' i) shows the educational level of the person
in this film / /

1)

ii) shows the social status of the person in
this film [/ /

1ii) allows the person's show-off among
illiterate neighbours / /

iv) shows the level of educational development
in Yorubd society /7

e 1) Give two examples of slang used by the people
in the film:

i) .0.--...00..-....'...-...-._.OOOI.....°‘.°I

ii)- .....-.0.000...'.‘...ll.l..olﬂ.........oo

ii) Give the .possible meanings of the slang

i) ...o,..oa'.ouc.an‘-o--oo'unoaooe--‘o-oocool

........'D.a........l.'...ll......ll'..
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ii) LB L BB BN B BN B I I T R R R R R RN R I R I R R R S R O R Y

o.'_ﬂ.l.'.,I....'.il.'.l'....-..‘..-.....I.u
. [

£ 1) Did you enjoy the poem/song rendered in the film?
Yes // TNo// ‘

ii) Could you remember some lines of the poem/song?

Tes / / No / /

iii) 1If 'Yes', kindly give some of the lines remembered:

..lol...o..to..-..'..oo.oﬂo..o.l.I....CI.IO..U....D
.lll..0000......0000..OOC.o.oIQB‘..DOOOOOQODOUOOOO
.o.l.l..OD.GDOUO..0.0.DOOOO.....0'0....‘O...Goi.ﬂoo

LA N R N N N N N N N N N N Y Y R R R R R R
]

iv) The poems/songs were used in this film
i) to while away the time / /
ii) to entertain the film audience / /
iii) as part of the film story Yav4
iv) to make the film longer / /
v) to show part of the Yorubsd social life / /

132 1) What lessons did you learn from the film?

)
l) u.-o-oo.oo.nucoaoou-ol-ooeooo.obdooooo
.ii) & DO FD OSSP PO S SO DI e A OOOROSROE OO0S O

iii) S0 0SS DRO0O0DO0O0 GRS SPDEPODNSEESOBOATN NS FOO0O00D

il1) Would you say the film could be of use to anyone
elther now or in the future in solving some
problems? "Yes / / No / /
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14 1) What.makes you enjoy this film?

i)- .;‘....'.I“..'I..I.Ol...o.....ll.....o'.-boo..oo

ii) l.-00.0....0.0.0.0D...QO..D.D.-....O.....OQO

]
N

ii) What makes you not to enjoy this film

i) C 3 0% P S0 O0 "8 e s EBD PP ESESs et e b shaeRe

ii) QO........‘....I..ot'....'...000900..00.'.....

15 General comments (if any) on the film watched

a) * & s 0PSB B4 & 4 s b by e s e sp 0 .2. ® * % & 0 2 " " as e
b) L ; L D:.o e s 8 2% 59 08000800 %0080 0PRSS ST S eSS ES S a0
C) ® 00 DDeR DL &SN ; L2 B B RN L BN DI R I IR N I B BN T N R R B B RN N -

d) ...IDO...o..'...l..'.l...-.l..’.-.....ﬂ....'...‘o

We are grateful to you for giving us some of your time.

Thank you.
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APPENDIX I B

1wADIt LORT FIIMU YORUBA

Ore wa owon, | |

A getd Ibéérd lwadif yif 1at1 Se awar{ awon nikan won-
ni t1{ o f ml yin wo fiimu Yoruba. P¢lh lranléwd yin ni
ldagbasdke ydd f1 ba fiimu sise. Inh wa y6o dun bi ¢ ba
1lé yonda asiko di¢ lati ba ni dahin awgn 1béérs wonyl
laifepo boyd.

A o 5e idahin yin ni nnkan agiri. Igé lwadi{ nikan ni
a 66 s1 16 6 fin. A dlpé fon ifowdsowdpo yin.

Ak?lé filmﬁ tiégbédﬁn Jﬁ: n-cicooaoa‘..l--00...00-..0.'0.....

.Edé. ak.olé G.é.ési' (jt.;é ‘bé wé) ...........'...l.-.l-‘l-..ﬂll.'.....

...-..I.I.-....‘i.....-..I.‘-.O.I.I.‘......C'I.I.C‘....l...

