Chapter One

Introduction

1.1 Background to the Study

Filmmaking is defined as the complete process of making a film, starting from the initial story
idea or commission, through scriptwriting, shooting, editing, and ending with the exhibition to an
audience'. This definition emphasizes the importance of artistic cohesion, achieved through the
careful orchestration of various elements, including scriptwriting, cinematography, editing, and
sound mixing, to convey a unified aesthetic and emotional experience to the audience.
Filmmaking involves the mechanical aspects of capturing images and sound and the creative
decisions that shape the narrative, visuals, and sound design. The creative endeavor involves
artists and technicians working together to achieve artistic cohesion, where the technical aspects
of filmmaking like camera operation, lighting, and editing are just as important as storytelling,

visual composition, and thematic resonance.

Film as a form of personal expression and a universal language, requires careful logistical
planning and inspired spontaneity. It is the product of a single vision and collaborative energy.
Film is also the quintessential hybrid art form, finding its expressive power through the unique
fusion of writing, performance, design, photography, music, and editing. And all of it matters.
Every choice you make, from the largest creative decisions to the smallest practical solutions,
profoundly impacts what appears on the screen and how it moves an audience emotionally.
Filmmaking is the art and craft of making motion pictures involves the fusion of artistic
expression and technical expertise, where artistic vision and technical precision converge to

create works of enduring beauty and cultural significance.



In recent decades, Nigeria’s film industry, affectionately known as Nollywood, has undergone a
remarkable transformation, emerging as a powerhouse of indigenous entertainment with
significant global recognition?. From its humble beginnings in the early 1990s to its current
status as one of the most prolific film industries globally, Nollywood’s journey is a testament to
the creativity, resilience, and entrepreneurial spirit of Nigerian filmmakers. One of the defining
features of Nollywood is its prolific output. Thousands of movies are pro Q&anually,3
covering a wide range of genres, including drama, comedy, romance, and, action. This rapid
production rate has not only catered to the diverse tastes of Nigeri@}iences but has also
contributed to Nollywood's widespread popularity both domesti a@d internationally. Central

often operate independently,

to Nollywood's success is its entrepreneurial spirit. Fil ‘%

financing their projects through personal savings, lo nsga%mtributions from friends and family.

Do it yourself approach has democratized \@,try, allowing a diverse range of voices to
enter the fray and contributing to a vi\K}'\and dynamic film scene. Nollywood has gained
increasing recognition on the glob%@ . Nigerian filmmakers have won awards at prestigious
international film festivals \ llywood movies have been screened in cinemas worldwide.
This global recognition gt only raised the profile of Nigerian cinema but has also opened up
new opportuniti{%%’c laboration and investment. Technological advancements have also
played a C%Q role in Nollywood’s evolution. With improvements in digital filmmaking
equiprﬁ% d distribution platforms, Nollywood has enhanced the quality of its productions and
reached a wider audience. High-definition cameras, digital editing software, and online

streaming platforms have all contributed to the industry’s growth and evolution.*

However, the practice of individuals undertaking multiple roles in film production, also referred

to as “wearing multiple hats,” has become increasingly prevalent, particularly in independent and
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low-budget filmmaking contexts. While this approach offers certain advantages regarding cost
efficiency, creative control, and technical proficiency, it also presents various challenges and

considerations that warrant exploration.

The first set of Nigerian filmmakers after independence (before the advent of Nollywood)
include among others, Francis Oladele, Hubert Ogunde (regarded as the doyen father of

Nigerian theatre), Ola Balogun, Eddie Ugbomah, Ade Afolayan, Moses Olaii@umo, Isola

Ogunsola, Ladi Ladebo, Adamu Halilu, Ayo Razak, and Tunde Kelani. The rian video film

industry known as Nollywood (coined by playing on Hollywood @ollywood) became a
phenomenon in the early 90s. These filmmakers played piﬁ in shaping the nascent
landscape of Nigerian cinema, producing and directin & that resonated with audiences
across the country. Ade Love, for instance, was a p of the Yoruba-language film industry
and is credited with directing several success@ in the 1970s and 1980s. Like Ogunde, Ade
Love was known for his versatility, oft uming roles such as director, producer, writer, and
actor in his productions. His ﬁlms,%&%?\explored themes of romance, comedy, and social issues,

contributed significantly to t@/th of the indigenous film industry.*

Similarly, Ola Balqg&nerged as a pioneering figure in Nigerian cinema, directing one of the
earliest featur ﬁgyn the country, 4jani Ogun. Balogun's work, which often addressed political
and socia@s, played a key role in elevating the profile of Nigerian cinema both domestically
and irkkﬁationally. These pioneering filmmakers embraced multitasking as a means of

overcoming resource constraints and maintaining creative control over their productions.

However, as the Nigerian film industry has evolved into the contemporary era of Nollywood,

there has been a growing recognition of the need for professionalism and specialization in film



production. This shift reflects changing industry dynamics, including increased competition,
higher production values, and the demand for quality content in domestic and international
markets. While early filmmakers like Hubert Ogunde, Ade Love, and Balogun relied on their
own skills and creative autonomy, the modern film industry faces new imperatives driven by
these factors. Thus, there is a need to integrate skilled professionals into the filmmaking process
while preserving the creative vision of filmmakers, balancing artistic autonomy %ebeneﬁts
of specialized expertise. While the era of pioneers like Hubert Ogunde,@mi Afolayan

( A.K.A Ade Love), and Ola Balogun was characterized by creative a y and multitasking,

the contemporary landscape of Nigerian film necessitatesi r¢ nuanced approach to

filmmaking. Q

The art of filmmaking is a complex and intricate p%%that demands a diverse range of skills
and expertise. From conceptualizing the initi@ bringing it to life on the screen, every role
plays a crucial part in creating a Visuall.ys@ing and emotionally captivating film. Although the
Nollywood film industry is growi@ceadly, there is still a need for a better understanding of
how each role affects the @product. Despite Nollywood prolific output and growing
international recognitio ,Qindustry faces persistent challenges in achieving consistent artistic
cohesion and tec@%l\%

the unique @tion ecosystem of Nollywood, characterized by rapid turnaround times, limited

ellence across its productions. These challenges are often attributed to

budgeb\agf a complex multiple role-play within production teams. The roots of this multiple
role play can be traced back to the Yoruba popular traveling theatre, known as Alarinjo theatre,
which emerged in the mid-20th century. This dynamic form of performance art, which integrated
traditional Yoruba culture with contemporary themes, significantly influenced the development

of Nollywood.>*



Pioneers of this movement, such as Hubert Ogunde, Kola Ogunmola, Duro Ladipo, and Moses
Olaiya (a.k.a Baba Sala), often assumed multiple roles as producers, directors, scriptwriters, and
lead actors. Their multifaceted involvement ensured the preservation of cultural authenticity in
their works, a practice that has carried over into contemporary Nollywood. The interplay of roles
in Nollywood productions presents a complex phenomenon that challenges traditional notions of

S

This study problem is situated at the intersection of two contrasting Qr i€al frameworks:

specialization and auteur-driven filmmaking.

Adam Smith's Specialization Theory and Frangois Truffaut's Auteur of Film,”8 while also
considering the unique historical and cultural context of @rian cinema. Roles increase
productivity, reduce wastage costs, and enhance qualitg excellence. In the context of
filmmaking, this would suggest that clearly deﬁne@wlized roles (e.g., Producer, Director,
Cinematographer, Actor, Editor) should lﬁ\&’higher-quality productions. However, the
Nollywood ecosystem, influenced by its}\& injo theatre roots, often operates in contradiction to
this principle, with fluid boundarie%gct?een roles and multitasking being the norm. Conversely,
Truffaut's Auteur Theory em@és the director as the primary creative force, whose personal
vision and style shoul Qvident across their body of work.”!° This theory, which gained
o

[ ]
renewed relevan@

director-wri ducer) as a means of achieving a singular artistic vision. The Nollywood

rise of independent cinema, celebrates the convergence of roles (e.g.,

model,\{&/its frequent role interchangeability, seems to align more closely with this auteur-
driven approach, albeit often out of necessity rather than artistic choice, and with roots in the

Alarinjo theatre tradition rather than Western film theory.

This presents an incredible opportunity for filmmakers to improve their skills and create a unique

template for the entire industry. Through a deeper exploration of the dynamics between each role



in Nollywood filmmaking, we can gain valuable insights into how to enhance artistic cohesion
and technical proficiency, leading to higher-quality films. As the industry has grown and become
more competitive, there is increasing recognition of the importance of giving room for skilled
professionals to handle specific roles they have mastery over, while still preserving the creative
vision of filmmakers. It is to this end that this research work focuses on assessing multiple role

play by Filmmakers in film production, bringing to the fore the effects on artiszhe ion and

technical prowess. &<
1.2 Statement of Research Problem &

Existing literature in the Nigerian filmmaking industry te us on specific aspects of the
industry, such as genre analysis, textual analysis of ind@dual films, censorship issues, or the
aesthetics of films in particular languages or etl%& Hence, there seems to be scarcity of
comprehensive reference materials that critic@analyze trends in the contemporary Nigerian
film industry, particularly the practice&l iple role play among filmmakers. Also, there is a
gap in literature regarding thqh&@&tudy of the varied roles interplay among filmmakers and
its effects on the aﬂist@chnical quality of Nollywood films. This research seeks to
investigate complex g&'onships between multiple role-playing, artistic cohesion, and technical
proficiency i e&& Nollywood film production. Understanding these dynamics is crucial for
identifyin ways to enhance the quality of Nollywood productions while preserving the

unique}(wacteristics that define the industry.

Furthermore, fostering constructive dialogue and collaboration among filmmakers, producers,
writers, actors, cinematographers, and other technicians, this study aims to contribute to

elevating the overall quality of Nollywood films and enhancing the industry's reputation on the



global stage. The study will contribute to the broader discourse on film production
methodologies in emerging cinema markets, provide insights into optimizing creative and
technical processes within resource-constrained environments, and potentially offer a new
theoretical framework for understanding filmmaking practices that don't neatly fit into existing
Western-centric models of film production and authorship and lastly by delving into the
intricacies of collaboration and division of labor among filmmakers, this stud s to assess
the interplay between multiple roles adopted by filmmakers and their effects@ stic cohesion
and technical prowess in Nigeria video film production so that by the@&othis research, some
definitive conclusions would be reached with the view of s@ ut possibly guidelines for
elevating and improving the film industry. Q
\
b’b
1.3  Aim and Objectives of the Study ®%

This study aims to assess multiple &%p y in selected Nollywood film production. The

objectives of the study are to: . AQ’\

i.  identify the indus%gquirements for each role played by filmmakers in Nollywood and

their imp(fi\@s;tic and technical proficiency;

il. assess@ effects of filmmakers assuming multiple roles on the overall quality of
%&)Od films;
iii.  identify challenges associated with multiple role-playing in Nollywood filmmaking and
strategies for enhancing artistic and technical excellence; and
iv.  discuss strategies that could be employed to maximize multiple role-play in Nollywood

filmmaking, both creatively and technically.
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1.5

. What are the challenges associated with multiple role-playing in Noll

Research Questions

. What are the industry’s requirements for roles played by filmmakers in Nollywood and

their impact on artistic and technical proficiency?

. What are the effects of filmmakers taking on multiple roles on the overall quality of

Nollywood films? \
\¢ .
@‘ ilmmaking

and strategies for enhancing artistic and technical excellence? &

. What are the strategies that could be employed to maximize efits of role interplay

in Nollywood filmmaking, both creatively and technica@

QQ

Significance of the Study

It is intended that by the conclusion of this , the researcher will be able to unravel the

challenges, effects, and opportunities of v d\oles interplay adopted by filmmakers in Nigeria

video film productions from the exp&ﬁ?\es of film directors and producers, whose role in the

industry cannot be underestid@. he findings of this research are intended to serve as a

possible template for ado\%% the need for improving film production in Nigeria starting with

that of filmmake ?@ also serve as reference material for film scholars and enthusiasts for

future researc%ﬂo the effects and prospects of varied roles interplay adopted by filmmakers in

Nigeri V@rglm productions especially.



1.6 Scope of the Study

This research seeks to assess the interplay of creative and technical roles within the Nollywood
filmmaking process, to uncover the challenges and strategies adopted by filmmakers in
navigating the multifaceted demands of multiple role-playing in film production. By assessing
film production processes and drawing on the perspectives of directors, producers, a% writers,
and technical crew, the study aims to identify the motivations behind this apprQhe inherent

challenges, and the innovative strategies employed to ensure successful o&

A primary focus of this study is an in-depth analysis of the % of selected Nollywood
filmmakers and their films, which epitomize the dynamics terplay, artistic cohesion, and
technical proficiency within the industry. The selected GQQstudles include Odunlade Adekola’s
dual involvement in Lakatabu, Funke Akindele’ @ceted contributions in Battle on Buka
Street, Ibrahim Yekini’s dual role in Kesarz,\\QQ Osiberu’s multiple roles in Gangs of Lagos,
Toyin Abraham’s in [jakumo, Kemi @a in King of Boys: The Return of the King, Kunle

Afolayan’s in ljogbon, and Bola@ ten-Peters’ dual role in Funmilayo Ransome Kuti.

Through these films, the stu w111 explore the delicate balance between creative autonomy and
collaborative fil '@examining how filmmakers who assume multiple roles manage their
responsibilitie@ achieve both artistic coherence and technical excellence. By doing so, this
resear{/ to provide a nuanced understanding of the evolving practices within Nollywood
filmmaking. Furthermore, it will offer practical insights into how the interplay of roles can be
optimized to enhance the artistic and technical standards of the industry, contributing to its

growth and global competitiveness.



1.7 Operational Definition of Terms

Filmmaking: Filmmaking is a complete process of making a film, starting from the initial story
idea or commission, through scriptwriting, shooting, editing, and ending with the exhibition to an

audience.

Filmmaker: A filmmaker is a professional who plays a central role in the creati *{ motion

pictures (film), usually supervises, manages, or directs key creative and techn@ects to bring
a story from concept to screen é

Multiple role play: this is a situation by which a single aﬂis@%l various key production

roles, such as when a person writes, directs, and acts in thei@l.

Nollywood: Nollywood is Nigeria’s film industry. ’b

Artistic Cohesion: Artistic cohesion refe&@ unity and consistency of the various artistic
tive, visual style, sound design, performances, and

elements within a film. This includes @;‘%rr
overall tone . AQ’\

Technical Prowess: Tea%?prowess in filmmaking refers to the skillful application of
technical knowl é\’gﬁ expertise in areas such as cinematography, sound design, editing,
special effect%pd production management. It encompasses the mastery of various technical

skills @pwledge required to produce a high-quality film

Industry: The entire network of companies and professionals involved in creating, distributing,

and marketing films, including studios, production companies, and distribution channels.

Production: The process of creating a film, encompassing planning, filming, and post-

production, from developing the script to completing the final cut.
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Producer: A key individual responsible for supervising and managing all aspects of a film

production, including financing and hiring creative teams (cast and crew) to complete the film.

Director: The creative expert in the arts of storytelling who guides the artistic vision, working

closely with actors and other technical crew to shape the story, performances, and overall look of

the film from script to screen. \

Casting: The process of selecting actors who match the characters’ talent in t@t or story to

fill the roles in a film. 6\
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Chapter Two

Review of Literature

2.1 Conceptual Review

2.1.1 Film History in Nigeria

>\
X
The inception of cinema in Nigeria dates back to 1903 when Herbert ngy’mtroduced it to
the country, showcasing Balboa productions at the Glover Me all in Lagos'. This
introduction sparked the importation of foreign films, inﬂue@ igerians to adopt Western
behaviors while neglecting their own culture. This awa e@ led to an intellectual movement
among writers and performers who recognized t%’b&d to preserve Nigerian customs and

traditions by producing feature films. Nota@eers in Nigerian filmmaking include; Ola

Balogun and Hubert Ogunde, who ﬁa@tallenges due to the high costs associated with
celluloid film production and mark@g.9

The influx of foreign @ﬂrayed Africans in a negative light, prompting Ogunde to
champion African gtg&through his productions that celebrated traditional values and themes.?
Ogunde's pro cggl, rooted in African traditions, emphasized societal, political, and domestic
issues, sh@smg the richness of African culture through language, music, and dance. Despite
criticis%/and misconceptions about his focus on the supernatural, Ogunde’s works conveyed a
message of the perpetual struggle between good and evil, with a consistent theme of the triumph
of good over evil. His dedication to promoting African culture through film and theater set a

precedent for future filmmakers in Nigeria.
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The evolution of Nigerian cinema saw a transition from celluloid to video production, driven by
financial constraints and debts faced by feature film producers. This shift led to a video
production explosion, propelling the Nigerian film industry to become the third largest globally
in terms of output. However, the industry faced challenges in maintaining quality narratives, with

many films lacking depth and meaningful content. The proliferation of films by ﬁlhividuals
e

lacking passion for the craft resulted in a market flooded with subpar productiifQ nishing

C

As Nollywood emerged as a prominent force in the global film indus cerns arose about the

the overall quality of Nigerian cinema.

lack of skilled labor and craftsmanship in filmmaking. The in(@r’s rapid growth and focus on
quantity over quality raised questions about the standards of Njgerian films and their portrayal of
the nation on the international stage. While Nollyw uccess in terms of production volume
is undeniable, the need for meaningful and iv@ storytelling remains a critical aspect for the

industry to achieve broader recognition a@sceptance in the global film market.

&S
2.1.2 Emergence of N ollywp(az

\

Nollywood, the Nigerian‘@ ndustry, emerged as a significant cultural and economic force in
the 1990s, experi '@id growth and becoming the second-largest film industry in the world
in terms of pr@ctlon volume. The rise of Nollywood can be attributed to several key factors

that s‘r@&levelopment and success.

One pivotal moment in the emergence of Nollywood was the release of Living in Bondage in
1992, a film produced by Kenneth Nnebue. This film marked a turning point in Nigerian cinema,

showcasing the potential for local productions to resonate with audiences and compete with
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foreign films. Living in Bondage demonstrated that there was a market for Nigerian stories told

by Nigerian filmmakers, sparking a wave of creativity and entrepreneurship in the industry?.

The affordability and accessibility of digital filming and editing technologies played a crucial
role in the growth of Nollywood. These tools democratized the filmmaking process, allowing
aspiring filmmakers to produce high-quality films at a fraction of the cost of traditio{celluloid
production. This technological advancement empowered a new generation of @kers to tell

diverse stories and explore different genres, contributing to the di\gﬁi&-{nd richness of

Nollywood's output. &

Furthermore, the transition from cinema to video pro was a significant factor in
Nollywood's emergence as a global phenomenon. 'IQ\shift to video allowed for faster
production turnaround times and lower producti éftbs, enabling filmmakers to create a high
volume of content for both local and intemﬁ&ll audiences. This shift also aligned with the

preferences of Nigerian viewers, whei&&ab ced the convenience and accessibility of video

formats over traditional cinema @gs.

2.1.3 Brief Profile of t@al Nollywood Film

.
In Nigeria, prod@lm typically spans several months. The Nigeria film industry, often
referred to ywood, is renowned for its vibrant and prolific output. This industry involves a
comple\\&aboration among numerous departments, each with distinct responsibilities that are
highly interdependent. The filmmaking process in Nigeria requires a seamless interaction
between various departments. For instance, actors depend heavily on costume designers and
makeup artists to prepare before they can start shooting scenes. The success of these preparatory

stages directly affects the quality and pace at which the actors can perform. Additionally, the film
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editors are reliant on the cameramen to provide high-quality footage. This dependency chain
underscores the necessity for each department to perform optimally to ensure a smooth

production process.

Clearly defining the roles and responsibilities within the filmmaking team is essential. In
Nollywood, the director is tasked with crafting the film’s overall vision and guidin,%e artistic
and dramatic aspects. The producer, on the other hand, handles the logisti Qd financial
elements, ensuring that the project stays within budget and on schedule@gm'ﬁlm progresses
through its various stages, the emphasis on different departments % . During the shooting
phase, the contributions of actors, costume designers, rna artists, and cameramen are

paramount. However, once shooting concludes, the focus @ to the editing phase, where the

editor and director become the central figures. gb

The dynamics within filmmaking groups in\@ria are subject to constant change. A scholar
opines, this fluidity is a natural part @N Immaking process. The ability of these groups to
adapt and collaborate effectivgl@cial to achieving the set objectives. The success of a film
largely depends on the e%@of teamwork and the quality of collaboration among the group
members*. In Nolly\\‘&where projects often operate under tight budgets and time constraints,

effective coll&ﬁﬁon is even more critical to ensure that the film meets its artistic and
S.

commerc@a
A typical Nollywood film is based on a small budget which ranges from $40,000 to $200,000°.
Only very few films such as Funke Akindele’s 4 Tribe Called Judah, Battle On Buka Street,

Kemi Adetiba’s The Wedding Party, Biyi Bamidele’s Half of a Yellow Sun amongst others are

shot on bigger budgets. The shooting of a typical Nollywood film is generally done within a few
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days to reduce expenses. This is contrary to the production of films in Hollywood or Western
cinemas where shooting can sometimes be done for years. In effect, the shooting process in
Nollywood is very speedy as explained by Ajibade and Williams, cameras roll quickly through
multiple scenes. To save precious time, a good many scenes are shot only once. Retakes are kept
to the barest minimum. Amidst the screaming of directors, tempos and tempers stand very high

%y video

as cast and crew scamper to meet deadlines. These deadlines are set not by direct Q

marketers. As bankrollers of the films, marketers wait at film locations with vVideo jackets in

hand ready to sell.® é

A typical Nollywood movie is also based on a strong cast. Thi@t usually includes at least one
popular figure and many other actors who, accordin Qnany commentators, are hardly
professional. The strong cast most often functi%’b‘s part of the film's Unique Selling
Proposition. In other words, the casting of p%@gures in the films ultimately tracts potential
viewers. Nollywood productions usuall@lve a lot of improvisation as dependence on film
scripts is most often a rarity. A s@ shares the conclusion that ‘rehearsals are not overly
stringent. In some instances, @Q ay be no rehearsals at all. Scripts are loose and actors simply
improvise dialogues in-between. Besides the high degree of improvisation, the most spectacular
aspect of Noll :) is“the time it takes to shoot a film. A typical Nollywood film is produced
under very %Qe and uncertain conditions, so much so that commentators another scholar have
likeneﬁs@%%llywood production model to producing films out of nothing. This scholar writes
that film-making in Nigeria can metaphorically be likened to ‘performing open-heart surgery

with forks and knives, but the genius of it all, is that the patient survives’”.

Nollywood films also reflect life in both traditional and modern Nigeria. They depict the diverse

Nigerian cultures and the modern transformations the country is undergoing. In many cases, they

17



reflect many of the harsh socio-economic realities of the country. These include the widening gap
between the poor and the rich, ethnic discrimination, and abject poverty among others. Driven
mainly by financial motives, film directors generally go for believable stories that reflect popular
myths and Nigerian idiosyncrasies and resonate with target audiences. This entails producing
films with popular themes such as love, marriage, fertility, blood money, and the influence of

xod thus

religion/Christianity on all aspects of life in Nigeria. The dominant themes in

include voodoo, ritual killings, political violence, betrayal, deception, and triimpli@mong others?.

2.1.4 Film Production QQ

Film production is a multifaceted and complex pro s&§ically involving three main phases. A
scholar posits that, regardless of the produc% ¢ and medium (whether for television or
cinema), the production chain compr.is’e&k stages: preparation, shooting, and assembly®.
Another author describes these p \as preproduction, production, and postproduction.

Preproduction includes plannfn&% preparation, securing all necessary aesthetic, human, and

material elements for the% his phase involves refining the script, casting, location scouting,
set design, and ot '@ratory activities.

Production %Qpasses the actual filming, where the producer plays a critical role, though the
directN sually the key decision-maker in both this and the preproduction stages. Some
directors also participate in postproduction, which involves editing and other finishing processes.
The execution of these stages follows specific rules and involves various experts in related fields.

In essence, these three phases encompass many specialized tasks, with most films in theaters
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resulting from dozens of specialized tasks performed by hundreds of experts. This division of

labor has proven effective in preparing, shooting, and assembling films.'°

In the preparation stage, the film’s concept or story is drafted into a script, at this stage,
producers may seek funding and organize logistics to commit the film idea to paper. The
shooting stage involves the filmmaker/director creating images through a series& frames
captured continuously by the camera, referred to as shots. During the assembl@, editing is
performed, and the images and sound are synchronized, with special effgts, titl€s, and subtitles
added. Scholars also note that each stage alters the previous %@e film idea may be
significantly modified during script development, the scrip@c‘uon depiction may change
drastically during shooting, and the filmed material gains n&gniﬁcance during assembly. The

filmmaking process, fundamentally a three-stage p@re, captures everything from script to

screen. @%

The script serves as the foundation t@ﬁually develops during production and is polished
during editing, ultimately prepa@ for release. Each of the three stages of film production;
pre-production, producti(@\post—production is crucial, as they are interdependent and none
should be overemph@ at the expense of another. A poorly arranged pre-production phase can
lead to failure, E in the improvisational context of many Nigerian films, success hinges on
key perso@s creativity, resourcefulness, and ingenuity. During the preproduction phase,
speciah%ntion must be given to the script, which forms the framework and springboard of the
production. The initial and essential step is to develop a credible script. Scripts can originate
from various sources, such as original works, adaptations of short stories or novels; as seen with

Tunde Kelanni’s film Dazzling Mirage, adapted from Yinka Egbokhare’s novel or simple story
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ideas that producers request writers to develop. Regardless of the script’s advancement,

producers often hire writers to rewrite, adapt, or further develop the project.