Nivo 16 t{ wo filmd ndar ............. Cheererssessesasnanns
Apa Kinni

rd

E oowd, ¢ maskl 1bi t1 6 ye pélhd (V).
la. Akp [ 1 Abi.Avo [ ] |

b. 0gd-Ori: odim 12 15 ellg
| 6dtn 13 de 18
¢din 19 de 24
odun 25 de 30 .
6dfin 31 de 36 !

Loae I ot B e S o B |
d L 3 ) L
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gavn 37 de 42 [ ]
odin. 43 19 sbké [

c. Ipd ldko-laya: Alldko-laya [ ]
Loko-laya L]

d. Adédiud Imo-¢kd:
Allgsileiwe | [ ]

Pkd alakobbers (Pamari suku [ ]
Ekd sékdhdlrl (Girama suku) [ ]
Ek$ on{md-1§b owp/EkS olukd onip6 kegi [ ]
-kk6 B n-sii Yunifasiti ati Gbogbo-n—se [ ]
Omiran (8D PALO) ceevrieceinrniitcananocaane

]

'O\

e. Igé: Osigp 13%ba [ ]
Ak8&kd0 L]
Onigdwo L]
Agbd [ 1]
Awakd L]

Awon mliran (86 PALO) cevcvocicrsancaroconnens

f-. ipinl? abinibi % 9 & 8 & & 0 P 0 B 4T FF A S S S S e S e Y S P DD
.Omg Oril.é-édé miiré.n (89 Pété) et e dogvdoencrssnatbei e

2  Se o mp ede Yoruba 89, o sl tun mg 4n ko?
Béent [ ] Bésx6 [ ]

3a 56 o nifgé £iimd Yorubéd gu fiimd 11¢ okére lo?
Béend [ 1 Bééxd [ ] Byi-kéyii [ ]

b 1 Ewo lo fé& gu 167
Eré ori-ltagé [ ]
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Eré ori-telifisan L]
Fiimu [ ]
N X0 mo [ 1.

11 Ki ni idi? ......l.....‘ll..‘..:--ltl.l"'..l...

¢  Emélod laarin 9s¢ ni o fi 19 wo sinnima:
lgba gbogbo L]
Bikan 1psd |
Eékan 18sé meyl
Eékan lésu
Asikxé ¢dimn

M — ™ 9 Mm
| SRS Ry NN R WU D B D |

Békdpkan ‘
d 1 Ni 4éédé agogo mé1od ni 6 maa h fé wo f£ilmh 160767
" agogo .mégila, ¢sén [ 1 '

agogo méta Osan L3

agogo méfa 1rdlé [ ]

agogo mgsan—an alé [ ]

14 Mo maa h £& 16 11é sinnima ni asikd ti mo yan yif

nitori:
g) Wahala-gko wiwd L1
b) Ibudd ti 11é sinnimé wa [ ]
c) Abo [ ]

d) Ogh ¢3¢ (éru 636/érv odrun hanhan) [ ]
e) om:’.l‘én(BQ. pété) ® & 00009 F0 0P ae st assBeee Y
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ha Bawo ni o se m¢ nipa filmd naa?

Oro énu [ ]

Rédfio L]

Ixéde ori télifisan [ ]

ixéde inh lwé-1rdyin [ '

Agbéyéwoé nint iwé 1rdyin [ ]
Akdge~onitgdwd ' L]

jwé lkéde agafihan-alalg¢ka (podsita) [ ]
iwé iléws 1kéde L]

Axoséva L1

b £16 106 san 16wd iwg1é?
Nafira méji
Naira mgta
Naira marun-tn
Naira meje .
Nafira méwaa
Omiran (J; PAtO) F tvtiitiiirnnnanranans

B B e B B e B |

]
]
]
]
]

5a Se 1di ghiomd tf o £f1 4 15 sinnima ni:
1) lati 1¢ wo filmu [ ]
11) 14t1 10 wo awon akgni dgéré ind fiimu [ ]

i11) lati 1% nagh L]
1v) lati 19 wo nnkan mifiran t'6 yapa sf
télifisan L]

v) fln idaraye/igbadun [ ]
vi) pé & )¢ 1bi erd t'd peéd lp pelt oldélurs [ ]
vii) pé anfasn{ ni latil wa pélll awen ééyan
miiran ] '
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vi1i) pé & dinwd si &wgn nnkan idaraya miiran [ ]
1x) Awon 1di miiran (so patd) ceetreesasenoecas

...‘.._“...-....;.0-....-....l.........-..-

b 1 Se nitorl 68éré kan ni o fi A wo filmu?

Bgésni L ] B&éxd [ ] -

13 T4 6 ba ae béénl', darlk¢ okan tabl méyl nind
irh awgn o?ere béé:

+ 1) [P REIE. € 5 I R

6a. Se ilana £{imd 116 okéré ni filmd Yoruba gunlé?
Bééni [ 1 Bgeko [ 1 '

b Nind gbogbo fiimi t1 o 1 wo lati bl ogu méfa séyln,
ewo niogbadun Ju 10? .....'...'.....-.'...'.........‘

l.'...l...'....'..l'..‘.-..I-..-......J..l.-..'..l...

7a Isgri wo ni o maa fi fiimu ti 6 wé lénu 10910 yii si2

i) £iimy (adaléri) oran (1]
11) fiimu (sdaléri) ltan-iwés
111) fiima (RJémdréé) ire 1bal
1v) tiimu aggmogelu
v) f£iimu aaemgtan—gidi
vi) £iimd agémésin.
vi1) f£iimi amérin-inwa
vii1) fiimi ladoghaé
ix) f{lma asérubani
x) fiimd jandikd

e [ ]
opo takg-tabo [ ]

Qb ™

o T o T e I e B o T o O o N
| S O Ry W A I S O T Y |
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b Nae oye~ord ken wa ti o fp ki won gafihan re loau

sinnimna?

1)
11)
111)
iv)
v)
vi)
vii)
viii)
ix)
x)
xi)
Sxii)

‘Ogun

Ibalopg také—tabo
Oran dida

Ikt
Ipé/fji/ahﬁdﬁkﬁ
tan giad

1aése (asa)

Isesx (Bséré)
1s81G -~ -
Ibawi iva Ibaae 1awu
drd igbéyawo

[ ivagé adaléri odo

Lame TS o BN e B e B e Y s T o I e B e T e B e T |

LR dIL e B S Ry I Ry IR [ W By NN D TS D NN S EUAN R N R NN )

c EwO ninn awon nnken wonyi ni o naa n ranti{ nint fiimu

t1 o wo?
1)

11)
111)
. iv)

V)

© Vi)
vii)
vi11)

1sest (gééré)
Orin

Ofé/6gede

15818

Oye-oro/koko—§r§
séré

1réas-aara
IwH§H. .

A

Apa Kejl

S awgn nnkan wonni t1 & ge mo fiimd
Fi maakl (v ) Bami:

L e L e

0 gbadin Ju '19.



308 -

8a Filmd nia kan §e afihan igbé-ayé ni
1) 114 f1a L ]

11) Ab1é

\

L]
111) 1bd megeegy [ ]
“4v) N k6 md {1

b Lara awon lsdro awigg t1 won safihan ni:

1) wahala 1$ko-laya |
11) wahéla mplébi

111) wahala oldrésdé

‘4v) wahala alabaasisépd

' v) wahala aa?m@?élﬁ

‘v1) wahald agémésin

vii) abétélé ati ‘lwa Ibayé

vii1) iwa

Jandukd

1x) idigunjaléd _ _
X) AW?D. mliran (B? Paté) ..-.-.oo‘..c..l.0.'!!..‘...0

c Nyé o lé s¢
. 1) asa
11) asa
111) asa
iv) asa
 v) éto

-~

aJeméto-mo1ébi
agéméto-igbdyawd
a)eméto-5§81h
ajeméto=ésin

ipé bi awgn ééyan se w

L T o T o T o TR o WO o T e T
(I T O S S O T O S S T A

L1

[ ]
[.]
[ ]
[ ]

a s

pé £ilmi yi{ nika abliku ai;

ira won 1'awige { ]

vi) awon nikan aBawigé Yoruba lanfaani [ 1-

i,

[ h ~

d Njé .filmi naa 18 nipa 1or{ éro okan éni? ‘
L] Beko [ ] N ko 16 sp [ ]