Film experts posit that the script goes through several stages, including a treatment (a synopsis of
the action), a full-length script, and a final shooting script. Rewriting is extensive, and writers

often expect their work to be repeatedly revised.'! \

Experts generally agree that a script should follow a three-act structure: @t—act climax
occurring about a quarter into the film, the second-act climax around t uarters through, and
the final act's climax resolving the protagonist’s problem. Wnters@ incorporate plot points
that introduce twists and turn the action in new directions reenplay is vital for both the
artistic and commercial success of a film, requiring rong focus from the outset. If the
screenplay is weak, improving it during productioprmes an arduous task. The significance of
the screenplay cannot be overstated. An autho es that most stories need at least one character
who undergoes growth and change, @ development, even if this character is minor and

faces internal or external COIlﬂlC A@

A good screenplay foc&b& behavior, action, and reaction, avoiding static scenes where
characters merely, '@@e their thoughts and feelings. Nicholas emphasizes that the script is the
cornerstone o movie, influencing acting, cinematic style, location, and audience reaction
asserti@%great movie cannot be made without a great script. Although this statement might

be considered hyperbolic, it highlights the script’s importance in film production.

A film expert describes the script (or screenplay) as the fundamental building block of any

dramatic project, providing a detailed blueprint for actors, directors, and technicians. Through a
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series of dramatic scenes, it conveys the writer’s vision of a fictional world, which will be

interpreted by the director and conveyed to the audience by the actors.!3

Equally significant is the producer’s role, even during the preparation stage. Another expert
explains that a producer can be an initiator of projects, a fundraiser, a deal maker, and an
administrator.'* The producer’s tasks are primarily financial and organizational, whe%they are
independent producers seeking financing or studio-employed producers asng project
packages. The producer oversees the project from script developmew uring financial

support and organizing the necessary personnel to execute the projec O

During the shooting and assembly phases, the produce ly acts as the intermediary
between the writer, the director, and the film's finan . After the film is completed, the
producer often arranges its distribution, promotio;bgfbmarketing, and monitors the repayment
of the invested funds. The director's invol t is primarily focused on achieving artistic
success. The director's ultimate role is @M ret the screenplay and bring it to life on the screen,

beginning where the writer’s c.re@ ends.

N\
A director must read th\é%[ many times, with the first three readings being crucial for
understanding th a@)e first reading should reveal the storyline, the second should focus on
character ana@'s, and the third should be an intuitive reading that connects the director's
internal ingtificts with the play’s content. Through the technique of at least three specific readings,
a director will identify problems with the story and be better prepared to guide a writer in

resolving them, ultimately enhancing the story.!>

The production phase, where actors come on set and in front of the camera, is where the director

is most prominent, supported by the costumier, makeup artist, production manager, camera
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operators, set designer, location driver, welfare person, and first aid officer. Although the
director's role spans preproduction, production, and postproduction phases, their impact is most
significant during production. Directors vary widely in personality and style, but common
qualities include tenacity, vision, creativity in overcoming obstacles, and a love for the
filmmaking process. Film directing is a noble, disciplined, and intellectually challenging

X

Filmmaking requires passion, enthusiasm, discipline, creative professio% w=dnd an unending

profession.

quest for relevant knowledge. Once the script is mastered and the @s assembled, the next
step is to conduct auditions for the cast. Film is a powerful cult @ agent, and the artistic director
has significant influence over the production process. As th@eur, the director must ensure that
their films address the changes occurring in Nigeria@reate films that effectively manage the
situation in Nigeria, the director must recog s role as a cultural agent, reflecting society
and serving as a tool for reorientation, ;e@ing, reassurance, and promoting societal peace and
growth. Films should go beyond @cgl\tertainment, avoiding trivial, overly romanticized, and

superfluous issues. The cast @w must be composed of ingenious and creative individuals.

2.1.5 Film l@iucer
A ﬁlm\&cer is someone who is in complete control of production, “commercial yet creative”.

In addition to managing the production flow of a film or television program, a Producer also

decides on costs and stories and selects suitable candidates for each film processed in his studio.®

The role of a Producer covers more than one part of the production. Both from the creative side

and from the production management side; this is done to ensure that the implementation of the
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production does not deviate and is in accordance with the budget that has been agreed upon

together with the Executive Producer and also in accordance with the overall objectives that have

also been discussed and agreed upon together.®

2.1.5.1

Duties and Responsibilities of a film Producer

An author states that the duties and responsibilities of a Producer include: Q\

ii.

1il.

1v.

Vi.

Vil.

Creating a production proposal following an idea or scenovie or Television

show. 0

Develop a production and marketing plan. Q

Finding and determining the core story for production.

Developing and preparing a draft budget for h%%all cost of the production.

Pursuing funding for the advancement o uction operations.

Controlling the production tearil in dccordance with job descriptions.

Producers are also responsibKGg\the work contracts that bind the entire production team

who are legally bound” rious parties in the ongoing production.

N\
R

1. Pre-Produetions-this is the planning phase where all preparations for filming are made,

includingébt development, casting, location scouting, and organizing crew and equipment.

This p& is crucial as it lays the foundation for the entire project and helps prevent costly

mistakes during filming by ensuring everything is properly planned and organized. Producer’s

responsibilities in this phase include;
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Finding Inspiration: when writing a final project, some of the steps that need to be done
first is defining ideas. Ideas or inspiration can come from various aspects of life. From
book references, movies, works of art, personal experiences, or stories from other people
that are developed by combining real stories and imagination. Before determining the
theme or idea, the Producer and the team brainstormed to find an idea that fits the vision
of the Producer and the team as a whole. The idea is then developed unti Q\making of
the final project can run well from beginning to end. QJ

Research: As a Producer, the creator of the work conducts deearch into the story
and concepts taken from the internet, books, and other pgopléls experiences

Idea Development: Based on the research and @f the author, the author and
colleagues in the Final Project team then VQ@\G ideas that have been collected to
produce a story that is relevant and ready eveloped further in the form of writing.
Crew Recruitment: As a Produce%ﬁcreator of the work needs to find team members
who fit the required job re{ﬁ%\énts. When all job roles have been fulfilled with
members who will ceﬁ@arﬁcipate in the implementation of this final project, then
the production te?@%s a briefing.

Recce: To ?\&r' ith the production team of the final project, the Producer conducts a
recce that 1S tailored to the needs of the scenario. The recce process is done by mapping
in%rgal locations until the right location is found. Then the creator of the work makes a
letter of approval and sends it to the owner of the place as well as to the local area.

Tool Preparation: After getting the location, the creator then asks for a list of tools
needed for shooting to the DOP, sound stylist, and lighting stylist. Then after being

collected, the creator of the work looks for the tools in the list on the tool rental website
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to meet the requirements and needs of the production with a note that the price of these
tools is in accordance with the production budget, then visits or contacts these rental
places.
Production Plan: The production design is made for reference for each member of the
production team, the production design is also made by the creator of the work to ensure
that each member of the production team performs tasks accordi %eir job
description. In the production plan, the creator writes down the wotk sChedule, budget
plan, recce, equipment search, host search, property search, log®nd transportation.
Casting Talent Host: After writing the production plan h%tor and director look for
host talents that match the characterization in the se host talent must be tailored
to the agreed criteria, and the host talent wil bp&%idered based on the compatibility of
the host talent's personal character with th talent character sought by the production
team. The appearance of the talent %self is also an aspect of consideration to choose
R
the right talent host. \CO\

Reading: After the talcq\&@gf is determined, the writer of the work ensures that the talent

host's schedule is\ %rdance with the schedule determined by the production team so

that the re{/@ycess can run smoothly without obstacles.

2. Producti actual filming phase where the movie is shot according to the schedule, with

cast a?\%w working together to capture all necessary footage. This is typically the most

intensive and expensive phase of filmmaking, where the director works to bring the script to life

while managing time, budget, and creative decisions on set.

a. Shooting: In the production process, the creator of the work as a Producer needs to ensure that

all forms of production requirements are appropriate and meet all predetermined criteria. Then in
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the event of an unexpected emergency, the production team can provide the necessary items to
solve the problem. In order for the production process to run smoothly in accordance with the
qualifications made and planned and ensure that the shooting is not over time because it is

related to the venue permit and equipment rental.

b. Evaluation: Every time the production process takes place, the Producer evalua%e entire

\J
production team. The Producer and the team shares stories about shortcominibstacles in

the production process and provide input for the production proce&h ext day. After
evaluating and finding problems, the Producer and the producti m finds solutions to

improve each completed shooting process to achieve a goo@rk process and return to the

production plan. QQ

3. Post-Production: the final phase where all f@material is edited together, with sound,
music, and visual effects added to create the}i\@ed film. During this phase, the raw footage is
transformed into a polished product té%z\ggh careful editing decisions, color correction, sound

design, and the addition of any @sary visual effects or animation. In this production phase,
producer is responsible f%Q\

a. Final Budget: @roduction begins, the producer has prepared and compiled a shadow
cost budget \@h then becomes a benchmark for post-production calculations. The budget
refere@n calculated to ensure the total cost of expenditure throughout the production

period.

b. Controlling Final Edit: Entering the final stage of production, the Producer together with the
core team of the Final Project monitors the completion process by controlling the final editing

process.
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2.1.5.2 Types of Producers

1. Executive Producer: An executive producer is the head producer who supervises other
producers in the creation of a film or TV show. An executive producer may work independently
or on behalf of the studio, financiers, or distributors. They will ensure the film is completed on
time, within budget, and to agreed artistic and technical standards. In television, @(ecutive

Producer may also be the Creator/Writer of the series. OQ

An executive producer is usually a financier of the project. Typically, thi «Qson may assemble

the core team, but will not physically produce the project. A quick @wn of their tasks:

i.  Introduce new concepts and ideas that may align wi@agand initiatives of the project
ii.  Ensure production meets competitive goals jects the intended brand image
iii.  Supervise other producers and ensure % the production, work within union
regulations \

iv.  Oversee and approve the hiri arquee talent

v.  Maintain the budget an‘c@%ve schedules
2. Co-produ :Q-lo—producer is a producer who performs jointly with another producer on a
productio@o—producer plays a crucial role in the film production process, working closely
with the producer to ensure the successful completion of a film project. They partake in many
aspects, including financing, creative decision-making, and project management. To become a

successful co-producer, it is imperative to have a solid understanding of the film industry, acquire

practical experience, and establish a network of industry connections.
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Some of a co-producers tasks include:

1.

A co-producer works alongside the producer to oversee and manage various aspects of
the film production process, from development to post-production.

Co-producers play a crucial role in securing financing for the film by creating compelling
pitches and business plans and building relationships with potential investors\

They are involved in the creative decision-making process, workinf @ with key

creative personnel to develop the script, cast the film, and m% duction-related

decisions. Q

Co-producers take responsibility for project man including creating and
managing production schedules, coordinati%gistics, and ensuring smooth
collaboration among departments. 6’6

Practical experience and industry k@@e are essential for aspiring co-producers,

often gained through entry-level %' ions or formal education in film production.

%

3. Associate Producer: @ciate producer, often referred to as the “AP” is a below-the-line

producer who pe @der the supervision of another producer. An Associate Producer’s job

duties and r%nmbilities will vary from project to project and may include organizing

produ@grsonnel, coordinating set construction, operating a teleprompter, supervising

lighting or sound plans, editing scripts, or writing news items.

An associate producer may not be part of the Producer’s Guild (PGA) and is often hired only to

do tasks that other union positions don’t have to do. Some roles they may fill include:
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On a TV series, associate producer duties may include pitching story ideas, revising copy, and

helping guide the editorial content of the series

Writing, editing, organizing scripts for TV, running the teleprompter in newscasts, or assisting

the editor by making beat calls (shot selections)
Assist with promotions and handle bookings for TV Q\
In film production, an associate producer’s duties are varied and difficult ‘w&&dywn.

4. Line Producer: A line producer performs the producer functions i d in supervising the
physical aspects of the making of a motion picture or televisio uction where the creative

decision-making process is reserved to others, except to s@tent as the line producer is

permitted to participate. 66

Line producers stay busy, here are only a ha @f their many tasks:

N

i.  Assist the executive producer(éj
ii.  Introduce new concept‘s«’(kideas that may align with brand initiatives of the project
iii.  Supervise other @ers and ensure they, and the production, work within union

regulatior(:\\.

iv. ASSiSt@I the hiring of marquee talent

<

\%/%vise the post-production process and liaise with the executive producer

vi.  Maintain the budget and approve schedules

5. Television Producer: Television producers are responsible for various operations on network

shows. Typically, a TV producer is tasked with concept development, raising funds, recruiting
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staff, budgeting, guiding crew members, making casting decisions, and evaluating final product

quality. Some of their roles:

1.

ii.

iii.

1v.

Vi.

A television producer assists the executive producer(s)
Introduce new concepts and ideas that may align with brand initiatives of the project.

Supervise other producers and ensure they, and the production, work within W

regulations. OQ

Assist with the hiring of marquee talent. &
Supervise the post-production process and liaise with the exe roducer.
Maintain the budget and approve schedules. 0

Q
>

2.1.5.3 Producer’s Rights: The rights of a P@mclude among others:

1.

ii.

iii.

Determine the screenwriter andd@sr.

Finding and determining {Rain cast and the entire production team which is
determined based @&)duction plan by involving advice and input from the director
and production %er.

Mentorin‘ ch\p\@r'o uction manager's leadership and guidance and the basics of production

perf@ce strategy and production management.

iv. \%Ve or request progress reports from each department.

Vi.

Producers also have the right to make decisions or mediate when conflicts arise in the
field, especially when the production process is disrupted.
Dismissal or replacement of performers or production crew if it is proven that there are

irregularities that have an impact on the overall implementation of the production.
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vii.  Producers also have full authority to determine the creative concept of a director if there
are changes that arise in the production process.

viii.  And stop the production process if the implementation of the production deviates from
the initial plan that has been approved. The Producer has the right to take over and make
decisions on behalf of the director if the director deviates from the production plan or

stops the production entirely. For a Producer, success is when the entire zprr duction

2.1.6 Art of Film Directing EQ

In film production, the significance of the art of directing ¢ overemphasized. This might

process runs smoothly?!

be the reason why an author posits that: Directing is afi wtellectually tasking, theatrical stage
activity, which involves the management of arti%&onnel and creative devices towards a
deliberate molding of a perceived vision into\\'\g‘nost sublime form. It is the master art of the
theatre which utilizes all the theatrics@tricalities in the process of presenting a vision of
life.! Drawing from the authgr&@nission above, all ideas, concepts, and storylines are just
crackers until the directo@}) to put life into it by bringing together all the available arts and
weaving them into‘a@led product that is aesthetically appealing to the audience. In a related
development, &nyscholar describes film directing as an art that is: indeed, mysterious and
ambiguouQ%ause it involves the manipulation of montage (putting together the shots of the
film i.Mting and editing) and mise-en-scene (what goes into a shot and how the camera shoots

it) to express an idea to the audience.!”

Directing as an art is very difficult to define. This is because most definitions fail to capture the

full essence of the art and craft as it applies to the stage and the screen. For instance, directing is
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conceived by a good number of scholars as the controlling force for unifying all facets of the
production of a play. Many scholars, regard directing as the art of coordinating all the activities
that ultimately lead to the production of a play, and a director as that superhuman who provides a
unified artistic interpretation of a particular play for a particular audience. Some film scholars
observe that the art of directing “lies in making decisions about how to use all the means

S

All these definitions have considered just one aspect of the art of cﬁgct { which is play

production for the stage. &

available to create a compelling theatrical encounter”.!8

Directing as an art exists beyond the confines of the theat yond play production. Apart
from the theatre, directing exists in live performance@/events, radio, television and film.
Directing also exists at different levels, even Witk@ same medium. For instance, in film and
television, different programmes have dif%\ types of directors. News, music, drama,
animation, children, variety show, cm@ 1als, reality TV, etc., programs have directors who

possess different specialized sl.dllﬁ ed for the different media.

As directors, however, th@riven by a common purpose - pursuing the ultimate concept and

vision for the pro@@

Irrespective e medium, directing makes rigorous demands on the director’s natural and
acquir?&%lities, especially in the area of artistic and technical requirements. Therefore,
directing as an art can be summed up as the process of coordinating all the human, technological,
artistic, and sometimes financial elements of a production, be it in theatre, mass media, or

performance arts/events.
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The art of directing, which was born on stage, is relatively one of the youngest but perhaps the
most demanding of all the arts of the theatre. An author claims that the nearest counterpart to
directing in western dramatic production history is the Choregus in the Greek dramatic festivals,
who was a business manager and also trained the chorus, although many theatre historians
believe that the playwright in the Greek theatre trained the chorus and superintended rehearsals.!®
In any case, a scholar asserts rightly that these roles, including those of the %heatre’s
actor-managers, Medieval theatre’s pageant masters, Elizabethan theatre’s\leading men, etc.,

were organizational roles rather than “visionary or interpretive ones”.z‘Q

With other theatrical traditions outside the West, directing @t in itself did not exist until
contemporary times when artistic directors were employed&ordinate festivals, and carnivals,
among others. In performance theatrical traditions 6’@3 Africa, Asia, and Latin America, the
lead performers, who are often chief priests @ors, are usually responsible for training the
neophytes and coordinating the total .pg\q'%ance in line with laid down conventions of the
specific performance. This is evid%&cl?lapanese Kabuki theatre, Indian Khatakali and African

N

aural aesthetics are stric lyg'lered to by generations of performers.

festival theatres such as Eg or New Yam festivals where the conventions of visual and

.

X

The modern di e&;}m we know it today, came into being during the late eighteenth century in
Europe. 'IQ%mh is traceable to the rise in experiments towards a unified production, the
moven& in the direction of realism and interest in scientific exploration of cause and effect in
the dramas of Henrik Ibsen and other pioneers of realism. Several theatre and artistic figures of
the time contributed immensely to the evolution of the art of directing and in shaping the role of
the modern director. Notable names whose consistent works and experiments paved way for the

art of directing include Johann Wolfgang von Goethe (1749-1832), Georg II, The Duke of Saxe-
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Meiningen (1826-1914), Richard Wagner (1813-1883), Andre Antoine (1858-1943), Constantin

Stanislavski (1863-1938) and Erwin Piscator (1893-1966).

The new movement in realism/naturalism expressed in the plays of Emile Zola (1840-1902),
Henrik Ibsen (1828-1906), August Strindberg (1849-1912) and Anton Chekhov (1860-1904)
with “psychologically complex characters who grew out of particular social milie% created
the need for specific stage setting particular to each play as opposed to teric visual
conventions of the past and “the need for an artistic eye” to unify the g&léments with the
play text, demanded the conception of the art of directing. Stanisl@ork during this period
has remained one of the most enduring contributions to the m@directing in the theatre due to
its integrated actor training and realistic stagecraft. An authohgtates that “the modern director as

visionary, unifier, and guide to actors was born in St@%\/ski’s early work™.?!

&

In this period, the theatre was the sole medi f artistic expression and mass entertainment;

hence, the director existed only in the @ntil the birth of film, radio, television, video, and

| N\
the internet. . Q
$

Today, the role of a dir@ s far more complex and demands multi-skills and multimedia,
unlike in the la '@nd early 20th centuries. A director can traverse different media,
depending onée ability to acquire specialized skills and technical abilities needed for the
differe\t/\& A director willing enough can be trained in the different areas and media and can
apply his or her art in any of the areas as well. A director requires many years of training and
practice to become highly skilled and confident. Film/television directing skills can be acquired
in film/television schools. Also, directing skills can be acquired by apprenticeship, even though

this is becoming less attractive because of the scarcity of mentees and mentors and, of course,
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many believe that apprenticeship has become a “conditioning force that deeply discourages self-

evaluation and change”.!!

Consequent upon the above, film directing goes beyond the director staying behind the camera
and calling the shots. This is because a good director must understand all the arts of filmmaking
and know how and when to manipulate them to tell his story. His ability to; choose QQictate the
appropriate shots or camera angles to be used; frame objects using the came w when to
track his camera and when to pan or tilt on the object within the frame%&dg%m, are part and
parcel of what makes a professional Film Director. In corrobora@ statement, an author
asserts that: Directing in filmmaking is the art of managing a f@rm ect artistically to achieve a
director’s perception of a story. This involves coordinatingQrvices and guiding the technical

crew and talents to express the director’s visual and %b‘treatment of the story.??

O

In a similar opinion to the author’s submiss%kgmother scholar defines film directing as “the
creative process of communicating té%’\&isi n of the Schreiber to the audience through the
management of actors, crews, @ition of shots, and rational infusion of other cinematic
inputs?®.” In the same Ve@her scholar describes a Film Director as “an artistic interpreter,
an artistic creator, W kes a profound artistic impression or an artistic statement with his art.”
Similar to thi a@ s opinion, a film expert describes the Director “as a metaphor, a human
being th%l§e well represented. He sings and he dances. He is an actor as well as an
interpr%ﬂ“ Film directing is one of the most important creative areas in the film industry. In
fact, it is the most essential artistic area of filmmaking. The position of film directing as the core

area in film production has been foregrounded by a film scholar who submits that: Directing is

the spine of theatrical production.
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In other words, no work or play can be successfully performed on stage or screen without some
measure of directing, no matter how rudimentary from somebody whether trained in the art or
not. Arguably, anything in life that attracts such level of important attention must come with
challenges. Therefore, with the significance associated with the area of directing in filmmaking,
it is natural for it to face a number of challenges, some of which include: Policy making,
government support, artistic problems, Nollywood market structure, tech Q{poblems,
unavailability of some cinematic equipment, inaccessibility of film stud&iequate film

village in Nigeria, skills and education, religious and cultural barrier a@l s colonial influence.

Indeed, these problems are discussed in the subsequent sub-hea&
2.1.6.1 Directorial Duties Across Production Timeline Q

In the realm of filmmaking, directors are the ce@creaﬁve forces behind the realization of

cinematic visions. Their role extends bey(wrtistic vision to encompass managerial and
°

collaborative duties that shape the ﬁ& ct. This research aims to explore the directorial

duties across the film product.io@ine, elucidating the complexities and challenges inherent

in each phase. QQ\

A. Pre-Producti '@: During the pre-production stage, the film director spends much of
their time pre@ng for the shoot. This might involve meetings with the producers and other
memb%® e team to discuss the overall vision for the film, scouting locations, casting actors,
and working with the cinematographer to plan the look and feel of the film. The director
sometimes also spends time rehearsing with the actors and going over the script to make any

necessary revisions.
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ii.

iii.

1v.

Vi.

Developing the Overall Vision for the Film: The director is responsible for shaping the
overall aesthetic and tone of the film and must work closely with the producers and other
members of the team to develop a clear vision for the project. This might involve making
decisions about the look and feel of the film, the themes that it will explore, and the tone
that it will take.

Collaborating with the Writers: If the film is based on a script, the di @‘lll work
closely with the writers to make any necessary revisions or chan GQOJ ¢ script. This
might involve suggesting changes to the plot, character devt, or dialogue, and

working with the writers to ensure that the script is read o%uction.

Casting Actors: The director is responsible for Q\e actors who will bring the
characters in the script to life. This might in obﬁ%ding auditions, reviewing headshots
and resumes, and working with the castin §[or to find the right actors for the roles.
Scouting Locations: The director wi Mrk with the location scout to identify and secure

°
the locations where the film \@Q shot. This might involve scouting locations in person,

reviewing photos and u@g of potential locations, and negotiating contracts with

property owners. Q
Working :\'@he Cinematographer: The director works closely with the

cinemategrapher to plan the look and feel of the film. This might involve making
de@s about the camera angles, lighting, and composition of each shot, and working
with the cinematographer to develop a visual style for the film.

Rehearsing with the Actors: The director spends time rehearsing with the actors to help
them develop their characters and prepare for the shoot. This might involve reading

through the script, blocking out the action, and giving feedback and direction to the actors.
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vii.  Reviewing the Budget and Schedule: The director works with the producers and other
members of the team to review the budget and schedule for the film. This might involve
making decisions about the shooting schedule, the number of shooting days, and the
allocation of resources.

viii.  Assemble the Crew: The director works with the producers and other members of the
team to assemble the crew for the film. This might involve hiring depart Qﬁds, such
as the production designer, the costume designer, and the editor, and assemfibling the team
of technicians and crew members who will work on the film. Q

ix.  Plan the Shooting Schedule: Once the locations and acto ve been secured and the
crew has been assembled, the director will work wi@ oducers and other members of
the team to plan the shooting schedule. This ig&%olve deciding on the order in which
scenes will be shot, determining the um% shooting days required, and determining

N

the logistics of how and where the fi 1 be shot.

Overall, the director plays a Vitaéslg in the pre-production process and is responsible for
shaping the overall vision a@ection of the film. By working closely with the producers,

writers, actors, and cin &grapher(s), the director can help to ensure that the film is well-

prepared and rea@ stccessful shoot.

B. Produ@ gtage: During production, the director’s primary responsibility is to work with
the cinemdtographer to set up and light each shot, rehearse and block the action with the actors,
and give direction to the cast and crew. The director works closely with the sound and camera

departments to ensure that the technical aspects of the shoot are being handled correctly.
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Rehearse with Actors: Rehearse with the actors to help them prepare for their
performances by reading through the scene, blocking out the action, and giving feedback
and direction to the actors.

Help the Actors Understand their Characters: The director works with the actors to
remind them of their character’s motivations, desires, and inner lives. While the process
of developing each character’s backstory, goals in the scene, and su Q%e been
developed long before the shooting day, the director helps each or hone the
performance to achieve these goals. O

%is helps the actors feel

comfortable and confident, which can lead to bette f-@ 0fmances. The director can help

Create a Positive and Supportive Atmosphere on

create this atmosphere by being approachaile(@ to feedback, and respectful of the

actors’ needs and concerns. ’b

Give Constructive Feedback: Pr%hl\g constructive feedback to the actors can help
them to understand what is w@g and what can be improved in their performances. The
director can give this f& k in a positive and supportive way, focusing on specific
actions or choices\:%% actors can make to improve their performances.

Plan Eac '@The director and cinematographer work together to plan each shot,
includi ¢ camera angles, lighting, and composition. The director might make
su@ons about how to frame the shot, while the cinematographer will be responsible
for executing the technical aspects of the shot.

Make Adjustments to the Lighting and Camera Setup as Needed: As the shoot

progresses, the director and cinematographer might need to make adjustments to the

lighting or camera setup to achieve the desired look and feel for the film. The director
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might suggest changes to the lighting or camera angles, while the cinematographer will
be responsible for making these changes.

g. Review Dailies: The director and cinematographer will review the footage that has been
shot each day, known as “dailies,” to assess the progress of the shoot and make any
necessary adjustments. This might involve identifying any problems that need to be
addressed, making creative decisions about the look and feel of the ﬁl@%d nsuring

C

C. Post-Production Stage: After the filming is complete, the di ill shift their focus to

that the vision for the film is being realized.

post-production. This involves working with the editor t(@em le the raw footage into a
rough cut of the film and making any necessary cha@ revisions. The director will also

work with the composer to create the score, an@ the sound and visual effects teams to

add any necessary elements. ®%

1. Review the Footage: The dir@l review the raw footage from the shoot to get a
sense of what has been (@rﬁ and to identify any problems that need to be addressed.
This might invol\% g for continuity errors, identifying scenes that need to be reshot,
or making (169{%5 about how to structure the film.

2. Work 'g.[,}e Film Editor: The director will work closely with the editor to shape the
ra&'&age into a cohesive and compelling film. This might involve making decisions

\ab6ut which shots to include, how to structure the film, and how to transition between
different scenes. The director might also provide feedback and direction to the editor as
the film is being cut.

3. Review the Work of the Sound and Music Departments: The director will work with

the sound and music departments to add the final layer of audio to the film. This might
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involve making decisions about the sound effects, dialogue, and music that will be used,
and working with the sound and music departments to ensure that everything fits together
seamlessly.

. Review the Work of the Visual Effects Department: If the film requires any special
effects, the director will work with the visual effects department to ensure that they are
incorporated into the film in a way that is seamless and believable. Th'@%&

involve

providing feedback and direction to the visual effects team and mal{mgj cisions about

which effects to include. é
. Reviewing the Final Cut: Once the final cut of the fil @n completed, the director

will review it and make any final adjustments or c@ as needed. This might involve

fine-tuning the pacing, adding or removing‘ s@r making changes to the sound or

music. ’b

Collaborate on the Overall Sound Xgn of the Film: The director will work with the

composer and sound team to@&lop a cohesive sound design for the film. This might

involve making decisio@gﬂt the music that will be used, the sound effects that will be

added, and the overa %mdscape of the film.

Choose t @: The director will work with the composer to choose the music that

will beused in the film. This might involve reviewing demos and compositions from the

Q/@’Qer, making decisions about the style and mood of the music, and ensuring that the
music enhances the overall vision for the film.

. Add and Mix Sound Effects: The director will work with the sound team to add and mix

sound effects to the film. This might involve making decisions about what sound effects

will be used, where they will be placed in the film, making decisions about the levels of
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the various elements, such as the dialogue, music, and sound effects, and ensuring that
the overall balance of the sound is effective blends with the other elements of the
soundscape.
Review and Approve the Final Sound Mix: Once the final sound mix has been
completed, the director will review it and make any necessary adjustments or changes.
This might involve making changes to the levels of the various @nt of the
soundscape, or adding or removing sound effects as needed. QJ
¢\
O
D

. Marketing: In addition to their work on the films ovie directors may also be
required to participate in promotional activities f e film. This might involve attending
press junkets, participating in interviews, %Qging public appearances to promote the
film. Collaborating with the marketi}\g\Qam: The director will work closely with the
marketing team to develop a r@&i and promotion strategy for the film. This might
involve making decisiqn&%} the trailers, posters, and other promotional materials that
will be used to p@@he film, and working with the marketing team to execute the
campaign. E@ating in press events and interviews: The director will likely participate
in pre e(gws and interviews to promote the film. This might involve attending press
ju@ giving interviews to print and online media outlets, and appearing on television

\aiﬁradio programs.
Attending film festivals and other promotional events: The director might attend film
festivals and other promotional events to promote the film and interact with audiences.
This might involve participating in question-and-answer sessions, doing interviews, and
attending red carpets and other special events.
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Collaborating with the distribution team: The director will work with the distribution
team to ensure that the film is released in a way that meets the overall vision for the film.
This might involve making decisions about the release date, the distribution strategy, and

any additional marketing or promotion that will be needed.?

2.1.6.2 The Requisite Skills of an Effective Film/Television Director é

The importance of a film director in the creation of a succes@"llm cannot be emphasized. A
film director is in charge of overseeing the creative parts (@ilm, such as directing the actors’
performances, deciding on the visual style, and coo%bng with the production team to ensure

that the film is completed on time and on bu@ge director is also in charge of transforming

the narrative into a visual form that can \%&tured on camera.

a) Visionary: A compete.n@aker has a clear vision of what they want the film to
accomplish. They@@t\and how to bring the story to life in a way that captivates and

interests the q&ce.

b) Creatiye: od Director is imaginative and thinks outside the box. They are not afraid
to Q%‘éances and try new ideas to make the film stand out. A good film director must
Nsess a strong creative vision and be able to articulate that vision to their team. They
must be able to think critically about every aspect of the film, from the script to the

costumes to the lighting, and make decisions that will bring their vision to life on screen.
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c) Leadership: A skilled director has outstanding leadership abilities. To accomplish the
necessary outcomes, they can supervise a huge team of individuals, including actors,
crew members, and other production employees.

d) Teamwork: A good director recognizes the value of teamwork. They are open to new
ideas and proposals, and they understand how to work with actors and crew, people to
bring out the best in them Q

e) Attention to Detail: A skilled director pays close attention to the sl@things. They
understand how to create an aesthetically attractive and@o ionally compelling
production that is unified and seamless. %

f) Collaborative Spirit: A good director must be @Q work well with others and
collaborate effectively with actors, producer ther members of the film crew.

g) Technical Knowledge: A good direc%@strong technical knowledge of the film-

making process. They understand ¢ \eba and lighting techniques, editing software, and
.
other technical aspects that C(@ﬁo a successful movie.
h) Imagination: A good di must have a vivid imagination and be able to come up with
creative solutions%% lems that arise during the production process.

1) Storytelli&’d\@od director is a master storyteller. They know how to use visual
su

eleme as lighting, framing, and camera angles, to tell a compelling story.

1) E@nal Intelligence: A good director has high emotional intelligence. They can
understand and empathize with their actors, which helps them to bring out authentic and
moving performances.

k) Confidence: A good director exudes confidence. They know how to make decisions

quickly and confidently, which inspires trust and respect from their team.
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1) Perseverance: A good director is persistent and has a never-give-up attitude. They know

how to push through challenges and setbacks to achieve their vision.

2.1.6.3 Personal Characteristics of a Good Film Director

When it comes to the qualities of a good film director, there are several key ¢ eristics and
personal attributes that are essential for success in this role. Firstly, a good fi rector needs to
have strong leadership skills, as they will be managing a large team with different skill
sets and personalities. They need to be able to communicat %ely with their team and
provide clear direction and guidance. Another important q Qr a film director is the ability
to work well under pressure. The filmmaking pr eeb%l be incredibly stressful, with tight
deadlines and unexpected challenges croppin%’@every turn. A good director must be able to
stay calm and focused under pressure, awa e quick decisions when necessary to keep the

production on track. KCO\

I.  Passionate: A go r must have a deep passion for filmmaking and a strong desire
to create someth %eamngful and impactful.
II.  Resilient An perienced director is resilient and can deal with setbacks and problems.
Them@rstand how to recover from failure and keep going forward.
1. \\%tability: A skilled director can adjust to changes in the production process. They
understand how to pivot when necessary to secure the film’s success.

IV.  Communication: A skilled director is able to communicate effectively. They understand

how to communicate their vision to the actors and crew, as well as provide clear direction

and feedback.
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V.  Patience: A skilled director is patient and recognizes that filmmaking is a lengthy and
complex process. They understand how to remain cool and concentrate in tough

situations.

By possessing these qualities, a good film director can bring their vision to life on screen and
A screenwriter specializes in creating scripts for film, television, or tal media. They are
%

create films that resonate with audiences for years to come.?¢

2.1.7 Screenwriter

responsible for crafting compelling stories, developing well@ characters, and writing
engaging dialogue to bring the story to the screen. Scree@ers work closely with directors,

producers, and other production team members ttz @@ that the script meets the project's

creative vision. \Q’b

Screenwriting requires a unique skill°§\&' t combines storytelling, creativity, and technical

writing ability. Screenwriters mus@g\ le to create engaging plots and characters, while also

adhering to the specific fo , and structure requirements of the industry. They must be able

to write visually and use 1 age in a way that can be easily translated into a visual medium.
.

Additionally, the(n:%s\ﬁ) able to work collaboratively and be open to feedback and revisions as
ses

the project

Screerkfers are a crucial component of the entertainment industry, as they are responsible for
crafting the stories that captivate audiences on the big and small screens. A great screenplay is
often the foundation of a successful project, providing a roadmap for the director, actors, and

production team to follow. Additionally, screenwriters must balance artistic creativity with
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commercial considerations, ensuring that their scripts meet the demands of both the studio and

the audience.

2.1.7.1 Duties and Responsibilities of a Screenwriter

The workplace of a screenwriter can vary depending on the individual and the ct they are
working on. Some screenwriters work from home or a private office, { others work in a

screenwriters work

collaborative environment with other members of the production tea

on a freelance basis, which allows them to work on multiple p émultaneously and have a
more flexible schedule. Screenwriters may spend a sig@ant amount of time conducting
research, developing characters and storylines, and ifg and revising their scripts. They may
also attend meetings with producers, directors%({@ ors to discuss the project and provide input.
When working on a film or TV set, seree iter's may be required to be on location for extended
periods, especially during filming. {‘ej\may collaborate with the director, actors, and other

members of the production ted ensure that the script is being executed as intended. This can

include making on-the-@%isions or rewrites to the script based on feedback from the

producer, : @ director or actors.

A screenwriteg’syrole involves the following duties and responsibilities:

1. \Re%oping the Story: The screenwriter is responsible for developing the story,
characters, and plot of a film or TV show. They create a narrative that captures the

audience's attention and keeps them engaged throughout the story.
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ii.

iii.

1v.

Vi.

Vil.

Viii.

iX.

Writing the Script: The screenwriter is responsible for writing the script or screenplay,
which includes dialogue, actions, and descriptions of the setting and characters. They also
ensure that the script follows the established format and structure for the medium.
Collaborating with the Director and Producers: The screenwriter works closely with
the director and producers to ensure that the script meets their vision and the production
budget. They may be required to make revisions based on feedback fronpr duction
team. QJ
Conducting Research: Screenwriters may be required to res@&‘he subject matter of
the film or Television show to ensure accuracy and auth tic% the script.
Adhering to Industry Standards: Screenwriters 1@2 ere to industry standards and
regulations, including copyright laws, guild lvb% rating systems.
Pitching Ideas: Screenwriters may be re to pitch ideas to producers or studios in
order to secure funding for their proj é‘
.

Revisions and Rewrites: Scr‘(@nters must be prepared to make revisions and rewrites
to their scripts based 0$%Back from producers, directors, and actors. They must be
able to collaborat&@%vely and incorporate feedback while maintaining the integrity of
the story. ‘@
Devel 'I%éharacters: Screenwriters must create compelling and complex characters
th@%iences can relate to and care about. They must ensure that each character has a
N/

unique voice and backstory.

Formatting the Script: Screenwriters must ensure that the script is properly formatted

and conforms to industry standards. This includes following guidelines for spacing, font,

and margins.
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X.

2.1.7.2

Meeting Deadlines: Screenwriters must be able to work efficiently and meet deadlines,
as production schedules are often tight and require scripts to be completed within a

specific timeframe.

Types of Screenwriters

There are several types of screenwriters, including: \

a)

b)

d)

f)

Original Screenwriter: An original screenwriter creates an entirt/@ story from
scratch. They are responsible for developing the characters, d dialogue without
any pre-existing source material. %

Adaptation Screenwriter: An adaptation screenwri @pts an existing story or work
of literature into a screenplay. They must care balance the demands of the source
material with the limitations of the film or ;‘bécbdium.

Script Doctor: A script doctor is hir&gevise or improve an existing screenplay. They
may be brought in to fix Sp& sues with the script, such as pacing, character
development, or dialog‘ueQQ

Television Writer: ision writers are responsible for writing episodes of a television
series. They s&work closely with the show's creator and showrunners to ensure that

their s%ipg.ﬁ}within the established continuity of the show.

Fe riter: Feature writers specialize in writing feature-length films. They may
k on original screenplays or adaptations.
Story Editor: A story editor is responsible for overseeing the development of a

screenplay, providing feedback and guidance to the screenwriter throughout the writing

Process.
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g) Showrunner: A showrunner is responsible for overseeing all aspects of a television series,
including the writing, directing, and production. They may also be involved in writing

and revising the scripts for the show.?’
2.1.8 Casting Director

The Casting Director plays an essential role in breathing life into the script by s AQg actors
whose talent and screen presence align with the director's vision. This role @ an intuitive
grasp of each character's essence, as well as a strong interpretative @ to assess how well

various actors might embody these characters. %

O

Beyond interpreting character needs, the Casting Direct@ust facilitate and run auditions,
where actors’ chemistry and individual perform C%Qe evaluated. A cohesive and well-
matched cast is critical in shaping the emoti % and authenticity of the film, making the

Casting Director pivotal in setting the to@namics of character relationships on screen.
2.1.8.1 Requisite Skills of a Casti@ﬁl ector
1. Industry Knowledge@[ve familiarity with actor profiles, trends in the acting industry,

and strong relationskg'&ith agents and talent scouts.

2. Interperso@Skil]s: Skilled communication to navigate relationships with actors, agents, and

the cre@eam, facilitating a collaborative casting process.

3. Attention to Detail: Keen eye for assessing actor chemistry, fit for roles, and nuanced

performance qualities.

4. Negotiation Skills: Proficiency in handling talent contracts and securing desired actors within

the film’s budget constraints.
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2.1.8.2 Responsibilities of a Casting Director Across Production Timeline

a) Pre-Production: Conduct comprehensive auditions, collaborate with the director to
refine character needs, and finalize casting contracts.

b) Production: Coordinate actor schedules, manage on-set rehearsals, and address casting
adjustments if actors become unavailable. \

¢) Post-Production: Assist in marketing and promotional efforts,@ ging cast

participation in interviews and events to build film visibility. &
2
@
@

The Art Director is resp § r the visual style of the film, from major set pieces to subtle

2.1.9 Art Director

background detalls Th

aesthetic appeal. < \

By workiéb)sely with the director and production designer, the Art Director conceptualizes,

rk significantly impacts the film’s tone, atmosphere, and overall

designs, and oversees the creation of all visual elements. This includes ensuring that every visual
element from set design to props aligns with the storyline, supporting the film’s narrative through

26,27

visual cohesion and authenticity*>~’. Art Direction involves balancing creativity with practical

production needs and managing budgets for the creation of the visual elements essential to the

story.
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2.1.9.2 Requisite Skills of an Art Director

1. Artistic Vision: Ability to interpret the script’s themes visually and create a unified aesthetic

that complements the story.

2. Technical Skills: Proficiency in design principles, including color theory, spatial composition,

and material selection. Q\

3. Project Management: Skilled in budgeting and scheduling to ens& department’s

resources and timelines are effectively managed. Q

4. Collaboration: Works well with costume designers, visual @ts (VFX) artists, and lighting

teams to ensure consistency in the film’s look and feel. Q

2.1.9.3 Responsibilities of an Art Director Acrov@duction Timeline:

\©

Pre-Production: Conceptualize the Vis».@le, design and plan sets, secure materials, and hire

the art team. ch\

.
a) Production: Over § construct1on manage and coordinate visual elements, and
monitor contln across scenes.

b) Post-Pro uc Collaborate with VFX for visual consistency and consult on color

gradi maintain the intended aesthetic.
2.1.10 Costume Designer

The Costume Designer contributes to character development and storytelling by creating

wardrobe pieces that reflect each character's personality, historical period, and social context.
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The designer works closely with the director and actors, ensuring that costumes enhance the
visual storytelling and support the character's journey. Research is often essential, especially
when designing for historical or culturally specific characters. This process includes sketching,

fabric selection, and costume fittings to ensure that each piece not only complements the

1. Design Skills: Fashion design, garment construction, and textile sel@xpeﬂise.

character but is also functional for the actor’s performance.

2.1.10.1 Requisite Skills of a Costume Designer

2. Character Analysis: Ability to reflect character traits and gr@h%ugh wardrobe choices.

3. Collaboration: Works with directors and actors to e@smmes align with character arcs

and narrative themes. 6@
(e}

4. Research SKkills: Ensures historical or cu | accuracy, particularly for period pieces or

culturally significant characters. &EO\,&

2.1.10.2 Responsibilities@ Costume Designer Across Production Timeline

a) Pre—Productio&&gn and sketch costumes, conduct fittings, and finalize wardrobes
.
for each ar’\e'r.
b) Pro n: Ensure costumes fit well and maintain continuity across scenes, make on-set
Xd'}\stments as needed, and manage maintenance.

c) Post-Production: Review costume consistency in the final cut, manage storage for future

use, and support promotional materials.

2.1.11 Script Editor
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The Script Editor refines the screenplay, ensuring it is coherent, engaging, and aligned with the
director’s vision. They provide critical feedback on dialogue, pacing, and character development,
working closely with the writers and director to improve narrative flow and structural
consistency. The Script Editor must balance constructive critique with respect for the writer’s
voice, helping to refine the script without detracting from its originality. Their inptKvital for

R
O

2.1.11.1 Requisite Skills of a Script Editor &

creating a polished script that can transition smoothly into production.

1. Editing Skills: Mastery of screenplay structure, character %and pacing to enhance

narrative flow. QQ

2. Analytical SKills: Ability to critique scripts and u@ improvements while preserving the

writer’s intent. \Q’b

3. Communication: Strong interpersonﬁ\(& s to provide clear, constructive feedback to writers

and directors. Q’\c?

4. Adaptability: Flexibl@%ommodaﬁng revisions and responding to creative changes as

needed. C@

2.1.11.2 ésponsibilities of a Script Editor Across Production Timeline:

O

a) roduction: Review the script, suggest revisions, and prepare a finalized shooting
script.

b) Production: Provide on-set support for script adjustments and ensure continuity.

c) Post-Production: Occasionally assist during editing to ensure narrative coherence in the

final cut.
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2.1.12 Costume Supervisor

The Costume Supervisor manages the costume logistics, ensuring the smooth coordination and
continuity of the wardrobe department. They work with the Costume Designer to organize
fittings, inventory costumes, and oversee on-set wardrobe operations. This role involves
extensive scheduling, as the Costume Supervisor must ensure that all costumes a%/ailable,
maintained, and appropriately fitted at each stage of production. They act a@Qoperational

backbone of the wardrobe department, handling practical details to suppo;&he ative vision.
2.1.12.1 Requisite Skills of a Costume Supervisor %

1. Organizational Skills: Strong ability to coordinate cos ittings, schedules, and maintain
inventory. E be

2. Attention to Detail: Ensures costumes are\@lintained and consistent across scenes.

3. Team Leadership: Manages thec@w team, delegating tasks and overseeing daily

operations. . Q
&

4. Problem-solving skill@ick thinking to address any costume issues that arise on set.

2.1.12.2 R@sibllities of a Costume Supervisor Across Production Timeline:
a) P duction: Organize costume fittings, catalog inventory, and prepare the wardrobe

for production.

b) Production: Oversee costume adjustments, repairs, and manage continuity to support the
costume designer’s vision.

¢) Post-Production: Maintain costumes for promotional activities, archival purposes, or

potential future use.

55



2.2 Theoretical Framework

Theories are used in research to provide theoretical backing to major variables and findings of a
study. In line with the above assertion, the division of labor through Specialization Theory

proposed by Adam Smith and Francois Truffaut’s Auteur theory of film was a@for this
study. ( O
2.2.1 Specialization-Function Theory é

Smith believed that as a company grows, it can hire more rs, and hiring more workers
allows a company to divide the workers into certain ro meaning they will have fewer
responsibilities and can improve and specialize in %bre skill. Once a worker becomes more

efficient at their task, this will increase produ\' els, utilizing less time and less cost?.

The essence of this theory is to compreé@ly assign tasks or jobs according to one’s specialty
instead of all the tasks being Qerf&%}% by the same persons. Specialization of function remains
the fastest method of @g productivity and bringing down wastage costs in any
organization or bqs@establishment. When the tasks involved with producing goods and
services are 'Vi&dﬁnd subdivided, workers and businesses can produce a greater quantity of
those goo services. Apart from providing the individual worker with defined quality and
excelleﬁf, specialization in a particular task allows workers to focus on the parts of the
production process in which they have a comparative advantage. It is important to understand
that people have different talents, skills, and interests so that they are better at some jobs than

others.
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The peculiar advantage may be based on or result from the choice of education acquired, which
consequently shaped the individual in turn by interests, skills and talents. Specialization places
high premium on the process of focusing one’s occupational concentration on a specific area of
expertise. Employers become independent, people would want you more and more, you become
more educated, more opportunity to socialize and save time. As workers become highly
proficient in their areas, revenue tremendously improves tasks are carrie Q&ith less

difficulties and best alternatives, yet maximizing net benefits by minimizing opportunity cost.

Specialization-Function defines the role of every profession. Q

For instance, only those with medical training are qualified t@;ome doctors, those with law
training are qualified to become lawyers, those with admin@ative training are qualified to be
administrators, those with teachers training are 6%’1& to become teachers, those with
leadership training are eminently qualified tﬁ\@ers etc. from the foregoing, we can simply
deduce that, workers who specialize in @often learn to produce better results more quickly

and with higher quality. This patter@él?s true for many workers of all sectors of the economy.

Q

i.  Increasing Prod%@Productivity is often framed as a management and economic
concept, fre y confused with efficiency and effectiveness. However, productivity
funda enﬁuy relates to how well resources are utilized in carrying out tasks within
or@&)n& To measure productivity efficiently, it is crucial to evaluate both input and
\oﬁ)ut. Inputs include factors such as labor, teaching staff, materials, and equipment,
while outputs represent the skills and knowledge acquired by individuals. Specialization
plays a key role in boosting productivity, as an author suggests, with inputs in education

referring to teachers, students, and materials, and outputs being the educated individuals
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produced. Specialization is central to education, skills training, and overall productivity

improvement in any organization®”-2%,

Researchers have emphasized that human beings, as intentional actors, do not always respond

uniformly to circumstances. Specialization, by lowering opportunity costs, enables higher output

and growth while making employees more proficient in their specific tasks. As wor@ocus on

refining particular skills, productivity increases, and quality control costs dec@zﬁpecialized

workers often innovate, leading to significant productivity gains,?*-° thig%e&ﬂzation not only

increases productivity but also raises the standard of living?!. O

ii.

il

Reducing Wastage Costs: a researcher defines e as the inefficient use of
resources such as skilled labor, educational facil@@, and company equipment. Wastage
may manifest as disuse, abandonment, or 1 Q{%sources, all of which hinder progress?.
Specialization helps reduce wastage b}&owing individuals to focus on their areas of
expertise, which leads to more.é;%ie t resource use. Countries that concentrate on their
comparative advantageQ%Xrience lower wastage, increased productivity, and
minimized oppoﬂ@c\sts.

Another res‘eg& supports the view that specialization leads to the efficient production
of des§&¢ults at lower costs®®. Specialization reduces errors and enhances quality

g;éﬁ@

ective products and wastage. In the educational context, as noted by a scholar, wastage

y enabling employees to focus on specific tasks, thereby cutting down on

manifests in student dropouts or repetition, which reflects inefficiency in the system3.
Specialization, however, improves efficiency and reduces these losses.
Defining Quality and Excellence: Organizations aim to achieve effectiveness through

quality and excellence. Quality, often associated with the final product or service, is

58



iv.

Vi.

defined by Crosby as adherence to specifications, and Bell expands this definition to
include cost and timing. Specialization enables employees to focus on particular tasks,
resulting in higher productivity, faster completion of work, and reduced quality control
costs®>3¢. Quality and excellence can be achieved through reengineering business
processes, which aligns with human resource management goals that,k focus on
productivity and organizational success®’. Q

Building Trust: Specialization fosters job satisfaction, trust, and cr@. Employees
gain trust from their employers by consistently delive@igh-quality results,
demonstrating integrity, and displaying expertise. is\trust extends to internal
relationships within the organization and to intera ith customers. Specialization
thus helps to maintain a positive work erg% t and enhances the organization’s
reputation. ’b

Pride in Task Performance: Empl XS who specialize in a task tend to take pride in

.

their work because they co&@e meaningfully and complete tasks efficiently. This
sense of accomplishm tivates employees, making them more self-reliant and

accountable for tb%%ponsibilities. Employers value self-motivated workers who can

take initiat!/@e decisions, and correct mistakes without needing constant supervision.
b1

Accou@

W@rqg Without Supervision: Supervision ensures tasks are performed correctly, but

y further strengthens the employee’s role within the organization.

specialization equips employees with the necessary skills to work independently. With
specialization, workers gain confidence, require less supervision, and may even train new
employees. Professionalism is enhanced through specialization, as workers focus on their

areas of expertise, driving the success of the organization. Specialization fosters
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autonomous teams that operate efficiently without constant oversight, contributing to

improved quality, motivation, and cost reduction?’.

2.2.3 Francois Truffaut’s Auteur Theory of film

Frangois Truffaut's Auteur theory has evolved significantly with the film ind landscape,
finding renewed relevance with the rise of independent cinema. This ‘evolution offers a
fascinating contrast to the assembly line approach that dominated t Kra highlighting the
theory's enduring impact on film criticism and production. T %theory, a cornerstone of
film criticism and analysis, emerged in the 1950s as a rev@)nary approach to understanding
cinema. At its core, this theory proposes that the dige s the primary creative force behind a
film and should be considered its true author l§and his colleagues at Cahiers du Cinéma
argued that certain directors, through th*\hmcal prowess, distinctive style, and thematic
consistency, imprint their vision on t@orks elevating them to the status of authors
R
N\
N
Key Tenets of the A\\& Theory:
C
1. Direct@as Primary Creative Force: The theory argues that the director's creative
%% supersedes the contributions of other collaborators, including writers, actors, and

cinematographers.

2. Distinctive Style: Auteurs are identified by a consistent and recognizable style across
their body of work. This can manifest in visual techniques, narrative structures, thematic

preoccupations, or a combination of these elements.
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3. Technical Competence: An auteur is expected to have mastery over the technical aspects

of filmmaking, using cinematography, editing, and sound to express their vision.