‘Béént

9a Se o 18 s8¢ pé awon 1813 inhi £1lmd naa:
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,

1) to t9lé era wdn ni gisé-n-télé [
11) t0 t¢lé ara wyn ségesége C

—

Ngé awon éto 1818 nG filmd yif mu ni 19kan?
[ ] Béek6 [ 1 N ko md [ ]

Ryé iten inh f£i{imd Hnéé yé o7

Daadda (patapata) [ ]
Ni{wontunwonsl/Dédajl L]
pig - (1]

Nj? o ro pé itan naa J8 mo 1sele 0gt-ayé?
Béén ] Beéko [ 1, N kb mo [ ]

Ewo nind awon abala isele int £iilmu naa ri ko ba a'

. Yoriba mu?

1) Ibalopd tako-tabo [ 1]
11) Aj3gbula 1
111) 1xG-méyi-épinni 1]
1v) I3a onfitlpa-tikhiky [
v) Oran dida L]

\

vi) Omirén (89 patd) ceeaeenana. PO

d Ewo ninu awgn abala 1561¢ ni aad £¢ ki oléotd fi{imd

i1 yo Ikaro:
1) Ajagbula
11) 1gesi (osere)
111) 1aériban{
1v) lwa jandukd

(o B e B I
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v) Ikt-méji-éplnni
vi) Dran dida
vii) Idan pipa
vii1) Of9 pipe/Ogédé 8iaa
T 1x) ibalopo teako~tabo/ififéhdn { I
x) Iran‘amprininwg [ ]

mT M rmMmoe
ok -

e 0yé kl ayg awpn abala 18613 tf a maakl yif nitorf
pe 0/won
1) 1¢é 38 ki lwa ib3gé po si laaarin aw¢n
¢modé nikan L]
11) 18 38 ki 1wa 1bayé gogo sl ! laaarin
tomodé tagba L] ‘
111) 1é 9§ ki iwa ddaran ati ajagbula po si 1
1awugé o [ 1]
iv) 16 mit dru ba awgn 8da éniyan ti ké gbdkan/
1pkan’ - [ ]
v) 1é m@ igbagb¢ éni yinge [ ]
vi) 18 mh iwa agéwo gbérﬁ si {[]

f 4 Se wgn gafihan agagbula ninu filma y{l? Bééni [ ]
Béeko [ ] | -

14 Ki ni ohun t'é fa ajagbula?
1) 1ré/lvalopg tako~-tabo
11) obinrin '
111) dukid 118
iv) Orogin Eise

Lo BN s B e BN o |
| IS R NN Dy S R N |
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v) lgbéga
vi) 1ja oyé
vii) osell
vii1) 18é/1ya
ix) iyanjyé/1réje

| pun B s S s B e N |
ed

11a Sami pelé (v) sl yald 'Bégni' tabl
nind awon édd wonyi ni-o ge oaﬁge T

o]
'Q\
.Q'

[
i

=

o

o]

e

b

av]
0

1) Orisa - Bééma [ ]
11) Oba/Baalé - Bégni
111) Qk¢ - . - Bféni [
1v) lyawé - Bgéni [
C

L

()
o

—tJd g rm
& !
*(D~ (D> =Py *Dn oDy %D D~
3

t
L3

jv]
"

v) Baba - Bééni
vi) 1yd - Bgeéni
vi1) 6m¢g -~ Bgens [ ]
viii) Awgn ml@rén (80 PAtO) cevetveearrscicnccacann

o

*DaseDe o Dr *Dr *De *De s(De¢ =D
= <)
*O~ 2O *Oy *Or 2O *Op *ON

[os)
3

.3 [
......l..l..i...-I......IOIOIIOOUQII.........

b 4 Darfiko énikan ti o féran y% 1l¢ nint fiimd néa: ...
11 Ki ni 1&1 t‘i 6 fi f?rén I‘.é? .........'....l.....-.....

LI B NI A R B I B B R R B Y R R B R I R Y R B R IR B R N RN N RS I B B B B R B B L

¢ 1 Dirike enlkan ti inh ré A bl ¢ gu 1¢ nind fiimd naa

11 K1 nt 1af 1 100 £ £1 A DL 07 tieniiirninenienenns

& ® g g o & a9 b o s e R b e v b & & & ° 0 00 ¢ e w0 * e e e BTSSP
’
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d 1 Daruk¢ enikan nind awon énlysn ini filmi naa ti
orﬁké.r_-é fi 1wé r-.a hén‘ '--...........‘.‘........