4. Thematic Consistency: Auteurs often explore similar themes or ideas throughout their

filmography, creating a cohesive body of work.

5. Personal Expression: The theory suggests that auteur's films reflect Qﬁkpersonal

worldview, experiences, or philosophical stance. (

6. Transcendence of Genre and Studio Constraints: True %@&ae believed to assert

their style and themes even when working in different @e r within the constraints of

the studio system. Q

Initially, this theory was applied retrospectively to@wood directors like Alfred Hitchcock
and John Ford, who managed to assert thei@g vision within the constraints of the studio
system*®. The studio system, with its&% ly line approach to filmmaking, often prioritized
efficiency and marketability over aég?expression. Films were products of a highly structured,
compartmentalized proces @e creative decisions were often made by producers rather than
directors*’. However, t Qrgence and growth of independent cinema in the latter half of the

20th century br(@a out a paradigm shift that aligned perfectly with the principles of the

Auteur theoy@

Indepeh(% filmmakers, operating outside the studio system, had greater creative control and
freedom to express their personal vision®®. This shift necessitated a reevaluation and broader
adoption of the Auteur theory. Independent cinema, by its very nature, challenged the assembly
line approach of traditional studios. Filmmakers like John Cassavetes in the 1960s and 1970s
paved the way for a more personal, director-driven approach to filmmaking*’.
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The 1980s and 1990s saw an explosion of independent cinema, with filmmakers like Jim
Jarmusch, Spike Lee and Quentin Tarantino emerging as distinct auteurs*!. These directors not
only controlled the creative aspects of their films but often wrote, produced, and sometimes even

acted in them, embodying the Auteur theory's ideal of the director as the primary creative force.

Take Quentin Tarantino, for instance, his films are immediately recognizable throug%eir non-
linear storytelling, pop culture-laden dialogue, and stylized violence. From R@ir Dogs to
Once Upon a Time in Hollywood, Tarantino's works bear his unmistakabKS , regardless of
genre or subject matter*?. This consistency across a body of work y tenet of the Auteur
theory. The digital revolution further democratized ﬁlmn@g, allowing for even more
independent voices to emerge. Directors like Christopher @1, who began his career with the
ultra-low-budget film Following, demonstrated hOW@%I’S could transition from indie darlings

to mainstream success while maintaining thei\\@fa‘[ive style®3.

°
The indie film revolution stood in sta@st to the traditional studio system's assembly line
approach. Where studios of‘ge@tized formulaic, division of labor, and specialization,
independent auteurs Wer%@ explore unconventional narratives and styles. The success of

these indie auteu;r%&ed major studios to reconsider their approach, leading to the

establishmentgo

“indie% ns within major studios and a greater emphasis on director-driven projects.!%#,

The rise of streaming platforms in the 21st century has further blurred the lines between
independent and studio filmmaking while reinforcing the importance of the auteur. Platforms like
Netflix and Amazon Prime have provided new avenues for auteur filmmakers to reach audiences,

often with minimal studio interference*. Directors like Alfonso Cuardén’s Roma and Martin
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Scorsese’s The Irishman have leveraged these platforms to create deeply personal works that

might not have found a home in traditional studio distribution models.

Critics and audiences alike have embraced this auteur-driven approach, often seeking out films
based on the director's reputation rather than star power or studio branding. Film festivals,
particularly Sundance and Cannes, have become launching pads for auteurs,%ebrating

O

However, it's important to note that the Auteur theory's relevance in &gse of indie cinema is

distinctive directorial voices®.

not without its critics. Some argue that the focus on the dire%n still overshadow the
collaborative nature of filmmaking, particularly in indepe oductions where every team

member's contribution is often crucial®’. Q

Despite these criticisms, the Auteur theory, re% by the indie film movement, continues to
shape our understanding of cinema. I.t e &ges viewers to engage with films as personal
artistic statements rather than mere @ercial products. As the line between independent and
mainstream filmmaking conﬁ@ o blur, the theory provides a valuable framework for

analyzing and appreciating, the diverse voices in contemporary cinema!®4,

[ ]
The journey fro@s initial conception of the Auteur theory to its application in the era of
independen a demonstrates the theory's adaptability and enduring relevance. What began
as a wx&reconsider the artistry within the studio system has evolved into a celebration of

directorial vision in an increasingly diverse and democratic filmmaking landscape.

Based on these, this study will therefore examine the effects of roles interplay on artistic
cohesion and technical prowess in Nollywood, with perspective anchored in the auteurist and
Specialization-function theoretical paradigms.
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23 Review of Empirical Studies

2.3.1 The Studio System and Nollywood Film Production Models

The Hollywood studio system, which thrived from the 1920s through the 1940s, has ften been

likened to an industrial factory, where films were produced with remarkable ency, strict
hierarchies, and specialization of roles. This system set the standard fo uctlon in the
global film industry, influencing other film industries around the w llywood Nigeria’s

prolific film industry, which emerged in the 1990s, presents a di er% yet comparable model of
film production. While the contexts and economic struct iffer greatly, Nollywood shares
some characteristics with the early Hollywood stu em, particularly in its efficiency and
rapid film production. However, Nollywoaod §

veloped its own unique methods and

continues to evolve, integrating more mod@cﬂces as it gains global recognition.

The Hollywood studio system was &(? blished during a period of industrial growth in the United
States, and its efficienc 1m production mirrored the assembly-line approach of
contemporary factorles ﬁ ch step in the filmmaking process from writing to directing to
editing was hand ed spemahzed professionals, all working under the supervision of producers
who maintai control over every aspect of production.** This hierarchical and
compa}&alized system allowed Hollywood studios to produce films quickly and in large
numbers. Producers such as those at MGM and Warner Bros. controlled not only the production

of films but also their distribution and exhibition, a strategy known as vertical integration. By

owning both the means of production and the theaters where the films were screened, these
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studios were able to reduce costs, streamline production, and guarantee an audience for their

films.>°

Nollywood, by contrast, emerged in a much different context. The Nigerian film industry grew
out of a combination of economic necessity and technological opportunity’!. The early days of
Nollywood were characterized by the rapid production of films, often on tight budgets, and short
timelines, which allowed filmmakers to meet the high demand for conte pite these
differences in context, both the Hollywood studio system and Nolly&&veloped highly

efficient production models to mitigate financial risks and maximize

QQ

2.3.2 Division of Labor and Hierarchical Structun@

In Hollywood, the division of labor was rigi@’gned. Producers held the ultimate authority,
and directors despite being responsible i\(t'%e creative vision of a film were often considered
middle managers®?. They operated @‘d@c?tight financial constraints and strict timelines set by the
studios, with limited creat'v@nomy Writers, too, worked in a system of specialization, with
multiple screenwritersﬁcr doctors, and dialogue writers often contributing to a single film.

o \
The result was a@ry ike system where creativity was balanced with pragmatism, ensuring

films were @ed on schedule and within budget.

In Nom%d, the division of labor is less formalized and more fluid, particularly in its early
years. Due to budget constraints, many filmmakers had to take on multiple roles. This flexibility
allowed Nollywood to produce a high volume of films quickly and efficiently, though it also led
to inconsistencies in quality. Over time, however, as Nollywood has grown in global recognition

and financial resources, there has been a gradual move towards more specialized roles in
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production. More recent Nollywood films feature dedicated teams for writing, directing, and

editing, resembling Hollywood’s division of labor during the studio system era.
2.3.3 Efficiency and Financial Models

The financial risks of filmmaking were a key concern in both the Hollywood studio system and
Nollywood, and both industries developed strategies to mitigate these risks. In ood, the
factory-like efficiency of the studio system was designed to minimize costsQ@cers ensured
that every minute of production time was optimized, and pre-product was meticulously
planned to avoid delays during shooting. Actors were often s 60 long-term contracts,

allowing studios to secure their services at lower costs Itiple projects. Additionally,

vertical integration allowed studios to control not only production but also the distribution

and exhibition of films, reducing financial risks anybéﬁqng profitability.

N

Nollywood, operating on a much smal.ler e, has also developed methods to reduce financial
risks. Due to budget limitations, Nol@d filmmakers often work with much tighter schedules
and lower production values th&hywood. Early Nollywood films were distributed on video
CDs (VCDs) and sold t@? street vendors, bypassing the need for expensive distribution
networks. This di '@Qonsumer model allowed filmmakers to recoup their production costs
quickly, even@ smaller audiences. However, the lack of long-term contracts with actors and

crew @Q led to a more fluid and decentralized system than Hollywood’s rigid studio

hierarchy.
2.3.4 Genre Specialization and Audience Expectations

Another point of comparison between the two systems is the specialization of genres. During
Hollywood's studio era, each studio developed a reputation for producing certain types of films.
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Warner Bros., for instance, became known for its gangster films, while MGM specialized in
musicals. This genre specialization allowed studios to streamline production by reusing sets,
costumes, and even storylines.>® It also helped studios establish a loyal audience, as viewers

came to expect a particular type of film from each studio.

In Nollywood, genre specialization is less pronounced, although certain themes l‘%become
recurrent in its films.>* Nollywood films often focus on themes such as @s dynamics,
spirituality, and societal issues, reflecting the concerns and values o%gn{erian audience.
While Nollywood does not have the same formal genre divisions as ood’s studio system,
it has developed its own recognizable narrative structures andentions. As with Hollywood,

this familiarity with genre conventions allows Nollywood roduce films quickly and meet

audience expectations efficiently. gb
2.3.5 Recent Practices and Evolution @

While the Hollywood studio system&@;\\.lr:llly broke down in the 1950s due to legal challenges
and changing market conditi %s influence persists in modern filmmaking.’® Similarly,
Nollywood has evolved @mtly since its inception, moving towards more professionalized
production practi 's@g the rise of streaming platforms like Netflix and Amazon, Nollywood
films are now, gijng a global audience, leading to increased budgets and higher production

Values\T/%r,thft has brought Nollywood closer to Hollywood’s model of efficiency and

specialization, while still retaining its unique cultural and storytelling perspectives.

Today, both industries face the challenges of balancing efficiency with creativity. While
Hollywood has largely abandoned the rigid, producer-driven studio model in favor of more

director-centric, auteur-driven filmmaking, the need for financial efficiency and risk management
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still shapes film production. Similarly, as Nollywood continues to grow and professionalize, its
filmmakers must navigate the tension between maintaining their rapid production pace and

improving the quality and global appeal of their films.>¢

The literature on the Nigerian film industry spans various forms, including audio-visual
documentaries, personal accounts where individuals share their experiences in the %try, and
scholarly articles and books. Additionally, there are some brief historica@%iews and
anthologies that focus on the production and documentation of Nigeg'ggh{s. Some edited
volumes such as a scholar’s, African Films: The Development of A%@rous Industry (Oxford:
James Currey)/Bloomington: Indiana University Press, 199 ich claimed to cover a wide
range of videos including lots of cheap production. The@ﬂarity of Nigeria's films is also
discussed in terms of the reception-based literature,&ially among Africans in Diasporas and

Caribbean film markets. ®%

Film as a medium came to Nigeria th@bﬁeephole viewing of motion pictures, with the first

film screenings held at the G.IOQ morial Hall in Lagos from August 12 to 22, 1903. The

earliest feature film pro@-\ Nigeria was Palaver in 1926, directed by Geoffrey Barkas,

which was also the ﬁ}{sﬁlm to feature Nigerian actors in speaking roles.>’ Nigerian video films

have since be r&a}gniﬁcant part of the country’s popular culture, offering entertainment and
Q

education@

and ranoy the films. Furthermore, Nigerian home video has become a major export of the

nt to a broad spectrum of Nigerian society. Everyone, across different class, age,

country's cultural identity.>®

However, not all scholars and analysts can trace the evolution of Nigerian video films or

understand the historical and cultural factors shaping them today. While the home video industry
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has become a powerful and widely popular medium of communication in Nigeria, many fail to
grasp the complex history behind its current form. This includes issues such as the highly
debated distribution networks and various policy challenges. Studying the history and origins of
Nigerian home video can undoubtedly provide insight into its present state and future aspirations.
This category of literature critically explores and acknowledges the growth of the industry as a
creative industry. In “Global Nollywood: The Transnational Dimensions of a Q&M Video
Film Industry” edited by two erudite scholars. There are also published studies focusing on the

various indigenous Nigerian language films. O

In Nollywood Unbound: Benin Language Video-Film as igm, a scholar expressed a
concern that academic and professional discourses of thegominant Nigerian language film
cultures (Yoruba, Hausa, and Igbo) have clouded 6’61portance and dynamism of the other
indigenous film cultures such as Idoma, Eﬁk\@bira, Ibibio, Itshekiri, [jaw, and Benin. The
author pointed out that these minor film @es also have a vibrancy that should not be ignored.
Another category of literature e)@{% gender and class representation in Nigerian films,
especially those that suggest 7%&)men have been negatively represented in Nigerian films over
the years. These refere @)mbine with the historical and recent contexts of the Nigerian film
industry intendin@%%y

films and th@ that they ultimately impact on distribution and audience reception.

the low-budget production patterns, platforms, and language of these

A sch(Mn his article Film Production in Nigeria explained Nollywood has uniquely captured
and portrayed Nigeria's cultural diversity, which has resonated strongly with audiences across the
country.’ Despite its widespread success, the technical quality of film production in Nigeria has
often been considered subpar. Many films feature predictable storylines, following established

and well-worn formulas. For several years, Nigerian filmmakers have produced films without
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relying on formal scripts, with actors often improvising their lines during filming. However, in
recent years, there has been a concentrated effort to improve the quality of filmmaking in Nigeria,
with the industry working to phase out amateur practices and enhance the overall standard of its
productions. The country’s film industry has traditionally operated with an informal structure
that filmmakers understand, and this approach has been effective for Nigeria’s film sector.
Nigerian films have gained popularity not only across Africa and Europe but also Qﬁ of Asia.
As a result, many Nigerian actors and actresses, once ordinary individn&sjgve achieved

international fame and recognition, earning fortunes far beyond what @ ight have imagined,

O

In the early 2000s, numerous industry gatherings such as c@rences, meetings, and workshops

simply by starring in several Nigerian films.*

were organized to restore professionalism in Ni@% filmmaking. To achieve this, some
filmmakers and producers undertook bold m{@fg producing films like Thunderbolt, Madam
Dearest, and Dangerous Twins, which dc\& d from the prevailing norms of that era.®! With the
establishment of Silverbird Cinen@%gerian films of higher production quality began to be
screened, dissuading the rc&@n of low-quality films. The first film of the New Nigerian
Cinema to be shown in Qas was [rapada (2006), a Yoruba-language film directed by Kunle
Afolayan, which @e ned at the Silverbird Galleria in Lagos. The success of this venture led
to the expap&@of Silverbird Cinemas, which opened additional branches across Lagos and
other N&an cities. Soon after, other cinema chains such as Genesis Deluxe Cinemas and
Ozone Cinemas were established, fostering competition. In the 2010s, FilmHouse Cinemas also

emerged, further increasing the number of cinemas in the country.

To support quality content in Nigerian films, the Nigerian Government launched several grants.

In 2006, the government, in partnership with Ecobank, introduced Project Nollywood. In 2015,
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the Bank of Industry followed suit with the "NollyFund" program, which provided financial
support in the form of loans to film producers.®® The release of the 2009 thriller The Figurine is
widely regarded as a pivotal moment that intensified media focus on the "New Nigerian Cinema"
movement. The film was both critically and commercially successful within Nigeria and was
featured in international film festivals. The Figurine held the title of the highest-grossing
Nigerian film until 2010 when /jé by Chineze Anyaene surpassed it, a record that@Ql until Half

¢
&

By the end of 2013, the Nigerian film industry achieved a rec% nue of N1.72 trillion

of a Yellow Sun overtook it in 2014.

(USS$11 billion). As of 2014, it was valued at :3¥853.9 billion (L@.l illion), making it the third
most valuable film industry globally, following the Unitéd/' States and India. The industry
contributed approximately 1.4% to Nigeria's econ@ growth attributed to the increase in

high-quality films and more formal distributi@ els.

In contrast to the home video era, the &%Ve films were of significantly better quality, with
budgets ranging between 340 @1 (US$250,000) and N120 million (US$750,000), and
production timelines ext%ﬁom months to years, unlike the earlier films, which were often
produced in days qr,&s. These newer films exhibited better performances, more logical and

such as t f a proper copyright and distribution system persist. Today, Nollywood, as the

well-crafted stori d explored cosmopolitan themes. Despite these advancements, challenges
S

NigeriNm industry is popularly known, is recognized as one of the largest film industries in

the world, with star actors, higher production standards, and a growing global audience. However,

these improvements are relatively recent, following the shift from the direct-to-video successes

of the Golden Era to what is now referred to as the "New Nollywood"®2.
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Another study analyzing the production model of typical Nollywood films highlighted the
"produce cheaply, sell quickly" approach. A film scholar, noted that production budgets and
timelines were often extremely compressed. Filmmaking sets operated under intense time
pressure, with cast and crew working hurriedly, often with minimal or no rehearsals, and actors
improvising dialogue.®> One of Nollywood's most remarkable features was the speed of film
production, with films often being shot in as little as four days to a week. Reta Q& rare, as
time constraints dictated rapid filming, with multiple scenes shot in quick suc¢cession. Video
marketers, who financed the films, frequently visited film location@*ready-to-sell video

jackets, eager to release the next film. Due to the combined pre:u% piracy and competition,

Nollywood films had to be sold quickly, with marketers about two weeks to generate

profits. bbe

On average, over a thousand video films w ’Quced annually in Nigeria, underscoring the
industry's remarkable output and the th@sitive nature of its operations. Despite the notable
successes of the Nigerian film 1@@ including its rising popularity and recognition both
locally and internationally:. t:@ql ustry faces significant challenges. These include a lack of
professionalism, indis 'p\b, improper casting, the absence of production conferences,
insufficient rehe(;a}:&\f use of inadequate shooting scripts, limited financial support, high
production and insecurity, all of which hinder the quality of productions. One might argue
that, dh\gfhe prevalence of unprofessional and unethical practices within Nollywood, the role
of the director is not given the respect it deserves. A movie director highlights how star actors
have exploited the authority of directors, noting that many amateur directors overly rely on the
technical and artistic skills of other crew members, such as cinematographers, editors, and

scriptwriters, to produce quality films.%
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In professional filmmaking, after a script is selected, casting should be the next critical step.
Unfortunately, casting is not prioritized in Nollywood, and actors are often miscast. Another film
expert observes that effective interpretation of a film’s script depends on a director working with
talented and skilled actors capable of portraying their characters convincingly. Casting is crucial
to a film’s success, as the purpose of auditions is to evaluate the physical, psychological, and
emotional characteristics of potential cast members. This process allows the dire Qo select the
most suitable actor for a role. Casting is a critical decision-making proceo&e) ere the best
performer who can embody the character and enhance the narrative @xg is chosen. It is a
fundamental part of film directing, ensuring the best talents are sele ased on their credibility,

competence, and discipline for a strong interpretation of th r’s vision.

A film expert further explains that Nollywood’s ﬁl\@%ng structure tends to treat directors as
just another member of the technical crew, V\@’Qresent only during filming and depart once
shooting ends. Post-production respom&ﬁ%s often fall to executive producers®. The lack of
rehearsals in Nollywood is freque@\cae to financial constraints as well as the indiscipline of
certain actors and actresses, :@%f whom disregard directors’ instructions regarding call times
or entertain visitors o In some instances, undisciplined actors have faced temporary
.
suspension from@' oreover, there are occasions when actors direct themselves on set
without inp @n the actual director®. Rehearsals are a vital aspect of filmmaking and should
not be\&doked. Failing to rehearse can negatively impact the final product. Therefore, despite
the costs, dedicated and intensive rehearsals should be integrated into the production process to

ensure the creation of high-quality films.

A researcher based on the findings of his study on “Examining Prevailing Issues in the Nigerian

Film Industry” recommends that; to improve on the quality of film productions in Nollywood,

73



there is need for improved attention to preproduction processes, such as, getting good
screenplays, proper auditions, casting, and rehearsals. Casting should not be based on primordial
sentiments, such as, tribe, religion, or familiarity; rather, it should be based on talents.
Filmmakers should be able to discover hidden talents during such auditions. Filmmakers should
embark regular training and retraining to keep abreast of emerging trends in the global cinematic
culture to enhance quality productions. Directors should exhibit their directo Qﬁwess in
collaborating with other practitioners for successful production. He/she should ndgt®be allowed to
be used by other practitioners at the detriment of the directorial Visio@ﬁa in the production.

Directors and other practitioners should exhibit high level of di@b e and professionalism from

preproduction, production and post-production stages. Q

This film scholar assessed problems and prospec%%?ﬂm Directing in the Nigerian Film
Industry. He found that, the problems of ﬁln{@%g in Nigeria can basically be classified into
five categories which are; policy foni@"on, artistic problem, technical problem, market
structure, skill and education®, Th@@%ﬂe of the Nollywood market plays a significant role in
shaping the film industry, ax@ly in the area of film marketing. This structure directly affects
film directing, as it infl en§ the film's budget, which in turn impacts the quality of professional
actors, equipmenQ/%&t er technical resources used in production. A producer who is assured
of a ready for their film is more likely to invest adequately in production. Consequently,

one of\ke/zﬁallenges facing film directing in Nigeria is the availability of skilled actors. When

top-quality actors are unavailable, directors must work with the talent at hand.

Furthermore, the availability of equipment significantly affects the technical aspects of
filmmaking. If a director intends to capture a panoramic or tracking shot but the producer refuses

to allocate a budget for essential tools like drones, sliders, or tracking devices, the quality of the
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film may suffer. Filmmaking is inherently technical, as it involves the precise manipulation of
shots, lighting, color, and other production elements. These technical aspects are crucial to the art
of directing, where the director’s creative vision is central to the entire process, making them

akin to a “god” who bears most of the artistic responsibilities in a production.

On the importance of skill and education, he noted that, education is as vital as 0xyg§is to life.
Film directing, in particular, is a highly intricate art form that demands extensiv@grledge. The
complexity of filmmaking likely influenced a film scholar’s assertion thaan(dJecting is one of
the most elusive and even unteachable aspects of the craft.” At it%@-e director’s role is to
interpret the script, extract the best performances from the a guide the camera crew, and
weave all these elements together into a cohesive cine& story, shaped by their unique
creative vision. There are countless ways to presen%’barrate a single story, but the director’s

vision personalizes it, making it “their” story@ someone else wrote the script.

On the study of creative, theoriza&?&\a d narrative techniques, a researcher analyzed
Nollywood’s pre—production,y&@on, and post-production processes, alongside aesthetic
dimensions, using avail%@ature and film aesthetic indices established by Nollywood
scholars and criticg{{b%scholar discovered that creativity plays a crucial role in Nollywood’s
development and filmmakers aim to depict the political, economic, cultural, philosophical,

and socialé@nes of their environment, often deviating from traditional aesthetic norms®®.

N

However, challenges related to equipment, talent, and technical proficiency continue to impede
the industry's professionalism. Richard, posits that the action genre has garnered significant
academic attention, defined by elements such as violence, intense physical confrontations, and

high-risk scenes®®. Despite this, contemporary Nollywood action films offer a narrow
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representation of Nigerian society, focusing primarily on criminality, drug trafficking, and human
smuggling. His study proposes expanding the thematic scope of Nollywood action films to

include other aspects of Nigerian life, such as communal conflicts.

Another researcher evaluates the narrative structure and aesthetic quality of recent Nigerian films,
suggesting improvements to production values through adherence to film design Westhetic
principles.”” The analysis emphasizes the importance of narrative coh character
development, and scene connectivity. The researcher also advocates f&ﬁn ial investments
from both the Nigerian government and the private sector to boost @on quality and overall
industry growth. This researcher observe that Nollywood h@troduced global audiences to
African culture, both positively and negatively. However t@argue that many African viewers,
especially those in the diaspora, find familiarity%%ollywood’s representation, similar to
Hollywood and Bollywood's transition from @ to postmodern eras. Yet, this representation
has also contributed to the stereotyping Q&ain Nigerian ethnic groups as primitive, impacting
Africa’s socio-cultural developme&cﬂey advocate for a shift in Nollywood’s portrayal of
African narratives from tra@o modernity, calling for films that more accurately depict

African cultural complexitres:

.
N
In a related t@nother researcher used textual analysis to explore how Nollywood
ﬁlmmake@ 1ze theme and form to create an aesthetic experience for audiences. The findings
of theMy indicate that a filmmaker's ability to evoke specific emotional responses from
viewers depends on their mastery of cinematic tools, such as imagery, lighting, and sound, as
well as their experience and technical proficiency. The researcher’s work, which focuses on

aesthetic realism, informs this study by addressing the audience's perception of aesthetic
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quality’!. It further emphasizes that the effectiveness of film techniques is a major determinant of

aesthetic quality, which is essential to auteur theory, a key variable in this analysis.

In “Nollywood Till November: Memoirs of a Nollywood Insider”, Charles Novia shares his
journey from an aspiring filmmaker to becoming a well-known producer, director, actor, author,
and blogger in the Nollywood industry. The memoir offers a deep look into wywood's
historical evolution, politics, marketing strategies, and distribution challenges 1@1 2000 and
2012.77 Novia’s story reflects the broader experiences of many Ni ian(ﬂmmakers, with
particular emphasis on audience reception, film categorization, g@iﬁcation. The author
provides insights into the processes of this low-budget, high-@.\t industry and its connection

with Nigerian and African audiences. The book also touchesg his work as a music label owner

through November Records. 6r§
O

However, it primarily focuses on the intri details of Nollywood’s filmmaking process,
including pre-production, productioné%’Q\v st-production, as well as the hurdles faced in
marketing and distribution dyri@b t time. Novia sheds light on the strained relationship
between filmmakers and %@s, some of whom also acted as distributors. The author accuses

certain Idumota-bags rketers of piracy and altering sales figures to cheat filmmakers, which

hindered Nollgﬁd} growth.