11 N3é o lé rantl oriks apanilérin—iﬂ kan ti
won 89 okan lara awén énlysn int f{lmi naa?
Bééni [ ] Bééko [ 1]

111 Ki ni orukd apanildrin-in nAA? ..eeieeeeiiicians

LR A A L I B B BN B BE I B B BRI Y R A R T R TP O S A Ry

iv  So ltum$ orik¢ apanilgrin-in naa (t1 o ba md én):

l.ﬂ'l.ﬂooi..‘..l...'..g...l‘.--.'..;.-.c--.. ----- L ]

12a Njé o ro pé édsd ti wgn 16 nind rilmn naa nitume si 7
Béént [ 1 Bgékd [ 1 N ko md [ 1.

b i B¢ apéere ken tabi méyl lara awon ord (8ds)
alufensa/isoklss t1 won 16 niné f£ilmld naa:

1) 00..-.-.....--Iclcl.lcnll‘ot.c-cl.-..l;noolﬂl

LA R R N R R R R N N T I e, L B ]

11) l.II.....‘Q‘,..'.....-‘l.ll..OI.II'..‘O.I....l.

LA R B B B I O R R I T * 4 3 &P Sews s e

11 Edé ledkisg/alufansi yif ,
1) ni won 16 lati fi naka abukd si awuls abo [ ]
11) ni wgn 16 latl £1 naka abikd sl awujg aks [ ]
111) nf won 16 lati fi bu gnu até lu egbd
elésln kan L 3]
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11

111

11
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N3é o mo 114 abinibi oken lara awgn énlyan ini
f{imli naa nipasé lsgrg-enu re?
Béeni [ ] Bééko [ 1

S¢ apéere ken tabi méyl lara ira:ede adugbo ti won
16 ninG fiimi naa (ti 6 ba wa)

1) .......‘...ﬁ'............ll-......'.........l...

...‘.O........'..‘...l...‘.'..l.........l..

11) -‘-.....'..."Il-...l-....I..l..-..l.....l.........

T NN TR EEEEN R E N A A R A A BCA R R R N A I A B B A

Ird édé adugbo t1 wgn 1o [
1) md £i{lmu naa larinrin C
11) ma fiimd nda panilérin-in L
111) mé £1lmi naa sini S [
1v) ge afikim ftumd sf ltan (ind filmu)

- v) gafihdn awujo t4 won ti gagbékals
£{imd naa {1

nt- [ 1 Béeko [ ]

S6 apsére méyl lara awon 9rd agogl ti won 16 nind
fiimu naa:
1)‘ .-"'........-...‘.‘.... ........ ® 8 ® g & & 4 % P ¢ ae e

L R I I N B I B B A B B B BN B R B R N R B R B N I B B AL B B A B B B A

11) oo',_oooo-oannoolo-oonoou---.oo.o.v-a'----.---o-.<

'
LI L I I I I I I I B I B B Y B B IR B R R I R N R T B B I R R R I I R R I B Y]
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111% T41ld @dé 83031 ninl fiimu yif

11

i

is

1) garindn 2d8a4é imp-¢xd éda ind filmu [ 1
11) gaffhan aayé 1ipd awuyd ¢da inft fiimu
yil L]
111) Mu ki 8da nd ruga lasarin awen parfutu [ ]
1v) Safihen adédtb 1dagbaséks lm-§kd
- 1'awuyp Yoruba L]

S¢ apeere mégl lara awon ‘edé a=a
(1rédédasa) t1 awon éniyan inh fiimn naa 1lo:
1) -............'...'.--.I.'C.-..-‘.I...‘.....--‘

8 ¢ P P T OB R R A AR A S SR F S e A sSSPt s e

11) .....-......l..-'.....'.....C'..-..-.li.l...

So i1tumd t1 Awgn 9rd asa naa 1é ni:
1) ool..l-l’.-’.-ot--.--.oc..on-;.-.o-o---.'l...

PR R A R I AR R R B R R A IR R A I R A N I O I B A I B B B L

8 0 T

> 9 & 8 & 8 & 0 a3 p dag d g d e e g ¢ e 2 s e oy s e e b s d E e Ben

Se o gbadun ewi ati orin ti won 10 nind filmd nia?

B

3oni () Bedkh [ )
Se o 1& ranti 113 bl 1 mé1d6 ninh ewi tabi orin pii?
Béeny [ 1 Beeko [ 1

(D
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111 Bi 'Bféni', s8¢ ila bl { méldd ti o ranti nda:

|
L I R I A R R R A N N I R R I I S R e N N Y ]

iv  Won lo awdn ewl/orin wonyi nind fiimd yii
1) lati f£f gba akoko L]
11) lati fi da woén onworan lara yo [ ] .
111) gegé bi, ara itan intd fiimd naa [ ]
1v) lati 1é 38 ki £1imd naa t4bd gun sf{ 1 [ .]
- v) lati Bafihan ara {gbé~ayé awugo Yoruba [ ]

13 1 K1 ni awon 6kd t1 o k% 'nind fiimu naa: .

1) et e e e e e e
11.) ...-..a.-.-.o..........--..-o......-.-......

111) .."C..........llll'.... --------- LR N B I B A ]

1V') '.....l,llII...'l‘.'.‘.ll"‘...“......l-.ﬁ".

11 $e o 1é 89 pé fiimd naa yoo 1é wild fin énikéni
nisinsinyif, tabl 1636 1wayh lati £1 yanyh awgn
ig6r0 tabi wahala?

Bééni [ ] Béekd [ ]

&
12 1) Ki ni & Je ki o gbadun filmu t! & wd naa:

1) 0‘000.'b...!lo--lnc.oooo--o.u-"o--.o..l..

11) .I...........-....‘.-.l.ﬂ....'...0...........
11 Ki ni k6 3¢ ki o gbhdin £ilmd yii?

- 1

ii) oOIOC-IQOOOIDODC-HG.Q-.l.l..cl...o-.ooloo..
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15 Awilé/Aspkén (41 & ba wa) 1éri £ilmd t1 a wo yif

1) teeeesccrersnccssesesnersansansearnsaccnne

11) .....‘l.‘..I...‘.I..I.....l.l.l.l.'..l...'.

A dﬁpé 16wdo yin fin ylydnda asikd yin fin wa.

E ge po.
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APPENDIX I1 A

K.S. CINEMA,.TOTAL GARDEN, IBADAN

Audience Attendance for the lagt gix months of the

Year 1990 (July-December)

TYPE OF

MONTH FILM TITLE ATTENDANCE FILM PRODUCTION
JULY QMO ORUKAN 4,760 (HAM)* Optical  AWADA KERTKERI
‘ ORGANTISATION
AJANI DGUN 163 (LAM)* Optical QLA BALOGUN
L= r e 7 * ~ N\
AUGUST  OBE GBIGBONA 1,400 (HAM)  Reversal ALAWADA MOVIES
~ '] ~ L %
OWE AKALA 609 (LAM) Optilcal 272 '
\.\ L
SEPTEMBER IYAWO BUS STOP 2,108 (HAM) Video 27
IGI DA 1,040 (LAM) video 77
OCTOBER ORT OLORT 3,040 (HAM) ~oOptical ADE LOVE
'TLARA 1,997 (LAM)  video 27
NOVEMBER KANAKANA 1,740 (HAM) 27 27
~ - Ay
IJAKUMO 1,040 (L.AM)} oOptical 2?2
DECEMBER AGBA AARIN 4,100 (HAM) oOptical 27
- ~ s 4 P
OBE GBIGBONA 905 (LAM)  Reversal ALAWADA MOVIES
® HAM - Highest Attendance for the month
* LAM = Lowest Attendance for the month

Mr Adisa, Y.A., the sssistant Manager (Entertainment)

supplied us with this information.