In con@ther author ’s Photobook Nollywood explores the tension between art cinema and
popular cinema, presenting a comparison between the works of francophone West African
directors, who prioritized artistic expression over entertainment, and the mass-market appeal of

Nigerian films. This contrast highlights the fact that while francophone directors received
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European funding for their films, these films were often limited to screenings at film festivals,

universities, and embassies, rather than reaching a wider audience.

In Nigeria, the emphasis in filmmaking has traditionally been placed on quick financial returns
rather than artistic quality. Many Nollywood films are produced within a week, and according to
Haynes, the scriptwriting process is even faster, with feature scripts sometimes comp%d in just

\J
two days. An author, in his article “Structure and Power Struggle in Contemiollywood:

An Ethnographic Evaluation,” explains that Nollywood began as a priv& al investment
venture, similar to other small-scale enterprises.”> Operating wi e informal economy,
filmmakers did not pay or account for taxes, and the indu high profitability and rapid
turnover attracted a flood of investors, leading to a video @1 This influx of largely amateur
filmmakers had a detrimental effect on the indu@with lower returns prompting private
investors to seek other opportunities. Due @mall scale of most investments, minimal

infrastructure development occurred, and\' ipment upgrades were rare, with reinvestment into

N
the industry being uncommon. Q’&c?

A scholar observed the %@\of physical spaces created by Nollywood, and even in 2016,
these shortcomings isted. The scholar noted that the industry had not established studios,
could not aff dg.}ént sound stages, and most producers and directors were unfamiliar with
their oper@§
suppli%la

s needed”. However, the industry is evolving, with filmmakers becoming more

roduction outfits rarely owned equipment, instead renting from a network of

professional, pursuing training, and reinvesting in their craft. Unlike in the past, filmmaking is
now a full-time occupation for some, combining business and passion. Kunle Afolayan, a
filmmaker and recent investor, is working towards establishing KAP (Kunle Afolayan Production)

Studio, where all aspects of film production from pre-production to post-production can be
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handled. With a location secured in Ikeja, Afolayan plans to gradually build the necessary
infrastructure. This Filmmaker’s company, Golden Effects Productions, owns more updated
equipment than many others, and he reinvests 70% of the company’s profits into expanding its

capacity.

In addition to production, Afolayan provides services such as post-production fac% and an
audio studio, aiming to support the industry as a whole. While Afolayan’s ViSiO@Q full studio
system is ambitious, other filmmakers are also upgrading their operaﬁ%g?ﬁnances allow.
These observations of Nollywood films underline the criticisms ofte @d against the industry,

highlighting its challenges in artistic cohesion and technical pr@ency insights that are relevant

to the central themes of this thesis. QQ
A film expert asserts that the Nollywood indus ill lacks proper structure, describing its

organization as chaotic, where individuals mlb\\gld for themselves. This disorganization is seen
as a barrier to attracting major multlnae%Q tertainment companies. In research data, the issue
of structure consistently emer'ge&%a key problem. While interpretations varied, the need for
order, regulation, accou@@ infrastructure, clear relationships, and systems of reward and
punishment were wi recognized as important aspects of a structured industry. A Nigerian
film director \ée&slructure as providing filmmakers, both local and international, with a clear

understan. of expectations, reducing unpredictability. Structure also involves formal
organizatidns, such as guilds and associations, which are supposed to represent members'
interests, offer protection, and enforce rules through rewards and sanctions. However, many

filmmakers have lost faith in these organizations, opting to operate independently due to the

guilds’ failure to meet these expectations.
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Over the years, a film scholar has made significant scholarly contributions to the global
understanding of Nigeria’s film industry. By the time his first major collection, Nigerian Video
Films was published in 2000, Nollywood had already started to gain international attention,
though it remained largely unfamiliar to the Western world. The anthology, featuring
contributions from notable scholars like Onookome Okome, Afolabi Adesanya, and Brian Larkin,

provides a comprehensive overview of pre-Nollywood cinema history, :@ng the

development of Nollywood’s predominant styles and genres. It also explofes th€ evolution of

Nigerian language films (Yoruba, Hausa, and Igbo) within the industryO&

This scholar’s work sheds light on how Nigeria's three majo@nic groups Yoruba, Igbo, and
Hausa; have engaged with film production. For instancg highlights the role of Yoruba
traveling theatres, which flourished for decades un%% 1980s, influencing the Nigerian film,
TV, and video media. Wole Ogundele fuq@rgplores how these theatrical performances
transitioned from folkloric stage acts tos\\' ision and video. Another scholar's analysis of the
Igbo’s more restrained approach to@cmaking, particularly in their language, is also significant,
especially considering that @o-language film sparked the resurgence of Nigeria’s film
industry and marked th @nning of Nollywood’*. While the scholar’s book provides valuable
insights into Nig@% s up until the year 2000, much has changed since then. The marketing
and distribu@ndscape has expanded, particularly with the rise of online streaming platforms
like Irﬁl\ogﬁ and Ibaka TV, which offer filmmakers additional financial opportunities and better

contracts.

Nigerian Video Films also offers a thoughtful review of key home video productions from the
1990s, including Tunde Kelani’s Ti Oluwa Ni Ile, Zeb Ejiro’s Domila, and Tunde Lasode’s

Sango. This scholar points out that these films were often marginalized at international film
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festivals because they did not fit neatly into either television or cinema formats as understood by
North American standards. Moreover, African cinema festivals at the time only accepted films on
celluloid, while Nigerian films were produced on video. However, this has since changed as
Nollywood shifted from video to digital formats (DVD) in the early 2000s. Along with these
technical advancements, the global film industry has embraced digital technology, with festivals
now accepting films in digital video formats such as Digital Cinema Package (D Q‘h scholar
argues that films mirror the social, cultural, and urban landscapes from w 'cgey emerge, a
central idea in his article “Nollywood in Lagos, Lagos in Nollwood.’@e his previous work
on Nigerian Video Films, this article focuses on how Lagos' social economic life influences
Nigerian films. Haynes suggests that films are a powe dium for shaping the global
perception of Nigeria, with Lagos and its social Vjﬁ%ent being particularly prominent in

these representations. He contends that Nigerian hould be understood within the context of

their connection to Lagos, a city now cons@t e fastest-growing megacity in the world.
o 5\'

In his analysis, the scholar exami@b Lagos, as both a physical and mental space, shapes
Nollywood films. Since Nol& d is largely based in Lagos and films are typically shot on
location for budgetary § s, the city becomes the backdrop of these films. Haynes suggests

that Lagos not o@%

emotional , allowing Nigerians to engage with the city on multiple levels socially,

s visually in these films but also deeply influences their narrative and

O
politic)k%q{orally, and spiritually. Even though some filmmakers have shifted to locations like
Enugu and Asaba, and despite the presence of Hausa-language films made in Northern Nigeria,

Lagos remains the most popular filming location.

Another researcher refers to Nollywood as the “medium of the Nigerian City”, rather than just

Lagos, but it is evident that Lagos features prominently in most films.”> The City's identity is
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captured through images such as its pothole-filled roads, skyscrapers, luxury mansions, flyovers,
and bridges, all of which define Lagos' landscape. Furthermore, the challenges of shooting films
in the city, including frequent power outages and the noisy generators used to cope with them,
highlight the influence of the environment on production. The traffic jams and the survival-
driven mentality of the city, characterized by high crime rates, also permeate the sto&s told in

S

The researcher’s central point is that the environment not only appea&in films but also

Nollywood films.

significantly influences their narratives, which reflect the dynamic, chaotic life of Lagos.
This includes its political, socio-economic, and religious aspe he researcher argues that the
Nigerian film industry lacks the financial resources to @ its own sets or spaces due to
problems like piracy, making Nollywood not a phy%% ace like Hollywood but rather a term

that encompasses the broader Nigerian film i\ ’

The existing literature on Nollywoé;\%te ominantly focuses on the industry's historical
development, its economic rp(@ d its cultural impact. While there are studies on the
technical aspects of Nol%@lmmaking and the industry's structure, there appears to be a
lack of in-depth rew&)n how the interplay between different roles in film production affects
the overall aﬁ&&r}technical quality of Nollywood films. This study intends to fill this gap by

examinin@
A

crew metdbers influence the artistic cohesion and technical prowess of Nollywood productions.

e relationships and interactions between directors, producers, actors, and other

While previous research has highlighted the challenges faced by Nollywood, such as budget
constraints, time pressures, and lack of professional training, there seems to be limited analysis

of how these factors specifically impact the collaboration between different roles in the
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filmmaking process. By exploring the effects of roles interplay, this study would provide
valuable insights into how the unique production model of Nollywood influences the artistic and
technical aspects of its films. This research would potentially offer recommendations for

improving collaboration and enhancing the overall quality of Nollywood productions,

contributing to the ongoing evolution and professionalization of the industry.
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Postcolonial Text.3(2). 2007.

This Chapter presents a BQthn of the research process. It provides information concerning
the method that 'ss@n undertaking this research as well as a justification for the use of this
method. This@apter also describes the various stages of the research, which include the

resear%@fg, population of study, sample and sampling techniques, description of research

instrument, validity of research instrument, data collection, and data analysis.

A research methodology or strategy is determined by the nature of the research question and the
subject being investigated.! This research work aimed to assess multiple role-play in selected

Nollywood film productions and the effects on both artistic cohesion and technical prowess.
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Therefore, information gathered from the analysis of selected Nollywood video content by the
end of this research would help drive some definitive conclusions with the view of setting out

possible guidelines for multiple role-play in the operations of Nollywood film productions.
3.1  Research Design

This study adopted a qualitative approach using textual content analysis of video c@}\preview

and analysis of selected Nollywood productions. ( O

Through this design, each selected Nollywood production was analyze &ems of the artistic
and technical impacts associated with multiple role-play. This design‘was chosen to explore in
detail how directors, actors, producers, and writers within ]\@wood create and sustain coherent

narratives and consistent performances when handlilgkaiple responsibilities within a single

®%
S

production.

3.2 Population of the StquQ

N\
The population of this st»@%ists of Nollywood films where one filmmaker took on multiple
roles, particularly, ’&ﬁyolving key creative responsibilities. These include films from well-
established ﬁl@akers such as Odunlade Adekola, Funke Akindele, Ibrahim Yekini, Jade
Osibe@’QAbraham, Kemi Adetiba Kunle Afolayan, and Bolanle Austen-Peters. Each of
these filmmakers has influenced Nollywood’s narrative and production styles, thus providing a

representative sample of Nollywood’s approach to multiple role play in film production.

33 Sample and Sampling Techniques
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A purposive sampling method was employed to select eight (8) films that clearly illustrate the

practice of multiple role-play in film production. The selected films include:
1. Lakatabu by Odunlade Adekola
2. Battle on Buka Street by Funke Akindele

3. Kesari by Ibrahim Yekini Q\

4. Gangs of Lagos by Jade Osiberu &Q/
5. Ijakumo by Toyin Abraham %0

6. King of Boys: The Return of the King by Kemi Adet%o

7. Iljogbon (Chaos) by Kunle Afolayan &Q
8. Funmilayo Ransome-Kuti by Bolanle@bpeters

These productions were chosen based 6®critical and commercial impact on Nollywood and
their relevance to the research foc&@bmultiple role-play in Nollywood productions. The
sampling technique enablch d analysis of films where the multiple-role approach

significantly affects K Im’s artistic and technical outcomes.
[ ]
34 Descru&) f the Research Instrument

The pli@research instrument is a content analysis framework, designed to evaluate multiple

aspects of each production:

i.  Artistic Cohesion: Consistency in themes, character portrayals, and narrative structure.
ii.  Technical Proficiency: Quality of cinematography, sound design, and visual effects as

they support multi-role functions.
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iii.  Performance Quality: Depth and authenticity of character portrayals, especially in

productions where the lead role is also the director or producer.

This framework provides structured guidelines for systematically analyzing each film to capture

the unique attributes and challenges associated with multiple role play in film production.

3.5  Validity of Research Instrument \

N
The validity of the content analysis framework was established through a pQJQ involving a
detailed review of selected scenes from the selected films. Feedba@m film experts was
incorporated to ensure that the framework accurately captures artis@hesion, technical quality,
and performance nuances. Additionally, references to e iterature on film production
techniques, industry requirements, and requisite skillﬁb‘Q\ﬁlm production roles were used to

strengthen the framework’s relevance to Nollywo oduction context.

3.7  Method of Data Wn

Primary data was b@ through direct observation and analysis of each selected film. Films

were viewed r@ip e times, with detailed notes taken on elements related to the filmmakers’

multip%@ Observations focused on:

i.  Role-specific contributions of the filmmaker (e.g., acting, directing, writing).
ii.  Artistic and technical challenges observed in the film due to multi-role involvement.

iii.  Impact on performance quality for filmmakers who also acted in their films.
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Secondary data, such as behind-the-scenes footage, and media reviews, were used to gain
additional insights into the processes and challenges related to multiple role-play by filmmakers

in the selected Nollywood film production.
3.8  Data Analysis

A thematic analysis was employed to identify patterns and themes across the select @IS Key
themes were synthesized to draw broader insights into how multiple role-play ‘ rtistic

cohesion and technical quality. Specific elements analyzed included:

i.  Narrative coherence: Evaluating if and how multi-role invo@nt impacts the flow of
the storyline. QQ
ii.  Character development: Assessing the depth of f@cter portrayals when the filmmaker
is also an actor.
iii.  Production quality: Examining the t \\&1 elements (e.g., cinematography, set design,

sound) and their alignment w1tk%te’\ﬁl ’s creative vision.

Q Endnotes
1. Denzin, If‘ s\&S.mcoln Y.S. Introduction: The discipline and practice of qualitative

rese@ In N.K. Denzin and Y.S. Lincoln (Eds.) The Sage handbook of qualitative
\{&rch (3rd Ed.) Thousand Oaks, CA: Sage. 2005.
2. Cole, F. L. Content Analysis: Process and Application. Clinical Nurse Specialist, 2,

1988. Pp. 53-57.
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Q\ Chapter Four

4.1 Select&ﬁupmakers

Results and Discussion of Findings

In thi ch@the researcher looked in detail at eight case studies, namely, Odunlade Adekola,

Funke Akindele, Ibrahim Yekini, Jade Osiberu, Toyin Abraham, Kemi Adetiba, Kunle Afolayan,

and Bolanle Austen-Peters. This is to analyze the multiple roles played by individual Filmmakers

in a single film production, the background of the Filmmaker, the area of specialization, and the

general requirements of such roles, to have an understanding of the effects on both the artistic
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and technical proficiency, process of which the Filmmaker was able to carry out those multiple
responsibilities, the challenges, and strategies employed in maximizing the benefits of multiple

role play in film production.
4.2 Data Analysis

Case Study 1- Lakatabu by Odunlade Adekola Q\

i. Plot O
| &

Lakatabu by Odunlade Adekola is a crime thriller that portrays the Qal character Lakatabu
(role played by Odunlade Adekola), as a fearsome and enigma iminal who commands a gang
that terrorizes the community with their audacious and.violént operations. Lakatabu’s power
stems from mystical fortifications granted by a@rblawo (herbalist), making him nearly

untouchable. His reign of terror is seeminglys\\@fgnged until the authorities become involved.

The plot attempts to delve into Lakata@', revealing that he was once a tool in the hands of
the king, aiding in the monarch’s%%o power. However, this backstory is revealed slowly and in
an unengaging manner, %&hg from the overall narrative impact. The film’s structure feels

dull and disengagingy&lg to captivate the audience as it meanders through Lakatabu’s history.

After his bet@l by the king, Lakatabu turns against the society he once helped shape,
embark@l a violent vendetta characterized by kidnappings, murders, and the spread of fear.
The authorities appear confused and powerless against him, unable to grasp the full extent of his

brutality or their incompetence in addressing it.

In a twist, Bolanle Ninalowo’s character, initially presented as an independent criminal figure, is

revealed to have a shared past with Lakatabu. This revelation feels forced and ill-timed,
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undermining the tension and coherence of the story. Rather than enhancing the narrative, it

serves to further dilute the stakes.

The film culminates in a series of flashbacks designed to unpack Lakatabu’s motivations,
exposing the king's betrayal and the following assassination attempt. However, by this point, the
lack of a compelling build-up to these revelations leaves the audience feeling disco,%cted and

unimpressed, rendering the climax less impactful than it could have been. OQ

ii. Multiple Roles Played by the Filmmaker in Lakatabu Film l@\\ction

a) Director %
b) Central Character (Lakatabu) QQ

c) Executive Producer er
d) Producer ’bb

e) Co-writer @

iii. The Filmmaker’%@&und
Odunlade Adekola, Kﬁkenowned Nigerian Actor, Filmmaker, Singer, Producer and Director,
widely recogr%egﬂr his prolific work in the Yoruba-language film industry, which is a major
compone@lollywood. Born on December 31, 1978, in Abeokuta, Ogun State, Odunlade has
become Ohe of the most celebrated figures in the Nigerian film industry due to his versatility,

charismatic presence, and unique acting style.

i.  Early Life and Education
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Odunlade Adekola was born into a Christian family and spent his formative years in Abeokuta.
He attended St. John’s Primary School and later St. Peter’s College in Abeokuta for his
secondary education. He then pursued a degree at Moshood Abiola Polytechnic, Abeokuta. In

2018, he obtained a Bachelor's degree in Business Administration from the University of Lagos,

Odunlade Adekola is known for his dynamic and captivating perf ces, often blending

marking his commitment not just to the arts but also to academic advancement.

ii.  Acting Style

humor with drama in a way that resonates deeply with Yo%peaking audiences. His
expressive face and ability to switch effortlessly between i nd comedic roles have made

him a favorite among movie lovers. He has the unique@lity to adapt to both traditional and

contemporary roles, which has broadened his appe%b
iii. =~ Technical Skills in Filmmaking ’\%\

Adekola is not just an Actor butéﬁcaa\maker with a growing reputation for producing and
directing films. His techni a@\wess in filmmaking is evident in the seamless storytelling and
production quality of hi w§<s. His films often explore themes of Yoruba culture, tradition, and
values, while al@c‘hmg on contemporary social issues. Over time, he has grown into a

filmmaker W@ndles both pre-production and post-production processes.

Odunl%’Adekola also runs his own film production company, Odunlade Adekola Film
Productions (OAFP), where he mentors and trains upcoming actors. The company has produced
several movies that have gone on to become major hits in Nollywood, contributing significantly

to the growth of the Yoruba film sector.

99



iv.  Career Highlights

Odunlade Adekola began acting in 1996, but his breakthrough came in 2003 when he starred in
the film Asiri Gomina Wa. His performance was widely praised, and the film launched him into

the limelight. Since then, he has featured in over 100 Yoruba movies and has also made

appearances in a few English-language Nollywood films. \

Some of his popular films include: ( O

e Sunday Dagboru (2010) 6\

e Mufiu Oloosha Oko (2013) 0

Q

2
e Oyenusi (2017) @%
e The Vendor (2018) ° @

e Orisa (2024) é

e Lakatabu (2024@

As a director, an ducer, Adekola has been responsible for several high-grossing movies,

e Adebayo Aremu Abere (2015)

cementln% K@éce as a force in the Yoruba movie industry. His projects are known for their
high pr p ction values and for telling compelling stories that resonate with Yoruba and non-

Yoruba audiences alike.!

v. Awards and Nominations
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Odunlade Adekola has received numerous awards and nominations throughout his career for his
acting and contributions to filmmaking, making him one of the most decorated actors in

Nollywood.

e Africa Movie Academy Award (AMAA): He has been nominated for the Best Actor

category multiple times. \

e Best of Nollywood Awards (BON): Adekola has won several BO@S, including

Best Actor in a Leading Role (Yoruba). Q
o City People Entertainment Awards: He has been consis@ly%cognized as one of the top

actors, winning Best Actor of the Year several timesQ

QO

e Nigeria Entertainment Awards: He has wo @Actor in a Leading Role on multiple

occasions. @b

iv. Analysis of the Effects of Mu@les on the Outcome of Lakatabu

Lakatabu exemplifies the chaﬁe&gthat arise when a filmmaker attempts to juggle multiple key
roles such as director, le}étor, and writer—without clear prioritization. Odunlade Adekola’s
ambitious effort (i\&@% the driving creative force behind the film brings both the advantages
and signiﬁcan@advantages of this multifaceted involvement to the forefront. By analyzing the

technis{/%pects, performances, and storytelling of the film, we can explore how these

overlapping responsibilities contributed to the film's ultimate shortcomings.
1. Technical Proficiency

On the surface, Lakatabu presents flashes of impressive visual storytelling, particularly in its

cinematography. The tension between the serene community and the chaos brought by Lakatabu
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is well-captured visually, with Adekola’s direction creating a sense of unease from the very first
scene. The use of slow, circular camera shots draws viewers into the protagonist's troubled mind,
effectively heightening the disorientation. However, the overuse of this technique diminishes its
impact as the film progresses. This demonstrates a common pitfall of overburdening oneself with
multiple creative roles: a lack of critical distance. Adekola, as director, failed to recognize the
diminishing returns of this camera technique, a decision that might have beeerc ed with

external input from a dedicated director or cinematographer. <

¢\

Moreover, while the film’s CGI and special effects start strong, th%@ecline in effectiveness
over time. The mystical elements are initially enhanced b@ese effects, but as the film
progresses, they become less convincing, weakening the stpernatural tension. This is further
compounded by issues with the set design, particula% atabu’s hideout, which is described as
unrealistic and lazily executed. The costumes} ’Qially for the protagonist, fail to elevate the
character’s imposing nature, detracﬁ@m the immersive experience. These technical
shortcomings highlight the strain&ekola’s multiple roles, where his focus on directing,
writing, and acting likely le@e room for detailed oversight of key departments such as
costume and set design.

2. Perfmgcg;\s'

A key%@ ere Lakatabu falters is in its performances. While Tope ‘Teddy A’ Adeniyi delivers
a grounded and charismatic performance as Lakatabu’s second-in-command, providing much-
needed balance to the melodramatic tendencies of other characters, Adekola’s portrayal of
Lakatabu lacks the emotional depth required for the role. His performance captures the menacing

nature of a man driven by betrayal, but fails to elevate the character beyond a familiar action-
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hero persona. Critical moments that should have conveyed deeper emotional turmoil feel

underdeveloped, leaving his portrayal functional rather than transformative.

Adekola’s double duty as both director and lead actor likely contributed to this shortfall. As lead
actor, he needed to deliver a nuanced performance, while as director, he was tasked with
overseeing every aspect of production. This dual focus might have prevented hi@m fully
immersing himself in either role. The result is a performance that feels like asion of his

previous work, rather than a fresh, layered interpretation of a complex chafactcr:

Other performances suffer from similar issues of incoherence a erdevelopment. Bolanle
Ninalowo’s portrayal of a kidnapping kingpin-turned-age stice lacks clear motivation,
leaving his character arc confusing and the performance@omted. Similarly, Lateef Adedimeji,
while strong in his initial scenes, struggles to mqj&é{bconsistency, and Tina Mba’s overacting
further breaks the film’s gritty atmosphere. b\& Shaggi’s slapstick humor is jarringly out of
place in the film’s darker narrative, Wé{&ﬁi g the overall cohesion. These missteps in casting
and character development ﬁJ{tl& erscore the challenges of one person taking on too many
creative roles, as Adek(%%e\ctorial focus may have been spread too thin to ensure the
necessary coherenc‘e@alance across the ensemble cast.
O
3. Storytﬁlg and Structure
O

The m}&uing weakness in Lakatabu is its lack of narrative focus. Adekola, serving as both
writer and director, struggles to craft a coherent and engaging plot. What begins with a faint
promise of tension quickly unravels into a disjointed supernatural drama, rife with familiar tropes
that do little to maintain the viewer’s interest. The plot lacks a clear trajectory, with characters

introduced in ways that confuse rather than intrigue. For instance, Ninalowo’s shifting
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relationship with Lakatabu undermines the tension that could have been built between the two.
This lack of narrative clarity likely stems from Adekola’s divided focus across writing, acting,

and directing, where each responsibility requires its depth of attention.

A crucial factor in the film’s downfall is the emotional depth or lack thereof. Lakatabu hinges on
a protagonist consumed by betrayal and vengeance, yet these themes are ex@red only
superficially. The film fails to fully develop the emotional stakes, leaving critic ents, such
as Lakatabu’s internal conflict, feeling underwhelming. This absenc@gﬁotional gravity
prevents the audience from forming a strong connection with th gonist’s journey, and

ultimately, the film loses its narrative drive. Q

Q
ummary er

The following are some of my findings from @sment of multiple role play in Lakatabu

1. The artistic cohesion in Lakatabu is f\& ented, largely due to Odunlade Adekola’s divided
focus between producing, directi@{g‘[ing, and writing. The film struggles to maintain a

coherent tone, with someg@ances feeling out of place and the storyline losing clarity and

momentum. . @

2. In Lakatabm, Adekola served as director, producer, lead actor, and co-writer. While his acting
backgrou@bd skill enabled his character portrayals, his lack of formal directorial training

created challenges in maintaining narrative cohesion and technical consistency.

3. The Filmmaker’s performance as Lakatabu lacks the emotional depth needed to fully convey

the protagonist’s inner turmoil, while other characters suffer from inconsistent arcs and unclear
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motivations. This inconsistency weakens the film’s overall narrative cohesion, as many of the

characters feel shallow or disconnected from the story’s main themes.

4. Performances vary significantly in quality, with some actors delivering grounded, believable
portrayals (e.g., Tope Adeniyi), while others lean too heavily into melodrama or feel out of sync
with the film’s tone (e.g., Tina Mba, Broda Shaggi). The lack of balanced ormances

contributes to a fractured narrative and emotional disconnect, which dimin@lthe overall

impact of the film. &Q/

Case Study 2- Battle On Buka Street by Funke Akindele

i. Plo QQ

Battle of Buka Street centers around a multi-generat@eud between two branches of a family,
ignited when a man (Nkem Owoh) makes th@{&)n yet catastrophic mistake of marrying two
wives, Ezinne (Tina Mba) and Asake ('Sb\({' bowale). The two women are in constant conflict,
and rather than finding ways to céfs?, their animosity intensifies, eventually engulfing their
children and grandchildre @)t of this rivalry is carefully laid out, particularly with Funke
Akindele’s character, ex %ng how both wives gave birth to daughters on the same day. These
daughters, Yejid@e Akindele) and Awele (Mercy Johnson), inherit the feud entirely, even
going so fa schedule their wedding introductions and traditional ceremonies on the same

dates. ﬁ\e%events are portrayed comically, helping the audience overlook the improbability of

such coincidences.

For a while, there is peace as Awele leaves the village of Otanwa, allowing Yejide to thrive with
her shop on Buka Street. In this environment, competition is fierce, as cooks must stay on top of
their game to attract customers who are not particularly loyal. Yejide manages this well until
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Awele returns, reigniting the "battle." This time, both women can count on their mothers to
strategize with, as well as their children, who are deployed as "foot soldiers." The rivalry
escalates, starting with harmless pranks like placing pests in each other's restaurants and

culminating in a near-fatal explosion.

However, the performances of the main cast don’t always progress as smoothly.% film is
female-driven, featuring Sola Sobowale and Funke Akindele, alongside Tina@nd Mercy
Johnson, on opposing sides of the conflict. Despite the impressive stren&gﬁhfs ensemble, the
disparity in performance is noticeable, especially with Sobowale kindele standing out.
Sobowale’s on-screen persona as a fiery, conflict-ready matria@nsures she will never need to
audition for such roles again others will only get the part in@absence. On the other hand, Tina
Mba’s portrayal is far more subdued, even conside@er character's illness, as she oscillates
between peacekeeper and troublemaker, a @y balance to prevent the main cast from
becoming too one-dimensional. Mercy J\\' on’s portrayal of Awele lacks the grace of her on-
screen mother, instead coming 0@&%Verly aggressive, as though competing in a shouting
contest. Her hysteria, particu:@‘*n interactions with her children, sets her apart from the rest.

Similarly, Awele’s excessivestise of curses feels gratuitous at times.

As the film ¢ &;\\y' glides in its comedic rhythm, it requires a spark to raise the stakes and
build towQﬁb climactic finale. This is where the film’s near-equal focus on the feuding cooks
shifts,&ejide’s family introduces an unexpected twist that injects new energy into the plot.
Without giving too much away, it involves an event that, while seemingly far-fetched, feels
plausible in a Nigerian context, where the absurdity of real-life events allows writers the freedom

to stretch their imagination without stepping outside the bounds of believability
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ii. Multiple Roles Played by the Filmmaker in Battle On Buka Street Film Production

a) Executive Producer

b) Producer

c) Production Designer

d) Director (co-direct with Tobi Makinde)

e) Writer (co-write with other three writers; Jack’enneth Opukeme, Steph@@ym and

Jemine Edukugho) < \
f) Played the Character; Yejide 0«

Q
QO

iii. The Filmmaker’s Background Q

Funke Akindele, often fondly referred to "fél a,” is one of Nigeria’s most celebrated

Actresses and Filmmakers. Her journey in.t \etertainment industry has been one of remarkable
°

growth, resilience, and innovation. @her early days on television to becoming a dominant

force in Nollywood, Funke’s st@s one of dedication and passion.

What sets Funke Akin%&part is not just her on-screen charisma but her astute business
r fi

° \'
acumen and pass@

grossing ﬁh}t&@é has transformed from the beloved “Jenifa” into one of Africa’s most bankable

mmaking. As the creative mind behind some of Nollywood’s highest-

ﬁlmm&q%l—[er evolution from actress to an industry titan is a story of embracing innovation

and redefining what it means to succeed in Nollywood.?

a. Early Beginnings: A Star in the Making
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Born on August 24, 1977, in Ikorodu, Lagos State, Funke Akindele began her career in the mid-
1990s, making her mark in the popular United Nations Population Fund (UNFPA) sponsored TV

series I Need to Know (1998-2002).

Funke’s breakthrough came with the 2008 movie Jenifa, a comedy-drama she both wrote and
starred in. Jenifa tells the story of a village girl with big dreams who relocates to&e city to
pursue higher education, only to face challenges that reshape her life. The ﬁ@Zuccess was

unprecedented, earning Funke widespread acclaim and leading to equel, Jenifa 2, and

eventually the hugely popular Television Series Jenifa’s Diary. &

Jenifa cemented her status as a leading actress and showcas@lent as a writer and producer.
b. Expanding Horizons: Directing and Producingz er

Building on her success with Jenifa, Funke As began to explore other facets of filmmaking.
She transitioned from acting to directin@producing, becoming a multi-talented powerhouse

in the industry. Some of her notabl@qcr?s include Omo Ghetto: The Saga (2020), a sequel to her

earlier hit Omo Ghetto, v%ca@wme the highest-grossing Nigerian movie of all time.

Other works includ&%& Excellency (2019), Battle On Buka Street (2022), and She Must Be
Obeyed (2023&&%f which showcases her versatility and ability to tell diverse stories.

c. Funke as a Writer and Director

Funke Akindele’s skills go beyond acting. She has written and directed several films and
Television Series, further establishing her as a creative force. Her writing credits include A Tribe

Called Judah (2023), Battle on Buka Street (2022), and Omo Ghetto: The Saga (2020). These
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works highlight her ability to create compelling narratives that resonate with a wide audience.
As a director, she has also helmed projects like 4 Tribe Called Judah (2023), She Must Be
Obeyed (2023), and Omo Ghetto: The Saga (2020). Each of these projects has been well-

received, further proving her mettle behind the camera.
d. A Producer with a Vision \

In addition to writing and directing, Funke Akindele has also made a sig@ impact as a
producer. Her first production company, SceneOne Productions, whic &\co—founded with her

estranged husband, Abdulrasheed Bello (JJC Skillz), has been behi%reral successful projects.

The production house brought to life iconic projects 1 enifa’s Diary, which solidified
Akindele’s status as a household name in Nollywo ;ﬂ@ding Aiyetoro Town (2019). She also

produced films like The Return of Jenifa ( fband Omo Ghetto (2010) under this same

company name. &
° \\'

In 2023, she launched the Funk@&mnde) Akindele Network (FAAN). Through FAAN,
Akindele aims to redeﬁn% 1ng and production in Nigeria, embracing a holistic approach

that includes not only fi roduction but also public relations and media strategy. FAAN has

already producec‘ n(}bb e'projects, including Battle on Buka Street (2022), and A Tribe Called

Judah (202%6
\®

e. Awards and Recognition
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Funke Akindele, one of Nigeria’s most prominent actresses and filmmakers, has received

numerous awards and recognitions throughout her career, solidifying her status as a leading

figure in the Nollywood industry.

Some of her notable accolades include: Q\

Africa Magic Viewers’ Choice Awards (AMVCA): Funke Akind;ci(;ly the record for

the most wins at the AMVCA, a testament to her exceptio%@r

and film. She has won awards in categories such as BestActréss in a Comedy.

1butions to television

Special Achievement Award (2023): At the Silverb@ﬂan of the Year Awards, she was
honored with a Special Achievement AwarB@lizing her significant impact on the
Nigerian entertainment industry. \Q’b
Hollywood Reporter’s List of 4 st Powerful Women in International Film (2024):
Funke was recognized by Th&%‘lywood Reporter as one of the most powerful women
in international film, E@aﬁng her influence in bringing African stories to a global
audience. QQ
Africa In@?@l Film Festival (2023): She was named a Globe Award Honoree at this
prestig oys event.
o

\@ia Entertainment Awards Best Actress of the Year (2009): Funke won this award for
her performance in Jenifa. Best Lead Actress in an Indigenous Language (2012): She was
recognized for her role in Maami.
African Movie Academy Awards (AMAA) Best Actress in a Leading Role (2009): Funke

received this award for her performance in Jenifa.
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Akindele has also been honored with the Nigeria Entertainment Awards, Best of Nollywood
Awards, and the Africa Movie Academy Awards (AMAA). Notably, she won Best Actress in a
Leading Role at the 2020 AMAA for Omo Ghetto: The Saga. Additionally, her work earned her
the Africa International Film Festival (AFRIFF) award for Best Producer in 2021 and the

Nigerian Women Achievement Award in 2022. \
iv. Analysis of the Effects of Multiple Roles on the Outcome of Battle o@

Battle on Buka Street demonstrates how multiple creative roles can &ccessfully managed
when supported by strong collaborative leadership and clear cre%nsion. Funke Akindele's
dual role as director (alongside Tobi Makinde) and lea howcases both the potential

benefits and challenges of wearing multiple creative hat imately resulting in a more cohesive

final product compared to similar multi-role proj e@

1. Technical Proficiency é

Battle on Buka Street sh@emarkable technical execution that demonstrates the benefits of
shared directorial Qv@g\t between Funke Akindele and Tobi Makinde. The film opens with a
technically ambit drone shot that captures Buka Street through an archway adorned with a
symbolic @%nmediately establishing both the setting and the film's technical aspirations. This
level (h{ention to visual storytelling maintains consistency throughout the film, suggesting that
the shared directorial duties allowed for more focused attention to technical details than might be

possible with a single director handling multiple roles.
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The set design exhibits particular strength, creating environments that feel authentic without
drawing attention away from the story. Unlike films where multiple roles can lead to technical
oversights, every element in Battle on Buka Street appears purposeful and well-executed. The
cinematography serves dual purposes, delivering aesthetically pleasing shots while effectively
advancing the narrative. The technical team's work complements rather than competes with the
storytelling, indicating strong oversight and coordination from the directorial t Q%e sound
design, though occasionally melodramatic, adds another layer of quality thro well-chosen

scores and sound effects that enhance rather than distract from the @perience.

The dual responsibility of directing and acting appears to{ltayve enhanced rather than hindered the

2. Performances

quality of performances in Battle on Buka @ Funke Akindele's own performance
demonstrates remarkable range, delivering h&&ergy comedic moments while maintaining the

°
ability to shift into more serious emo&ﬁ*&bt rritory when required. Her capability to maintain

such performance quality wllﬂ@&mg directorial duties speaks to both her talent and the

effectiveness of the ﬁlm'@b\rative approach to leadership.

Mercy Johnson 1@ equally compelling performance that serves as a perfect counterpoint
to Akindele's émacter. Her ability to transition seamlessly from comedy to drama reaches its
peak K/&erful monologue about escaping domestic abuse, demonstrating the depth of
character development achieved under the film's direction. The chemistry between Akindele and
Johnson creates a dynamic central relationship that drives the narrative forward while

maintaining comedic tension.
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The supporting cast shows similar strength, with veterans like Sola Sobowale and newer talents
like Moshood Fattah delivering performances that enhance the overall narrative. Even the child
actors, including Gbemi Akinlade and Miracle Gabriel, provide natural, convincing
performances that avoid common pitfalls of youth acting. The consistent quality across the entire
ensemble suggests effective direction that wasn't compromised by Akind&le’s dual

responsibilities, likely aided by the shared directorial approach with Makinde. Q
3. Storytelling and Structure &QJ

The narrative structure of Battle on Buka Street reveals a sophb@ storytelling craft that
benefits from collaborative creative leadership. Funke Aki ollaboration with Jack'enneth
Opukeme, Stephen Oluboyo, and Jemine Edukugho likelQ‘eated a dynamic writing room where
each writer could contribute their unique perspect@d strengths to develop the story's various
layers, from its cultural authenticity to its @aﬁc elements. The four-person writing team
presumably allowed for a rich develo%’éﬁ ocess where Akindele, being also the co-director,
could ensure the script balange@ creative storytelling and practical filming considerations

while the other writers h@ne the dialogue, character arcs, and narrative structure.

The film begins '@ensive exposition delivered through narrated flashbacks, efficiently
establishing tl%omplex history of rivalry between the protagonists without becoming tedious.
This a@q helps viewers understand character motivations and relationships, creating a

foundation for the story's emotional impact.

The script successfully weaves together multiple storylines exploring themes of family rivalry,
single motherhood, and domestic abuse while maintaining its essential identity as a comedy. The

main plot progresses smoothly, even when temporarily yielding focus to subplots, maintaining
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narrative coherence throughout. The film's representation of contemporary Nigerian culture,
particularly the dynamics in mixed ethnic polygamous families and parent-child relationships,

shows nuanced understanding and careful attention to cultural authenticity.

However, some aspects of the storytelling reveal areas where additional development could have
strengthened the narrative. The plot twist regarding Yejide's husband's incarc@n feels
somewhat rushed and underdeveloped, suggesting a rare instance where the m@oles might
have affected story development. Similarly, Awele's character arc con&sign,/particularly her
change of heart near the film's end, would benefit from more grad elopment. The film's
treatment of certain criminal activities presents an ethical c %that isn't fully resolved,

inviting audience complicity in questionable behaviors wit@ adequately addressing the moral

implications. ber
O

Despite these minor narrative shortcoming\\ge overall storytelling maintains engagement
through effective pacing and balance@The directors' choice to provide subtle narrative
clues early in the film, revisiti&%%n later, adds an intriguing layer to the storytelling that
rewards attentive viewing. rallel storylines allow deep exploration of each sister's personal

struggles, taking the @ive beyond their surface-level comedic feud to examine deeper themes

of family, riva&p(q}personal growth.

Throu@alysis, it becomes clear that Battle On Buka Street largely succeeds in managing
the challenges of multiple creative roles through effective collaboration and clear vision. The
shared directorial duties between Akindele and Makinde appear crucial in maintaining consistent

quality across technical execution, performances, and storytelling. While some narrative
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elements could be stronger, the overall result demonstrates how multiple roles can be managed

successfully with the right collaborative approach and support structure.
Summary

The following are some of my findings from the assessment of the Filmmaker’s multiple role

play in Battle On Buka Street: Q\

1. In Battle on Buka Street, Akindele could have enhanced directorial pr&is.%jy handing over

full directorial duties to Tobi Makinde, rather than splitting these s ilities. This would

have allowed her to focus on and leverage her extensive experi@ ting and film production.

2. Akindele's dual role as producer, director and lead 2@ Battle on Buka Street enhanced

actor-director communication that resulted in co@g performances from both lead and

supporting actors. ®%

3. Certain storytelling elements such aegs%he plot developments and incomplete character arcs

revealed the inherent limitations @naging multiple creative roles, even within a collaborative

framework. QQ\

4. The film deﬁ@ that multiple roles can yield unique creative advantages when
supported by@oper collaborative structures, though careful attention must be paid to

mainta@r%rytelling depth alongside technical and performance excellence.
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Case Study 3- Kesari by Ibrahim Yekini
i. Plot

Kesari by Ibrahim Yekini is an Indigenous Yoruba film that centers around a fearless warrior,
Kesari, who is determined to protect his community from external threats and internal corruption.
The title character played by Ibrahim Yekini, is a legendary deity who reincamaq*a crime
boss who defends the lives of poor people and redistributes the proceeds Q@ from crime
operations. Despite his strength and fearlessness as a warrior, t ing “as for every
protagonist, there is an antagonist” was not an exemption for hix% ears failing those who
trust him, especially when a police chief and his ruthless ithin the community seek to

destabilize the peace he fights to protect. It becomes wos@hat even those he trusts start shifting
their loyalties. ’bb

As external and internal threats loom, ar1” faces the difficult task of navigating political
intrigue and betrayal from those he @onsidered allies. This betrayal tests Kesari’s patience,
integrity, and strength of chal’aﬁ&ne of Kesari’s closest friends, who had fought alongside

him in many battles, is réyedled to be a key player in the treachery. This betrayal cuts deep for

Kesari, as he st '@ome to terms with how greed and ambition have corrupted the people

he trusted moﬁhls subplot adds emotional weight to the action-packed narrative.

At the\%’?of the film Kesari is forced into a showdown. The bandits launch a full-scale
attack on the village, and Kesari leads the charge to defend his home. The battle scenes are
intense, with fights that depict Kesari’s strength and tactical intelligence. At the same time,
Kesari confronts the traitors within the village. The betrayal is not just about personal ambition

but also a power struggle within the community. As Kesari confronts his betrayers, the film
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explores the emotional toll it takes on him, revealing a vulnerable side to the warrior. His internal
struggle whether to show mercy or exact revenge on those who betrayed him adds depth to his

character.

After a fierce battle, Kesari emerges victorious, but at a great personal cost. Many lives are lost,
and the village is left scarred by the war. The traitors are exposed, and justice is se% but the
victory is quite a bittersweet experience for Kesari. He has won the war but lostgkst of many

people he once called friends. &

In the end, Kesari’s humanity shines through not just in his warri%ts but in his capacity for
compassion and resilience amidst the chaos of leadershi ar. The war leaves Kesari

emotionally drained, with the understanding that bein’%ngader means being saddled with the

responsibility of enduring pain and loss for the grey&éood.

ii. Multiple Roles Played by the Filq@er in Kesari Film Production

N

D
1). Director (co-directed by Tope Aé@ 0)

. $
2). Central Character (K%
3). Writer Q:\\%

4). Producefb6
iii.T¥: Filmmaker’s Background

Ibrahim Yekini is a well-known Nigerian Actor popularly called “Itele D'icon”. A Filmmaker,
Director, Producer, and Writer who is noted for his feature and starring in various movies. Born

January 1, 1980, in Bariga, Lagos State.
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Ibrahim Yekini was born to a Muslim family that had no involvement in the entertainment
industry; he was inspired by movies and performances, which led him to pursue a career in
acting. Yekini began his formal education in Lagos and completed his secondary education
before fully immersing himself in the world of theatre and filmmaking. He took off his career by

participating in theatre groups and stage performances, where he honed his acting skill&
a. Acting Style OQ

Yekini’s dedication to acting led him to roles in Yoruba films, and he gr. ly became a
prominent figure in the industry, known for his dynamic and Versa&% g style. His rise to
prominence is also attributed to his ability to balance traditi ba cultural themes with
modern storytelling, which resonates with a wide audien@i consistency and contributions to

the industry have earned him accolades, making h of the most respected figures in Yoruba
0

cinema today. @
)

b. Career Highlights ‘\C?

Ibrahim Yekini began acting @3 doing theatre plays and stage plays. However, his

breakthrough into the Y & lm industry started when he started taking roles in films, where
he gradually builf'a or himself. Rise to prominence is also attributed to his ability to

balance trad),géd Yoruba cultural themes with modern storytelling, which resonates with a wide

audien\&

¢. Awards and Nominations:
Ibrahim Yekini has received various awards and nominations for his performance in most Yoruba

Nollywood movies.
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o City People Movie Awards- Best Actor in a Leading Role (Yoruba) and Best Producer
(Yoruba).

e Best Actor and the BON Awards- His performance in Kesari earned him the Best Actor
award at the Best of Nollywood (BON) Awards

e African Magic Viewer's Choice Award (AMVCA) Nominee

>\
S
iv. Analysis of the Effects of Multiple Roles on the Outcome of K. riQ/

In analyzing Ibrahim Yekini's multiple roles in Késdri, the focus is@w his involvement as an
Actor, Producer, Co-Director, and script contributor has a he film in terms of storyline
structure, technical proficiency, and artistic cohesion. Q

1. Storyline Structure \Q’b
Yekini's involvement as the lead actor; &' cer, and co-director appears to have impacted the
storyline structure negatively. Th@fl?al character of Késari a deity turned gang leader—is
meant to create an epic, laﬁﬁqn-life narrative, but the plot suffers from uneven development,

1

disjointed subplots, and&

The story failed t stantiate key character arcs, particularly Késari’s transition into a notorious

of depth in character motivation.

criminal. @hilanthropy, though central to the character's mythos, is inadequately explored,
there %ﬁ enough scenes to support his supposed acts of kindness, which weakens his moral
complexity. This suggests that, as the writer, Yekini might have been too close to the character to

objectively develop a well-rounded story.
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The film attempts to blend myth with contemporary reality but struggles to balance these
elements. The juxtaposition of a mythical land “suspended between heaven and earth” with
modern institutions like the police creates an incoherent world that confuses rather than enriches
the storyline. Critics have pointed out that the narrative's shift from the traditional setting of Ira
to modern-day Nigeria feels abrupt, further fragmenting the story. This incoherence could be a

result of Yekini's multiple roles stretching his focus, leaving certain elements undeel ped.

The love story between Ifadola (Késari) and Amoke, for instance, feels u@ ed, with critics
noting the lack of chemistry and rushed pacing. Yekini’s heavy invo t in both writing and
directing might have caused this aspect of the film to be gloss@rer, with insufficient attention

to emotional depth and character development. Q

)
2. Technical Proficiency ’bb

As a producer and co-director, Yekini’s %le responsibilities seem to have influenced the

°
film’s technical execution, which fall@t in certain key areas.

In terms of Cinematogr@e the film has moments of visual brilliance, especially in

capturing the Yoruba %ttj and supernatural elements some of the action scenes could have
yn

benefited from n@

responsibili@ay have limited his ability to fully oversee the technical aspects of these

mic and inventive camera angles. Yekini’s focus on acting and other

sequerﬁg&eading to more conventional shot compositions that missed opportunities for

heightened tension or immersion.

The special effects, though praised in some parts, were untidy in others, particularly during
Késari’s supernatural displays of power, such as the unrealistic final scene where he single-
handedly shoots multiple police officers. These effects detract from the film's intended epic tone.
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Yekini, balancing multiple roles, might have had limited time to oversee post-production or

allocate sufficient resources to polish these effects.

The film’s sound effects can also be criticized for being excessive and distracting, which
undermines key moments. Over-the-top sound layering, especially during action sequences,
detracts from the film’s professionalism. It’s possible that Yekini’s focus on larger as,&cts of the

production such as the overall narrative and his performance meant that techr@l‘ﬁnements,

like sound design, received less attention. &

3. Artistic Cohesion %

It is worthy of note that the film oscillates between epic an@temporary crime drama, creating
a disjointed artistic vision. While the film opens wi aagng traditional Yoruba setting, it later
abruptly shifts into a more modern Nigeria ’@n ext, including police forces and media
involvement, which dilutes the mythici gc&s blished earlier. This tonal inconsistency might

stem from Yekini’s divided focus \@16 1s invested in playing Késari as a larger-than-life

figure, the directorial vision '@e to maintain a cohesive narrative tone might have been

compromised by his man}&

The film’s supp@racters, particularly members of Késari’s gang, are underdeveloped,
with critics that some of them feel dispensable. For example, the character of Coaster,
played\wqéoma Akpore, adds little to the overall story. This lack of depth in secondary
characters detracts from the film’s potential for strong ensemble storytelling, likely a result of

Yekini prioritizing the protagonist’s arc over the supporting cast.

The film attempts to blend Yoruba mythology with a modern crime narrative, but this fusion isn’t
fully realized. The costumes and set design, while initially promising, contribute to the artistic
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dissonance. As a producer, Yekini may have had the final say in these elements, but his divided

focus possibly led to compromises in the film's artistic execution. The setting of Ira is visually

striking but not fully explored, and the supernatural aspects of the plot feel detached from the

more grounded modern scenes, further fracturing the artistic cohesion.

Summary \

The following are some of my findings from the assessment of multiple roles@by the

Ibrahim Yekini in Kesari. Q’\

1.

3.

In Kesari, Yekini took on multiple roles as producer, d@o writer, and lead actor. The
absence of a theoretical understanding of film la@e and techniques is evident in
Yekini's directorial choices for Kesari. er

The film suffers from disjointed %points, inconsistent worldbuilding, and

underdeveloped subplots, likely b@ of Yekini’s lack of formal background training

in the arts and craft of script ﬁé}
1n the arts and crait o1 SCrip .
o)

Késari has strong perf nces and promising visual elements but lacks the narrative
depth, technical p@d artistic coherence needed to fully realize its epic ambitions.
The film 5®uld have enhanced the film by focusing on his performance and

collaberating with professionally trained experts for the technical roles he assumed.

Cax&dy 4- Gangs of Lagos by Jade Osiberu

i

Plot

Jade Osiberu’s Gangs of Lagos explores the gritty streets of Isale Eko, Lagos, where the

ambitions of youths are overshadowed by gang violence and political corruption, best friends
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Obalola and Ify dream of escaping a life that seems predestined for chaos. Obalola, with his
sights set on becoming a celebrated writer like Wole Soyinka, and Ify, hoping to break into the
Afrobeats scene, share a bond that has been shaped by their harsh environment. Life in Isale Eko
has taught them resilience, yet their dreams feel fragile, caught in the grip of a city ruled by

gangs and political patrons.

3\
When their street father and mentor, Ninalowo, is brutally murdered, they are @eeper into
the underworld, joining the gang of Kazeem Olaotan, a powerful w(wder and Lagos
underboss. As election season descends, violence and ambition rge; gangs spar for
influence, and the streets run red with blood, mirroring the e battle for political power.
Amid this chaos, Ify, once brimming with hope and talent, bd¢omes a casualty of the gang wars,
leaving Obalola with a profound sense of loss an@(h. His quest for vengeance becomes a

journey through the dark layers of Isale Eko ’@1 landscape, where he uncovers secrets that

threaten the entire fabric of their worlde @

With a no-holds-barred narrativa%, Jade Osiberu’s Gangs of Lagos peels back the veneer of
Nigerian elections, expo@} brutal role of thugs as shadowy kingmakers in the political
realm. The realistic @yal of violence and the intense emotional journey of the characters
offer a powerful &[}pse into the price of power and the cost of dreams in a city where survival
often dep&%on brutality. The dialogue, rich in Yoruba, grounds the story deeply in its Lagos
setting,\a&ﬁing authenticity and immersing the audience in the culture and struggles of Isale Eko.
Through Obalola's story, the film echoes the resilience and dreams of countless young people

trapped in cycles of violence, blending the intensity of a thriller with emotional depth.

ii. Multiple Roles Played by the Filmmaker in Kesari Film Production
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1). Director
2). Writer (co-writer; K.I Jegede)
3). Producer (co-Producer; Kemi Lala-Akindoju)

iii. The Filmmaker’s Background \

Q‘of-its-kind

Jade Osiberu started her journey as a filmmaker when she created Ndani. TV,

online content marketing platform whilst working in communications dgﬁﬁding at one of
Nigeria’s leading Banks, GTBank. At Ndani, she wrote, produc d/or directed several
critically acclaimed, award-winning, and popular scripted seuch as Gidi Up, and Skinny

Girl in Transit amongst others. D

QO

Jade Osiberu went on to write, produce, a érebct Isoken, 3rd highest-grossing film.
Isoken premiered in 15 cinemas across the went on to win the 'Prix du Public' (Audience
Award) at the NollywoodWeek Paris é%’i}ea , Best Film and Best Director at the 2018 Africa
Magic Viewers Choice Awards&st Nigerian Film and Best Costume Design at the 2018
African Movie Acade ‘sﬂ}\ds, Diversity Excellence Award at the MIPCOM and Best

International Featuxe)&onzelens Film Festival (an Oscar Qualifying Film Festival in Atlanta).