From the information
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given, one would see that he was more interested 1ln the
numerical strength of the audience in attendance than

the producer of the film. This informastion was collected

on the 28 June, 1991.
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APPENDIX II B
CULTURAL CENTRE, MOKOLA, IBADAN

Audience Attendance for the last six months of the

Year 1990 (July-December)

TYPE OF

MONTH FILM TITLE ATTENDANCE PILM PRODUCTION
JULY PANPE AYE 3,276 (HAM) Optical  AFRO AMERICAN
(SEGUN RASCO)
R YR I ‘ 7 v
AJANI OGUN 232 (LAM) oOptical  OLA BALOGUN
AUGUST  LISABI_AGBONGBO oL
AKALA 720 {HAM) Ooptical  AKIN OGUNGBE
T i ~ FaY
SANGBA F¢ 81 (LAM) Reversal JIMQ ALIU
: ' [ : \
SEPTEMBER OMO ORUKAN 5,042 (HAM) Optical  AWADA KERIKERI
' ORGANISATION
. AJuMbeT 728 (LAM)  Video TUNDE ONILEWORA
OCTOBER - MOSEBOLATAN 995 (HAM) Optical  ALAWADA MOVIES
ORTJA 533 (LAM) Reversal KENGBE @Ré
-~ o~ ' ’ r o of
NOVEMBER IYAWO BUS STOP 1,144 (HAM) Video DELE AIKT FILMS
s
EKU EDA 557 (LAM) video ~ LEWIS FILMS
L * hY " 1y
DECEMBER AROPIN TENIYAN 4,150 (HAM) Optical OGUNDE FILMS
~ N ~ s S -~
AARE AGBAYE 510 (LAM) Optical ALAWADA MOVIES

The Cultural Centre is owned by the Oyo State Government of

Nigeria. It is no surprise, therefore, that the record of attendance

has properiy been kept unlike that of K. S. Cinema which is a private

venture. Mr J O Qsunleke, the theatre manager for Cultural Centre

gave ug this information on the 23 July, 1991.
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. ], APPENDIX TII
'"UNIVERSITY OF -IB-ADAN, IBADAN NIGERIA

DEPARTMENT OF LINGUISTICS & AFRICAN LANGUAGES

EPHONE: IBADAN 400550-400614 (65 LINES)
v Exty [409, 1422

CABLES & TELEGRAMS: UNIVERSITY '3ADAN
TELEX: CAMPUS 31128 NG

Jin

x
r

A

14 May 1991 | - .

Dear Sir

ADELEKE, D.A.: Matric No L3689

]

The above-named is a postgraduate research student currently

on his Ph.D, programme in this Department. His fileld research

1s taking him to.some establishments to collect materials and ' '
information on.his research topic titled AUDIENCE RECEPTION OF '
YORUBA FiLM. He has chosen‘'your establishment as one of the

places toviarhfor assistance. '

- I should be'grateful if you would assist him in this regard.

Thank you for your cocoperation.

Yours faithfully

D.} . Owolabi, Ph.D.
Ag Head of Department i
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APPENDIX IV

Iist of Informgnts and Fleld Assistants and ,
Secondary Sources

A: Cinema Managers Interviewed'

Naeme Date Cinema

.1 Nr Petér Amosu 15/6/91 | 1 a) Tazan Cinema, Mapo,
‘ i Ibadan

t

b) Odeon Cinema, Oke-Ado,
Ibadan

: ¢) Queen's Cinema,

! . Adémdsingba, Ibadan.

2 Mr Akin Qjediran . | 21/6/91| ii Tabadtari Hotel (Cinema
: - * Hall), El&kirg, Ibadan.

3 Mr Yusuf Adesina 28/6/91 | 4i1 K S Cinema, Ibadan.
Adisa
4i Mr J O Qsunleke - 23/7/91 | 4iv Cultural Centre, Mokgla
(Theatre Direc- _ Ibadan
tor) . L .
il Miss Bqla $pdiip§;' 23/7/91 Cultural Centre, Mgkqla

(Assistant Theatre . " Ibadan
Manager) o '
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: Actors/Actresses Interviewed

B

Name

Date

.Place

. Mr Igqla OgunsqQla
(a.k.a. I Sho Pepper)

lMrs Yetunde OgunsqQla
Mr. Oyin Adejobi
 Mrs Grace Ade3§b1 ;
Mr Lépadé o;;

Mr Sunday Qmgbglanle
(a.-k-.a Ald wgq) )
i
NMr Tajudeen Baba=xi '
tunde Adequan :

(a:k-a Qkanlawan)

30/9/88

30/9/88

20/5/99

,20/5/9?

r

28/?/9i.