Jade Osiberu émultiple award-winning writer, director, and producer of films such as Gangs
of Lag@mazon Prime’s First Original Film in Africa, which charted in multiple countries
worldwide, and Brotherhood, the Highest Grossing Nollywood film of 2022. Brotherhood was

nominated for 11 awards at the 2023 AMVCA Awards and won 5.

Osiberu’s first feature film, Isoken was 2017’s 3rd highest-grossing film. It premiered in 15

cinemas across the UK, going on to win many awards around the globe including Best Film and
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Best Director at the 2018 Africa Magic Viewer’s Choice Awards, as Best Nigerian Film and Best
Costume Design at the 2018 African Movie Academy Awards. In 2019, her second production
‘Sugar Rush’ was the highest-grossing Nollywood Film released in 2019. She went on to

produce Tunde Kelani’s multiple award-winning biopic, Ayinla.

In 2023, Jade Osiberu was the only African filmmaker to sign a first-of-its-kind 3-y%xclusive

overall deal with Amazon Prime. Christmas In Lagos is the First Origina@ from that

S

a. Major Contributions and Directorial Style %

partnership. She became a member of the Academy (Oscars) in 2023.4

Osiberu’s debut feature film, Isoken (2017), was a commer chitical success, becoming the
third-highest-grossing Nollywood film of the yea @n for her vibrant use of color and
insightful social commentary, Osiberu’s style %%es with audiences by tackling societal issues
while maintaining commercial appea.l. XIieves in the importance of reaching a wide
audience and considers commercial Kﬁ%ssential to creating a sustainable industry. Isoken was
acclaimed at both African and'i@ational festivals, winning awards like the Best Film and Best

Director at the Africa@\ﬁewers’ Choice Awards and the Audience Award at the

NollywoodWeek tﬁ@ival.

Jade Osibet}bérominent Nigerian filmmaker, was born into a family of royal heritage from
Sagam\&un State, to engineer parents who encouraged her academic pursuit in engineering at
the University of Manchester. Despite her early love for the arts, Osiberu initially followed a
more conventional career path in digital marketing, working for a top Nigerian bank. This
experience proved instrumental as she launched NdaniTV, Nigeria's first online content

marketing platform, during her tenure there. Her work on NdaniTV not only established a new
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standard for digital content in the Nigerian banking sector but also set her on her filmmaking
journey, directing and producing popular web series such as Gidi Up and Skinny Girl in Transit,

which became a cultural phenomenon among Nigerian millennials.
b. Career Highlights

e Osiberu gained significant acclaim with her first major web series, Gidi %ich she
wrote, produced, and directed. The series became a favorite amo@g, upwardly

mobile Nigerians, earning her a reputation as a pioneering Qﬁ\in Nigerian digital

content. %

e Her first feature film, Isoken, drew on personal expes and showcased her distinctive
style, marked by vibrant colors and sociall r%%t themes. Isoken became the third-
highest-grossing Nollywood film o and earned multiple prestigious awards,
including Best Film and Best D}re%\athe 2018 Africa Magic Viewers’ Choice Awards
(AMVCA). The film also wo,\@;x\t'Nigerian Film and Best Costume Design at the 2018

African Movie Academ ards. It was honored with the Audience Award at Nollywood

Week Paris and tl@%sity Excellence Award at MIPCOM.

Addition@ received Best International Feature at the Bronzelens Film Festival in
Atla@

. \Oﬁberu continued her commercial success with Sugar Rush, which became the highest-
grossing Nollywood film of 2019 and is ranked as the fourth-highest-grossing Nollywood

film to date. This film further solidified her status as a director with a keen understanding

of what appeals to mainstream audiences.
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e Osiberu's crime thriller Brotherhood became the highest-grossing Nollywood film of
2022. The film was nominated for 11 awards at the 2023 AMVCA Awards and won five,

highlighting her storytelling prowess and ability to captivate audiences.

e In 2023, Osiberu became the first African filmmaker to sign a three-year exclusive deal
with Amazon Prime, a partnership aimed at scaling African stories to globaj&diences.
This milestone marked an unprecedented opportunity for African ﬁlr@%g, and her
first project under this collaboration, Christmas in Lagos, w s her ongoing

commitment to culturally resonant yet commercially viable n. S.

c. Recognition and Awards QQ

o Her impactful career has earned her o@on as one of Africa’s most powerful

women in media by The Holly@eporter, Vanity Fair, and Variety.

o In 2023, Osiberu was i@d into the Academy of Motion Picture Arts and

Sciences (Oscars), ;Validating her influence on an international scale.

o She was a@ted for the Berlinale Talents program in 2021, underscoring her

growiﬁ&]uence within the global film industry.

o)

d. Artistic Vi% and Style

Osiber}&nmaking approach is deeply rooted in her belief that commercial success is essential
for a sustainable industry. She seamlessly combines crowd-pleasing elements with bright, vibrant
visuals and incorporates social commentary, distinguishing her work from that of her peers.

While she respects artistic films, she aims to tell big, relatable stories that foster a broader
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understanding of societal issues in Nigeria. Her films mostly exemplify her dedication to tackling

social issues while appealing to a wide audience.

Jade Osiberu's career reflects a groundbreaking journey that has pushed Nollywood’s boundaries
and increased its appeal to global audiences. Her achievements have helped reshape the narrative

of African cinema, making her one of the most influential filmmakers of her generati%
iv. Analysis of the Effects of Multiple Roles on the Outcome of Gang@os

The assessment of Gangs of Lagos under Jade Osiberu’s creativeon offers valuable
insights into the practice of multiple role-playing in Noll Im production. Osiberu’s
simultaneous engagement as a writer, director, and produc powers her to maintain creative
control and align technical quality with her uniqu s‘@ling vision. This multi-dimensional
approach is vital in Nollywood, where reso%’@nstraints and creative autonomy challenges
can limit production quality. ﬁ\
1. Narrative Structure
&
In Gangs of Lagos, Osi@ltifaceted role enables her to craft a cohesive storyline rich in
socio-political comx\&ry. By serving as both writer and director, she fully controls the
narrative’s ar&%\g it with the emotional depth needed to explore complex themes such as
gang ViolQ%ﬁnd resilience in Lagos. Osiberu’s direct involvement in character development,
especi%’in shaping the arcs of characters like Obalola and Ify, allows her to portray the
intricate lives of individuals caught between survival and ambition in Isale Eko. Her storytelling
is deeply rooted in Nigerian culture, yet structured to resonate universally, addressing relatable

human conflicts in a setting that reflects the socio-political tensions of modern Lagos. This
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holistic control helps avoid creative dilution, a common issue in Nollywood, thereby producing a

narrative with a clear, unfiltered voice.
2. Performance

Through her integrated role-playing approach, Osiberu can guide performances to align with her
vision, emphasizing realism and emotional authenticity. Her ability to interact clos %h actors
ensures that performances capture the essence of Lagos life and the perso(}@gles within.
Osiberu's direction, informed by her role as writer, enables her to &nunicate her vision
directly to actors, helping them embody characters authenticall%nded in Lagos’s socio-
cultural environment. The protagonists' portrayal reflec resilience amidst violence,
bringing depth to characters that might otherwise lack n@ce. This role integration facilitates a
seamless alignment between actors' performance;@fge film’s thematic core, contributing to

the realism and emotional impact that elevate@s of Lagos.
3. Technical Proficiency \CO\

Osiberu’s dual role as dir;ct@ producer is crucial in achieving technical excellence within

the constraints typical §
o \

leading to polishgd cimematography, meticulous set designs, and sophisticated lighting schemes.

ywood. Her direct oversight allows for strategic resource allocation,

Her techni@béﬂtrol is evident in Gangs of Lagos, where gritty street scenes of Lagos are
captur?&h precision, framing each shot to amplify the city’s intense atmosphere. Action
scenes in the film showcase her ability to synchronize choreography, stunts, and camera work to
produce impactful sequences. This strategic technical oversight enhances the production quality,

which sets Gangs of Lagos apart from other Nollywood films, despite similar budget constraints.

5. Streamlined Collaboration and Industry Innovation
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In Nollywood’s fast-paced environment, Osiberu’s multiple roles help streamline the production
process, facilitating a cohesive workflow. Her direct influence over both creative and technical
teams reduces potential conflicts, ensuring a unified approach throughout production. Her role as
a producer further allows her to introduce innovations in production standards such as detailed
costume design, set authenticity, and dynamic visual storytelling pushing the boundaries of what
is technically achievable within Nollywood’s structural constraints. This streamli %\ovative
approach fosters a collaborative environment that benefits not only Gangs ofALagos but also sets

an example for other filmmakers in the industry. Q

Osiberu’s integrated role-play model in Gangs of Lagos prc@ion exemplifies a pioneering
approach to maximizing creativity, technical quality, &ultural authenticity, offering a

framework for Nollywood filmmakers aiming t(%bnce creative vision with operational

efficiency. ®%

ummary ) ’\%
S &\

The following are some of my'@ngs from the assessment of multiple roles played by the

filmmaker in Gangs of Lagé

1. The ﬁlmx@ork in Gangs of Lagos as director and producer displays her capacity

to b%b directorial responsibilities with production logistics through her formal media

\&ground training which enables her to excel in production philosophy and strategic
storytelling.

2. Jade Osiberu's dual role as both director and producer significantly contributed to the

artistic cohesion of Gangs of Lagos. By overseeing both the creative and logistical

aspects of production, Osiberu was able to maintain a consistent vision throughout the
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filmmaking process. This integration allowed for seamless collaboration among the cast
and crew, resulting in a more unified narrative and aesthetic approach that enhanced the
film's overall impact.

3. The multiple roles taken on by Osiberu led to a notable increase in technical proficiency
within the production. Her firsthand experience in both directing and producing enabled
her to make informed decisions about resource allocation and technic %&ements.
This knowledge facilitated innovative approaches to cinematography, so design, and

editing, ultimately elevating the film's production quality ann a new standard in

QO

o
Case Study 5- Ijakumo by Toyin Abraham b
P
i. Plot \
° @

Toyin Abraham’s ljakumo (The B@Again Stripper) tells the story of Asabi played by Toyin

Nollywood filmmaking.

Abraham, the daughter of ;@t ul spiritualist who is hell-bent on destroying the life of her ex-
lover, a now renowned Lago$ big pastor, Jide (Kunle Remi) who cheated her and left her to die.
Pastor Jide who @10 a true man of God, but belongs to some sort of cabal that commits all
sorts of atrg@ln her quest to destroy Pastor Jide, she sought the help of Sharon (Lolade
Okusa})&l stripper disguised as a church chorister whom Jide now begins to lust after to

destroy him.

As Sharon becomes embedded in the church, she gains Jide’s trust and uncovers the evidence
needed to expose his hypocrisy and corruption. Despite his pious facade, Jide is drawn to Sharon
and slowly succumbs to temptation, revealing his vulnerability. Through Sharon’s deception,
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Asabi gathers proof of Jide’s moral and financial wrongdoings. The film reaches its climax in a
highly charged church service where Asabi publicly exposes Jide, leading to his downfall and
disgrace. This powerful moment lays bare the consequences of Jide’s betrayal, both to Asabi and

his congregation.

In the aftermath, ljakumo reflects on themes of justice, revenge, and moral ambiguity,
challenging the viewer to consider the fine line between the two. Sharon, having played a crucial
role in the plan, is left to reflect on her path forward, while Asabi walks away, satisfied but
aware of the cost of her vengeance. Through its layered story, the film critiques the disparity
between public personas and private actions within institutions of power, leaving audiences with

a thought-provoking message on human nature and societal expectations.

E '0‘
ii. Multiple Roles Played by the Filmm?(gin Ijakumo Film Production

2\

a) Executive Producer (with; Kolawole Ajeyemi, Moses Babatope, Kene Okwusa)
b) Producer

c) Central Character (Asabi)

d) Writer (with; Anthony Kehinde Joseph)

e) Location Manager

f) Welfare

iii. The Filmmaker’s Background

Oluwatoyin Abraham is one of the most talented and versatile filmmakers in Nollywood. Over
the years, she has distinguished herself not only as a remarkable actress but also as a skilled
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producer and storyteller. Born on the 5th of September 1984, Edo State, Toyin’s success in the
industry is a testament to her multifaceted abilities, which range from acting and script-writing to

production and marketing, all of which contribute to her growing influence in African cinema.

She went to Queen's Staff School and then to St. Anne's School in Ibadan. After that, she went to
Iree Polytechnic in Osun State for a diploma in Business Studies. She later got a&losophy
degree from Olabisi Onabanjo University. She also went back to Iree Polytech n OND in

Marketing. Finally, she got an HND in marketing from Ibadan Polytechn*&

a. Acting Style %

Toyin Abraham has mastered the art of dynamic and eng acting. She is known for her

gp@ displaying a rare combination of

g a dramatic role that explores complex

ability to seamlessly transition between differen

emotional depth and comedic timing. Whether
emotions or delivering humor in a light-héartéd comedy, Toyin captivates audiences with her
.

authenticity. Her performances resm{e}oith viewers because she brings an undeniable realism
to her roles, allowing her to t@: deeply with her audience. Her portrayal of characters is

often relatable, reﬂecting@- ife situations that many Nigerians and Africans, in general, can
identify with. :‘ @
b. TeclbeSkills in Filmmaking

Beyond\wr acting, Toyin Abraham is also an accomplished scriptwriter and storyteller. As a
filmmaker, she has been involved in the writing or co-writing of several of her projects. Her
scripts often revolve around themes that resonate with her audience, including family dynamics,
societal expectations, relationships, and personal growth. Through her storytelling, Toyin delves

into issues that matter to people in her society, making her films not just entertaining but also

133



thought-provoking. Her ability to craft stories that speak to the hearts and minds of her viewers is

a testament to her deep understanding of the Nigerian cultural and social landscape.

One of Toyin’s key strengths as a filmmaker is her focus on character development. In her films,
the characters are often well-rounded and relatable, reflecting everyday struggles, joys, and
emotions that her audience can easily connect with. She has a talent for creating cl‘@cters that
are not only entertaining but also evoke empathy, allowing viewers to see Ves in the

stories she tells. This focus on character-driven narratives is a hall%g%er storytelling

approach.® %0

Toyin also owns her own film production house called; ‘Toyi ham Productions’.

c. Career Highlights 6r§

Her journey into the entertainment industry ’Qith a passion for traditional plays and local
TV shows. As a student, she seized eve\l\”o'*ortunity to hone her craft, attending auditions and
immersing herself in the world o@cag. Toyin began acting in 2003 when Nigerian actress
Bukky Wright came to Ibadw&\%loot a movie called Dugbe Dugbe Nbo. As she became more

popular and experienced inthe film industry, she started making her own movies. Some of these
include; ‘ ,\\'

i Al@geloaded (2017)
il. Ghost and the Tout (2018)
iii.  Elevator Baby (2019)

iv.  Fate of Alakada (2020)
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d. Awards and Nominations

Toyin Abraham has received several awards over the course of her career for her outstanding

R

1. Best Actress in a Leading Role at the 2017 Nigeria Entertainment,%lga

performances, storytelling, and Filmmaking abilities

Awards

ii.  Best Actress in Nollywood at the 2019 All-African Film Awa
iii.  Best Actress in Drama at the 2019 Africa Magic Viewe@nowe Awards

iv.  Best Actress at the 2020 Africa Magic Viewers’ Choice Awards (AMVCA).

She has also been nominated for several other ﬁ\‘é? throughout her career, including Best
Supporting Actress at the 2013 Yoruba Mo?\\Qademy Awards and Best Actress at the 2018

Africa Movie Academy Awards. é;\\.

iv. Analysis of the Effects@tiple Roles on the Outcome of ljakumo

OO

In the assessment of Toyin Abraham’s [jakumo, here are some of the effects of her multiple roles

on the final product in terms of story coherence, character depth, and audience reception.
1. Narrative Structure

In terms™6f plot structure and progression, the exposition intended to establish the backstory
between Asabi and Jide, with their former relationship and his betrayal, spans a significant
portion of the film. This exposition, instead of integrating seamlessly into the plot, feels
overextended and redundant. The lack of clarity and brevity in these initial scenes disrupts the
narrative flow, as the attempt to establish Asabi’s motivation for revenge is weakened by
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extraneous details that do not directly contribute to the story. The plot progression exhibits
multiple thematic angles, Asabi’s revenge plot, the existence of an undefined syndicate, and the
involvement of characters like Sister Mary. These elements do not converge cohesively, causing
narrative disarray. Without a clear interconnection, the story shifts abruptly between these points,
making it difficult for the audience to discern a coherent pathway. For instance, while Asabi’s
motivations are initially driven by revenge, her decision to employ Sharon as a sedygtress seems

redundant, especially given her metaphysical abilities, which could have simplificd*her quest.

ljakumo co-written by Toyin Abraham and Anthony Kehinde Jdseph,/ the script exhibits a
potential clash in narrative vision, as though both writers bro@ight, divergent ideas without fully
integrating them. This conflict is evident in the multiple nasgative strands and thematic shifts,

where different scenes feel as though they belong to separate storylines.

Despite praise for strong themes like love, betrayal, and vengeance, there seemed to be issues
with plot coherence and pacing. When a lead actor is also the producer, there may be a tendency
to prioritize certain scenes or character developments that align with their vision, possibly at the
expense of story clarity. Some scenes stood out as or felt disjointed or extraneous e.g., Ashabi’s
sudden metaphysical powers. This suggests that Toyin Abraham’s close involvement might have
led to a focus on dramatic moments, potentially overlooking details that would have made the

story flow more seamlessly.

2. Performance

The central characters, Asabi, Jide, and Sharon, each suffer from a lack of clarity regarding their

motivations and character arcs. Asabi’s abilities could theoretically allow her to bypass certain
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obstacles in her revenge scheme, yet she resorts to convoluted plans, like hiring Sharon, which
dilutes her portrayal as a powerful antagonist. Supporting characters and their purpose within the
storyline remain ambiguous. The syndicate, to which Jide answers, lacks any narrative
development, leaving questions about its relevance. Similarly, Sister Mary’s involvement
complicates the plot without contributing significantly to the central revenge theme. The lack of
clear character motivations further hinders the cast’s ability to deliver compellin %omances,
as actors appear to struggle with interpreting undefined roles, leading tc& ornmtdances that feel

O

Kunle Remi’s performance as Wale was excellent but there were certain inconsistencies, such as

tentative and incomplete.

the unclear relationship between Wale and the pastor or the abrupt disappearance of Jide’s wife.
These details, important for character continuity, may have been overlooked due to Toyin
Abraham’s extensive responsibilities, leaving less room for her to step back and objectively

assess character arcs.

Toyin Abraham’s presence in the ﬁ@&ﬁ unnecessary, as her performance came across as overly
L]

dramatic. One would ha\@ed if Debbie Shokoya had continued as Asabi, as her portrayal

was much stronger. ’&
[ ]

The signiﬁca% oyin’s hairstyle was also confusing it seemed like it would serve some
symbolic %%se, similar to a Samson and Delilah reference, but it ultimately had no relevance
to the kHer character, despite possessing so much power, had to resort to hiring a stripper to

handle certain tasks, which didn’t make much sense.

Regarding the cult subplot, the idea of a powerful group led by a woman but with no other

women felt odd. Their supposed influence quickly disintegrated over basic information on a flash
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drive, which was underwhelming. It was also unclear how Jide became involved, leaving gaps in
the story. The twist involving Mary and Sharon being twins was unnecessary and weakened the
story. It felt like an attempt at a plot twist that simply didn’t work; the story would have been

more engaging if they had been the same person.

4. Technical Proficiency

As the producer, writer, and lead character, Toyin Abraham played a pivotal role in shaping
ljakumo, overseeing script finalization and key on-set decisions. However, her multiple roles
may have diluted her ability to focus on finer narrative elements crucial for a polished
storytelling experience. This overlap contributed to unresolved questions, rushed scenes, and
unclear plot points, as seen in the ambiguous fate of the syndicate, which lacked any significant

symbolism.

While [jakumo hints at a visually and thematfeally strong story, its potential is undercut by
technical and narrative execution issugs\leaving it without the cohesion needed to fully realize
its artistic vision. Scenes that couldéhave been profound or suspenseful ultimately fall flat due to
inconsistent direction, a reSult,0f Abraham’s overlapping responsibilities. Although her ambition

brings a bold thematicsstructure to the film.

Summary

The follewinhg are some of my findings from the assessment of multiple roles played by the

filmmaker in Jjakumo

1. The Filmmaker’s overlapping roles in ljakumo contributed to a disjointed narrative
structure, with competing storylines and underdeveloped plot points that disrupted story
coherence.
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2. The filmmaker’s multiple responsibilities as Producer, Writer, welfare, location manager,
and Lead Actor (character name; Asabi) limited objective character development,
resulting in ambiguous motivations and weaker performances.

3. The filmmaker’s lack of formalized scriptwriting and directing education contributes to
narrative and pacing issues, underscoring her strengths in acting and pr&:ing but
suggesting a need for collaborative support in writing and directing. Q

O
¢\
Case Study 6- King of Boys: The Return of the King by Kemi Adeti Q

i. Plot QQ

Kemi Adetiba’s King of Boys (The Return of the Kr@ the continuation of the crime political
movie which is a sequel to the hugely succ@st part of King of Boys. The story centers
around Alhaja Eniola Salami (charaetéQA?yed by Sola Sobowale), a businesswoman and

philanthropist with a checkered pa%ﬁ?a promising political future. Eniola Salami is a pillar of

N

society loved by many, f:a@by most, and truly known by a select few. As her political
0

ambitions see her out§ ihg the underworld connections responsible for her considerable
wealth, she's dra@so a power struggle that threatens everything she holds dear. She is caught
up in a ga st, not knowing who to look up to, leading to her ruthlessness. Alhaja Salami,
disgra&&lgpin and king of boys, has returned to the country after a governmental pardon.
Upon returning, she promptly declares her political ambition to become the Lagos State governor,
but old and new enemies, personal demons, and a new player from the press stand in her way.

Her shocking, unannounced return and her new mission return rattle the cages of her enemies -

both old and new, including the Randles; The current Lagos State Governor, and his First Lady
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Jumoke Randle (played by Nse Ikpe Etim). Kemi Adetiba narrowed down the problem we are
facing in Nigeria and what goes on underground in Nigerian politics in the quest for power. It is
an eye-opener to how deep corruption has been in the system and how far politicians can go to

cover their tracks. Sola Sobowale's character in the film lays that perfect example.

Sola Sobowale fits into the role of Eniola Salami, a vintage Nigerian mother wb&ells and
expresses every emotion by being loud and over the top. The veteran actress@q successful
career in both English and Yoruba titles and did not only display this @go"@haracter in the
King of Boys, but also added the element of cool, calm, rich, and%@tarian. She played the
role in the sequel. The emotions in Sola Sobowale's role als k so real and the series also
explores grief about her dead children. Toni Tones, who@red the younger Eniola Salami,
played it excellently; her energy is out of the worl%%s time, the stunning actress graces the
screen frequently, an impressive reminder o@ola we knew in part one. Another major hit
scored by the series is how Makanaki éh&wisce) returns to Eniola Salami's side after returning
to avenge his betrayal and finally égcg\his long-coveted spot on the throne. Sola Sobowale's
relationship with Ade Tiger (&%ti), her most trusted guard, was one of the brightest moments
in this film. It focuses &yalty which is rare in this part of the world. Kemi Adetiba has
excelled at givin@%\a\@'c an, linear story that is relatable, and with this sequel, she has once

again prove@(heatrical rendition as she has done in her previously directed and co-produced

groun@ng movies.

The narration is rich with suspense and complex characters, making it a gripping continuation of

Eniola’s story.
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ii. Multiple roles played by the filmmaker in the production of King Of Boys: The
Return of the King

a) Screenwriter

b) Director

c) Line Producer

d) Executive Producer Q\
iii. The Filmmaker Background %

Kemi Adetiba is proudly Nigerian, born on January 8, sae emerged from a family of

distinguished professionals. Her father, Dele Adeti :xé% respected veteran in advertising and

broadcasting, while her mother, Mayen Adet@neved prominence as a former president of

the Nigerian Society of Engineers. ’\%\

Adetiba's academic journey reﬂe@’“ﬂ?r evolution from law to entertainment. She initially

pursued a law degree at; L@prestigious University of Lagos. However, her passion for
e

filmmaking led her to pecialized training in filmmaking. She made a pivotal decision to
enhance her crea‘tivz\\sf(i s by enrolling in the New York Film Academy. She completed an

intensive ow@ program in filmmaking and television in 2008, laying the foundation for her

futureﬁggs in the entertainment industry.’

a. Career Highlights: Kemi Adetiba's career trajectory is a testament to her versatility and

growing mastery of multiple entertainment formats.
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Following her studies at the New York Film Academy, Adetiba transitioned into filmmaking with
remarkable success. Her first short film, Across the Bloodied Ocean starring Osas Ighodaro,
demonstrated her potential by securing screenings at prestigious events including the Pan-

African Film Festival in Los Angeles and the National Black Arts Festival in Atlanta.

Her venture into music video direction began with TY Bello's Ekundayo marking twrt of an
impressive portfolio that would include videos for prominent artists li la, Waje,
Omawumi, and Olamide. However, it was her transition to feature films &t&hf established her
as a powerhouse in Nigerian cinema. Her directorial debut with dding Party in 2016
became one of Nigeria's highest-grossing films. King of Boy. i%;follow-up series King of

Boys: The Return of the King, showcased her ability @andle complex narratives while

maintaining commercial appeal. gb

b. Technical Skills: Adetiba's technical prow}\sigans multiple aspects of filmmaking, reflecting
her comprehensive understanding of @ . As a director, she excels in visual storytelling,
demonstrating a particular s}r@n drawing authentic performances from actors while
maintaining a compellinw\ve flow. Her screenwriting abilities enable her to craft resonant

stories that connect ly with audiences, while her proficiency in post-production ensures

polished ﬁnal&m@.