28/7/91

i

several
days
' }

t

Tabantari Hotel, Elékurg;
S
Ibadan

Tebantarl Hotel, Elékurd,
Ibadan
Tibantari Hotel, Elékurd
Ibadan

Tabantari Hotel, Elékurd

Tbadan

.Cultural Centre, quqla,

Ibadan

(At a gocial party)
Moléte, Ibadan

Agbaje Memorial Primary School

Ayeye¢, Ibadan,




323

C: Film-goers

Name : ‘ Place of Intervi?w'

1 Mre B Davies =~ . Odeon Cinema, Ibadan

2 Miss Iyabq Olodude Cultural Centre, Ibadan

5 Deaconess L A AQekanmbi Tabantarl Hotel, Ibadan

4 Mrs Moni Awe ‘ Loyola College, Ibadan

5 Mrs G A Gbolahan S5t Andrew's College of Education

~ o (Ibadan Centre).

6 Mrs Laitan Oﬁoéyél R Oke-Badan High School, Ibadan
Dr (Mrs) Yemisi = - | Department of Linguistics,
Adebqwale University of Ibadan, Ibadan.

8 Mr Diipo Gbenro ‘ Department of Linguistics,

University of Ibadan, Ibadan.

9 'Mrs Funmi Oyedun Oke-Badan High School, Ibadan.

10 Mrs vo Adewusi - Odeon Cinema, Ibadan |
11 Mr end Mrs O A Qkin K S Cinema, Ibadan.
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D:
Field Assistants Address
1 Kayqde Agbajé Department of Lingulstics and
‘ African Languages, University
of Ibaden, Ibadan,
2 Sgla Sogéks . Department of Modern European
, . ' Languages, University of Ibadan,
Ibadan, '
Tajudeen Adesgkan " Ibadan Grammar School, Ibadan
4 Segun Adequaﬁ Ibadan Grammar School, Ibadan
5 Wale Adeniyi Qsun State College of Education,
I14 (Ibadan Centre). ;
6 Abdul Kereem . Qsun State College of Education,
I14 (Ibadan Centre).
7 Mrs F F Qmotesq. ' | St -Andrew's College of Education,
) Qy$, (Ivadan Centre).
8 Mr Adubi Obisesan’ Ifglodun Odb-Qba, Ibadan.
Mr Ganiyu Jinadu Total Filling Station, Mgkqla,
‘Ibadan :

Secondafy Sources
Radio Stations:

i) Broadcasting Corporation of Qyq State Radio, Ibadan,
(BCOS, Ibadan)
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ii) *Federal Radio Corporation of Nigeria (FRCN),gﬁ&

Ibadan.

Television Stations:

i) Broadcasting Corporation of Qyq State . ~Sagoa -

2

T
) r
o,

Television Station (BCOS), Ibadan.

ii) Nigeris Television Authority, (NTA), Ibadan.

1ii) Ogun State Television (OGTV), Abgokuta

* T am highly indebted to FRCN, Ibadan for producing a

radio phone-in programme "Qrd-6-nfl1é" on the effects of

the film on the viewing pﬁbiié, on the 13 Jaruary, 1990.

It was produced by Bqlede Salami. The list of contributors

include:
Name Address
1 Adewars 7?
2 Ola Abdul Ardboto Ijebu-0de
%2 Olumide Soyemi ' 0d&-Remq
4 Babatunde Adetoye JIbadan
5 Chief Qlatunbgsun Qladapq ;Akﬁré
6 Chief Olfginnad ' K&tu
7 Chief Imam Wahab Babatunde | Ibadan
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Name " Address
8 Tunde Olaniyan Ilorin
9 Alhaji Yusuf- 77
10 Adekqrq Qloyede Idah, Benue
11 Albaji Mudagiru Ikoyi, Lagos
12 Tunde Bakare Islamic School, Yamani
| College, Kaduna.
1% Alha;j:i B s_Bakére Musin, Lagos
14 77

Alhaji Wahab Hamid
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