She h@d the technical aspects of cinematography, including visual composition, lighting,

and camera techniques. Her production management skills encompass budget handling,
scheduling, and team coordination. Perhaps most notably, she has shown exceptional ability in
collaboration, working effectively with diverse teams of actors, crew members, and producers to

bring her creative visions to life.®
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c. Awards and Notable Recognitions: Adetiba's work has garnered consistent recognition
throughout her career. As a pioneering female filmmaker in a predominantly male industry,
Adetiba's success has made her an inspiration for aspiring filmmakers, particularly women, while

her work continues to garner international attention, showcasing the best of Nigerian cinema to
e Best Female Video, SoundCity Awards 2009 &Q/

global audiences.

i.  Music Video Direction Awards

e Won for TY Bello's Ekundayo (her first music video)

e Nigeria Entertainment Awards 2010 Q

e Best Female Video for Omawumi's "Today na TodaQ

e The Headies 2014: Nominated for Best Mus@o Director of the Year

o City People Entertainment Awards 20@ Best Music Video Director of the Year

ii.  Broadcasting Recognition < @

e The Future Nigeria Awardség?consecutive nominations for On-Air Personality of the
Year. .Q\A
e Nominated for Q Personality of the Year
. Nominat{}/&\’ien Producer/Director of the Year
iii. Fil stry Recognition
. \Q&a Magic Viewers' Choice Awards (AMVCA)
= Best Director for The Wedding Party
= Best Director for King of Boys
e Golden Icon Movie Academy Awards (GIMAA)

o Nominations in directing category
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o Nominations in producing category
o Africa Movie Academy Awards (AMAA)
o Recognition for contributions to contemporary Nigerian cinema
Industry Impact Recognition

e Recognized as a pioneering female filmmaker in Nigeria's entertainment induK

R
O

o Honored at various film festivals for promoting Nigerian cultun@\mgh cinema

O

e Acknowledged for advancing Nigerian cinema on global platforms

o Celebrated for blending commercial success with artistic storytelling

Festival Screenings
e "Across the Bloodied Ocean" (Short Film) screened
o 2009 Pan-African Film Festival in L @
o National Black Arts Festival in Atl (6

iv.  Industry Leadership

Recognized for mentoring em @?@ filmmakers

Acknowledged for adw& for women in film

Celebrated for cob@%lg to the growth of Nigeria's film industry

Honored ftr@ining high production standards in Nigerian cinema

iv. A@s of the Effects of Multiple Roles on the Outcome of King of Boys: The

Return of the King

In the assessment of Kemi Adetiba’s King of Boys: The Return of the King, here are some of the
effects of her multiple roles on the final product in terms of narrative structure, performance,

artistic cohesion, and technical proficiency.
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1. Narrative Structure

In King of Boys: The Return of the King, Kemi Adetiba demonstrates sophisticated storytelling
capabilities as both writer and director. The narrative effectively bridges the five-year gap from
the original film, showing careful consideration for narrative continuity. The series opens with a
glimpse into Eniola's grief, handling it with an impressive level of care. This %ntion to
emotional continuity is particularly notable in how "Eniola's loss of her childre@ original is
not taken lightly in the sequel. It affects almost every action she takeg«el on her mental
health, and sets the stage for the remarkable internal conflict. The %isode structure allows
Adetiba to expand the story's scope while maintaining n@ve tension through multiple

plotlines, including political ambitions, underworld conﬂi&@d personal redemption arcs.
2. Artistic Cohesion ’bbfb

Adetiba's vision maintains strong artistic_c kn across the production with deliberate attention
°

to detail. The series maintains the@ consistency while addressing contemporary issues,

particularly in its treatment G@n%er politics. With specific attention to the reality of how

societal gendered expec\@g can affect women in politics. The artistic vision is further

enhanced by theé@lly curated soundtrack, particularly the music that heralds Eniola's

presence. 6
O

4. w%nical Proficiency

Adetiba shows strong overall technical control, and maintains high production values overall,
with notable attention to fashion statements that are trend-worthy but many times too foreign.
The technical execution successfully adapts the story from film to series format, though with
occasional oversights.
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5. Character Development

Adetiba’s work represents a significant achievement in Nigerian cinema, particularly in its

handling of complex themes and character development across multiple episodes.

Adetiba's directorial approach to handling character development stands out, p ﬁar’y in her
treatment of the protagonist, Eniola Salami. The character's journey i wrfully crafted,
showing her evolution from someone who once called herself “Lab s worst punishment
in a person” to a complex figure “torn between seeking God's %

ion and unleashing hell on

her enemies”. The series thoughtfully explores the intersec@hty of gender and power through

its female characters. E fb

As a director, screenwriter, and producer,\Adet ;a shows remarkable versatility, she crafts
complex characters as well as dynamu{% meaningful thematic exploration. Her directorial
vision is clear in the handling of@{i?lve themes and character development, as seen in the

exploration of King of Bg{ eturn of the King, how the series is intentional in its attention

to detail. However, th&) s to the ambitious nature of managing multiple crucial roles in a

major producti&rﬁ:\\'

Summary
The folang are some of my findings from the assessment of multiple roles played by the

filmmaker in King of Boys: The Return of the King:
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1. Adetiba's formal training in the arts of filmmaking directly enhanced her performance as
both director and writer in King of Boys: The Return of the King, enabling her to achieve
seamless narrative cohesion and visual consistency.

2. The analysis of Adetiba's multiple-role performance in King of Boys: The Return of the
King reveals a filmmaker who successfully balances creative vision with commercial
viability, despite some technical oversights. The effectiveness of her Q&'nultiple
hats is evident in how the various elements of the production from narrative to technical
execution work together to create a cohesive whole. Q

3. The consolidation of creative control through multi le%es enabled Adetiba to
successfully maintain thematic consistency in gend sentation while innovating the
narrative format from film to streaming S%?b monstrating the positive impact of
auteur-style filmmaking in Nollywood ’b

4. Adetiba's dual role as screenwrit \7d director ensured rich narrative continuity,

portraying the protagonist’s g{éﬂsa inner conflict seamlessly across the sequel.

R\

Case Study 7 - Iljogbon by l@e folayan

i. Plot . \%
Ljogbon, diret@by Kunle Afolayan, tells the story of four teenagers; Jamiu, Ranti, Obiageli
(Oby)%&nce (Omooba) whose lives take a drastic turn when they discover a bag of
diamonds in the forest near their hometown of Oyo-Oke. The film explores themes of friendship,

ambition, and the consequences of greed as the teens navigate their newfound fortune and its

fallout.
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Jamiu, the son of a principal with a strained relationship following his mother's death, longs to
escape their small town for a better life. Ranti, the son of the town's Reverend, is destined for
seminary school against his wishes. Oby, a village girl, is her widowed mother's only child, while

Omooba is the son of the king of Oyo-Oke. Their discovery of the diamonds sets off a chain of

S\

Jamiu, Ranti and Oby stumble across a bag in the forest one morning, and@ er a small

events that tests their bonds and moral compasses.

satchel filled with twenty uncut diamonds inside. Initially deciding to keg@e' nd a secret, the
group decides to take four of the twenty diamonds to Chief Owonif: car dealer involved in
smuggling. They negotiate a high price of half a million ner diamond, which the chief
reluctantly agrees to when they refuse to go any lower. Th@amand to be paid in cash, and he
begrudgingly concedes. The group uses their two-B%n-naira payment to go on a shopping
spree in Ibadan, after which Jamiu becon@’bself-appointed guardian of the remaining
diamonds, planning to use them to fua&eir escape to Canada. However, their excitement
quickly turns to fear when they le®flg\tBanj o Akinowo, a newcomer who initially seemed to
want to build a factory in t@/n, has ulterior motives and is searching for the diamonds,

backed by a mysterious Asta' man named Ming Ho.

As tensions rigﬁy\gr\oup faces threats from Kasali, a village man who has a grudge on Ranti
due to a %%nd who is sent by Chief Owonifaari to obtain the remaining diamonds, and the
chilling\ﬁlity of their situation becomes evident. Omooba discovers firearms in Banjo's room
when investigating it due to curiosity, revealing a violent plot to reclaim the diamonds. When
Omooba is kidnapped as collateral for the kids to return the diamonds to Banjo’s boss, Chidera,

the groups’ unity fractures under the strain of fear, secrets, and mistrust.
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The climax of the film unfolds in a tense series of confrontations involving betrayals, violent
fights, and a race against time to recover the diamonds. Chief Owonifaari's ruthless pursuit
culminates in a shootout that kills both Banjo and his boss, and a deadly showdown where the
teenagers must navigate both their survival and the moral implications of their actions. It is
during this showdown that Omooba tries to escape and is shot and mortally wounded by one of
Owonifaari’s henchmen. However, the children are saved at the last minute b ]Q%{o, who

kills the chief and his goons and lets the children keep the diamonds under th€ condition of

loyalty to his intentions. Omooba is rushed to the hospital in critical co@o .

In the aftermath, as the police investigate the chaotic events,@teens craft a story to protect
themselves, and they and Ming Ho are all released frongstody. However, their victory is
bittersweet, as Omooba is now in a coma with no p@ons as to when he will wake up. Ranti
and Jamiu get into a fight over how they \’B\@’Q the diamonds, and Oby, frustrated by the
discord and greed the diamonds have ca&@gltimately decides to toss all of the diamonds into a
river, and while this causes great d@éﬁo the boys, it symbolizes Oby’s rejection of the chaos

they brought into their lives. @lks away, knowing it is for the better.

ii. Multiple rol ed by the Filmmaker in Jjogbon film production
Q SK. yed by JO§'

a) Dirego
b) 1ve Producer
C)\P'roducer

d) Art Director

e) Production Designer
f) Co-writer

g) Casting Director
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iii. The Filmmaker’s Background

Kunle Afolayan is a Nigerian Actor, Producer and Director. He was born on the 30th of
September, 1975. He is credited for elevating the overall quality of Nigerian movies in
Nollywood. Began his film career in 1999 as an actor in the political drama SawogeidéNand then
made his directorial debut seven years later with lrapada in 2006, a mo@ich received

critical acclaim. As such, Kunle Afolayan is a renowned Nigerian fil &aker and his works are

often a well-appraised part of Nigerian film and pop culture. Sin , he has been active in
the Nigerian film industry as a filmmaker and has been o pioneers pushing for quality
and storytelling standards in Nollywood.’ be

a. Early Life and Education: Kunle Afolayan,i gbomina-Yoruba descent and was born on

September 30, 1975, in Kwara State, Ni%\',xto a family deeply rooted in the arts. His father,
Adeyemi Afolayan (also known as Aé;bve), was a famous actor and film and theatre director

in the Nigerian film industry dugi %e 1970s.

This background in ent aQnent and film may have strongly influenced Afolayan’s path in the
industry. Despit@

attended th ersity of Ilorin, where he studied Business Administration and went on to work

interest in acting, Afolayan initially pursued a career in finance. He

at a ba}ﬂ&ile doing small, casual acting on the side. However, his passion for film led him to
pursue further studies in the United States, and in 2005 he enrolled in the New York Film
Academy, where he honed his skills in acting and film production. This combination of business

acumen and artistic training would become a cornerstone of his filmmaking approach.
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b. Technical Skills in Filmmaking: Kunle Afolayan is recognized not only as an actor but also
as a skilled director and producer. His technical expertise spans various aspects of filmmaking,
including cinematography, editing, and sound design. He emphasizes the importance of high
production values and has worked with talented cinematographers to create visually stunning
narratives that showcase the beauty of Nigerian landscapes and culture. He has also been
involved in the co-writing of projects such as [jogbon, and his films generally t $elatable
African situations and subject matter, and often take place in familiar, personal Nigerian settings
such as ancient Yoruba villages or modern Nigerian towns. Afo@ work consistently

celebrates Nigerian heritage and African narratives, cementin@is cy as a pivotal figure in

modern Nollywood.'° Q

One of Afolayan’s biggest strengths in filmmaking B%ating stories with compelling character

conflict and stakes. Films such as Anikulapo@’aly built on characters and their internal and

external dilemmas, which form the.b\Q}\ng blocks of the narratives surrounding them.

Afolayan’s characters are flawed, @g@ble and complex characters who relate with each other

in compelling ways, whethe@ively or negatively, and these characters are brought to life

even more through his ﬂgaking techniques, creating films that are not only entertaining, but
S

thought-provoki@

le and emotionally charged for the audiences watching them.

Afolayan @0 adept at utilising modern technology in filmmaking, incorporating innovative
techniqﬁ(and digital effects to enhance storytelling. One of the things Afoloyan is best praised
for is his usage of 35mm cameras, which produce significantly higher quality film footage and
has contributed to the improvement of movie quality of Nollywood films over the years. His
commitment to pushing the boundaries of Nollywood has made him a significant figure in the

evolution of Nigerian cinema. Afolayan also owns his own film and production company,

151



Golden Effects Pictures, which was incorporated in 2005. The company’s feature films include

Irapada, The Figurine, Phone Swap, 1 October and many others.
c. Career Highlights

Afolayan's acting career began in 1999, with the political drama Soworoide. His directorial
career began much later, in the early 2000s, and he quickly rose to prominence yatli*his debut
feature film, Irapada (2006), which garnered critical acclaim. However, it W&lQ}@lZ film, The
Figurine, that solidified his status as a leading filmmaker. The film &\commercial success

and won several awards, showcasing his ability to blend horr thriller elements with

traditional folklore. QQ

Subsequent films like October 1, a historical thrill a@ssing colonialism and ethnic tensions
in Nigeria, and The CEO, which explores E’§edynamics and power struggles, further
established Afolayan's reputation for ta:ck i melex themes with engaging narratives. One of
his most popular films is Anikulapo,&@c Nigerian fantasy that Afolayan himself described as
a Nigerian reimagining of Ga@o Thrones, but with “a better representation of Nigerian
culture”. Other films he Rsbade include Citation, Swallow, A Naija Christmas, and ljogbon. As
a result of his ovesV th success as a Nollywood filmmaker, Afolayan signed a three-picture

deal with Net%under which Swallow, Anikulapo, and Iljoghon were made.'!

His C(m&ment to storytelling has also led to successful television projects, including the
critically acclaimed series An African City. Afolayan continues to push the envelope in the

industry, exploring diverse genres and themes.
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d. Awards and Nominations: Afolayan’s work has significantly elevated Nigerian cinema,
advocating for high-quality filmmaking and storytelling that resonates both locally and

internationally
AMAA (African Movie Academy Awards)

e Won multiple awards for notable films like The Figurine and October 1 Q\

Nollywood Movies Awards ( O

e Awarded Best Director for his directorial work at the Noll@ovies Awards.

Best of Nollywood Awards 0

e Nominated for Director of the Year for Dzamond ; Sky (2019)

Net Honours 66

e Nominated for Most Searched ng% ovie Director (2021)

Africa Magic Viewers' Choice Awa {%’!SY

o Anikulapo (2022): B@lgenous Language, Best Overall Movie, Best Movie in West

Africa
. Afolaya‘ ngn\ﬁed for Best Director (2023)

iv.\&&sis of the Effects of Multiple Roles on the Outcome of ljoghon

In the assessment of Kunle Afolayan’s Jjogbhon, the Filmmaker takes on the roles of director,
executive producer, co-writer, production designer, and art director. This is a mountainous scope
of responsibility on a film, and having all of these positions codified and placed on one person's

shoulders can either make or break a film, depending on its execution. It is clear that Afolayan’s
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vision for the film is what allowed him to take on so many positions at once, and his ability to do
so definitely aided many parts of the film's production, but it could also have led to certain
drawbacks. Here are some of the effects of the Filmmaker’s multiple roles on the final product in

terms of narrative structure, performance, artistic cohesion, and technical proficiency.

1. Narrative Structure \

Overall, the narrative of [joghon is mostly engaging and compelling, with c(s/@t story beats
and compelling rises in conflict that fit the main plotline of greed a alating troubles the
characters face in the film. However, one of the biggest issues@ in the film is that of
pacing and continuity. Despite Afolayan not having an acti e in this film (which can be
attributed to most problems in other director-actor films{),\his monumental variety of executive
positions in the film may have contributed to the p&@{bissues. This, paired up with the fact that
he co-wrote the script with Tunde Babalola, have led to the disjointed feel of a decent
amount of the film, pacing wise. The %&g of time is almost always unclear in the film, with
the only noticeable indicators ]Q%a change of clothing on the characters, e.g. it is hard to
discern the period of time Qassed between Kasali stealing the diamonds from the children’s
cave and them realis@e diamonds had been stolen, despite Kasali ransacking the cave to steal

them. The kid§di(yt\ seem to notice that the cave has been turned over, when that would have

alerted th@
\/

There are also serious issues with continuity, e.g. despite Jamiu’s phone also going missing in

e missing diamonds much earlier.

Kasali’s theft, its absence is never communicated to the audience or even mentioned in the film
until later, when the phone is suddenly recovered during Ranti’s scuffle with Kasali. A

particularly egregious example is after the climax of the story, when Ranti’s mother alerts the
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other parents that the children have been found. She mentions that Ranti is still missing, but
Ranti is somehow present in the very next scene, and his apparent disappearance is never
elaborated on. Whether he ever went missing or simply magically reappeared can only be

pondered over.

There are also many moments in which characters deliver lines in stilted, awkward %s, which
make certain scene beats fall flat. These issues in the script are highlighted @Qﬁlm when
actors struggle to properly act out these lines in realistic ways, e.g. whtn ti and Oby are
standing outside of Kasali’s house while the chief is violently killin%@and Bisi inside, Ranti

chooses that moment to tell Oby he likes her, which creates odd atmosphere considering

the circumstances. QQ
2. Performance ’bb’b

In terms of character development, cl.lar C kn ljogbon are mostly well-written, compelling
characters that all contribute meanin@} to the story. The four main characters Jamiu, Ranti,
Oby, and Omooba are distinct@e -written characters with attributes that keep them close as
well as pull them apart, %b%mse of this, they are a powerful staple of the film. This is aided
by the phenome p@uances of the actors. Banjo’s boss, Chidera (played by Adunni Ade) is
a strong persn@ity from the moment she first comes on screen but she does little more than
make % mands and be frustrated until she is suddenly killed near the end of the film, which
begs the question as to whether she was meant to be more of an active character than she turned
out to be. Even the king of Oyo-Oke, despite being Omooba’s father, is not much of an imposing
figure in the show despite his position in the town as its leader. He is never even seen in the same

hospital room his comatose son is kept in.
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There are also many situations of extreme tonal dissonance within the film. Characters say things
that may come across as odd in the context of the situations they are in. Instance could be seen
when the teens’ parents come across the dead bodies of Banjo and Chidera, and begin cracking
jokes over the corpses in front of them. The odd juxtaposition of tone made the scene somewhat
off-putting to watch, and also seemed like somewhat unrealistic depictions of how exa&tly people

X

All of these issues can be attributed once again to the writing, but it is m@&-«/ithin the realm

in these situations would act or react.

of the director's job to deal with issues with tone and delivery of di e in certain scenes to
prevent tonal dissonance or awkwardness. These issues could @have been exaggerated during
the post-production process of editing the film, over which@e Afolayan would oversee as the

executive producer, which would be hindered by h&@erous other responsibilities within the

film's production. @%

3. Artistic cohesion X @

The production choices taken ‘n&unle Afolayan in [jogbon may have contributed to the critical

reception of the film, a?\@?as set it apart from the other, more well-executed films under

Afolayan’s direct('s;%y%

ljogbon is %Qnarratively sound film, Kunle Afolayan’s ability to oversee the many different
aspects\q%lm production played a major role in the execution of Ijogbon as a film. As a
producer, he was required to pay strong attention to detail when it came to both the technical and
narrative elements of the film, but while the film manages to hold its own, ljoghon is a very
flawed movie, with several unanswered questions, questionable storytelling decisions, and

rushed story beats, such as Omooba’s fate being largely ambiguous at the end of the film, and a
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complete lack of depiction of his father's thoughts on this reality. Even the ending, as powerful as
it is with Oby throwing the diamonds into the river, feels somewhat disappointing considering all

of the effort the film put into making sure the teens ended up with the diamonds in the end.

It can be argued that the monumental job of having to balance numerous crew and executive
roles in a film not only leads to certain structural and narrative issues with the ﬁlm&a whole
but also makes it harder for the filmmaker to properly assess and fix the issu@ted, due to

having too big of a workload or too much responsibility to focus on one ﬂ%gg% time, which as

a result impacted the film in its finished state. %Q

To enrich the analysis with specific references, here are sc examples from jogbon that

align with the various roles Kunle Afolayan played the film, reinforcing his technical

proficiency and cohesive vision: 6
°
-

4. Technical Proficiency é

In one of the pivotal s@here the teenagers first stumble upon the mysterious artifact,
Afolayan uses closeq&ots and dim lighting to capture the mix of curiosity and trepidation in
the characterggsions. This choice amplifies the suspense and sets the tone for the
supematudéements, immersing the viewer in the characters' sense of unease. Afolayan's
directi}{ere effectively draws the audience into the mystery, reflecting his skill in using camera

work and lighting to intensify the film's atmosphere.

The visual quality of Jjogbon is further emphasized in scenes set against Nigeria’s natural

landscapes. For instance, a panoramic shot of a forest where much of the film’s action unfolds
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highlights the production value Afolayan brought to the film. This high-budget approach to
capturing scenic vistas elevates the sense of place and grounds the mythical elements in a
realistic setting. As executive producer, Afolayan’s investment in quality cinematography is clear,

as these scenes offer both visual grandeur and thematic depth.

In a scene where one of the protagonists confides in their friend about the eerie %e of the
artifact, the dialogue reveals both a sense of dread and teenage innocence. Afol@% co-writing
allows these characters to interact naturally, their words filled with bot%%ulsiveness and
vulnerability of youth. This scene showcases how the dialogue in gives authenticity to

each character, creating an emotional depth that resonates wit@liences and adds layers to the

film’s cultural narrative. QQ

The supernatural tone is palpably set in a sequ &ere the artifact’s mythical powers are
subtly hinted at through the use of specific }&\&nd muted color palettes. Afolayan’s choice of
earth tones and textured materials in t&;é» sign reflects traditional Nigerian aesthetics, while
the artifact itself is intricately, d&%’%d to look ancient yet mysterious. In the scene where the
artifact exerts its inﬂuen%@c\areful detailing in the prop’s design and the dim, atmospheric

lighting underscorg q&y‘[hic and ominous nature of the object, demonstrating Afolayan’s art
direction skillbo

One p rti@’Qy moving scene involves the characters grappling with the moral implications of
possessing the artifact. The young actors, chosen by Afolayan himself, deliver performances that
convey both fear and excitement, reflecting the uncertainty and moral conflict inherent in the
story. Gabriel Afolayan’s portrayal in this scene, for example, captures the internal struggle of a

character torn between curiosity and caution, grounding the mythical storyline in real human
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emotions. This alignment of character performance with narrative complexity highlights

Afolayan’s expertise in casting and character development.

Kunle Afolayan’s technical and artistic contributions across various roles, reinforce the
meticulous detail he brought to Jjoghon. Each scene not only reflects his technical proficiency

but also serves to immerse viewers in the film’s suspenseful and culturally rich story%

\
Q)
‘«QJ

Summary

The following are some of my findings from the assgﬂ@st‘of multiple roles played by the

®%

1. Kunle Afolayan’s multi-role inv@fnt in ljogbon (as director, executive producer, co-

filmmaker in ljogbon:

writer, production designe%ﬁ? art director) showcases how an integrated vision can

N

enhance both the i@oherence and technical proficiency of a Nollywood film. His

hands-on apprc%

his cine@ap y uses Nigeria’s landscapes as an immersive backdrop, while

ures a cohesive style that elevates the visual and narrative aesthetic

tho éf lighting and prop choices reinforce the film's supernatural tone. This synergy
\Q%s roles allows the story to be told with a clear artistic voice, illustrating how a
filmmaker’s engagement in various facets of production can align and strengthen both

creative direction and technical quality.

2. Despite the benefits of unified direction, Afolayan’s extensive responsibilities also
introduce unique challenges, including issues with pacing and continuity.
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3. Afolayan's background in business and formal film training enabled him to effectively
combine roles as director, producer, and production designer. His ability to oversee both
artistic and logistical aspects significantly enhanced the film’s technical quality. His

formal education in filmmaking made him particularly adept at handling directorial and

S
S

strategic production roles while maintaining technical excellence.

Case Study 8 - Funmilayo Ransome-Kuti by Bolanle Austen-PRete

i. Plot QQ
Funmilayo Ransome-Kuti is a film that depicts )@[e of the Nigerian activist and feminist,
Funmilayo Ransome-Kuti, as she battles aa}s\glale—dominated and colonial systems. Directed

by Bolanle Austen-Peters, the story Sé\e eral decades, detailing Funmilayo’s personal and

political experiences from her, te%%’&years until her death. The film begins by introducing the
three actresses who poﬁ@nﬂayo Ransome-Kuti, and then transitions to a brutal scene in
1978, where Nigeﬁaﬂdiers raid the Kalakuta Republic, home to Funmilayo’s son, Afrobeat
legend Fela K&i(ﬂ?ing the chaos, 77-year-old Funmilayo (Joke Silva) is thrown from a two-
story Wif@% an injury that would later claim her life. This violent act serves as a grim
ﬂashp%!,’propelling the film into a series of reflective flashbacks as she narrates her life’s
journey to a French journalist, Isabelle Girard, who has come to document her story. The
narrative shifts to her childhood in Abeokuta, where young Funmilayo (Iyimide Ayo-Olumoko),
originally named Francis Thomas, defies societal norms to become the first female student at

Abeokuta Grammar School. Encouraged by her father, Chief Daniel Olumeyuwa Thomas, a
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respected Egba leader and son of a freed slave, Funmilayo exhibits resilience and bravery,
standing up to both her peers and the restrictions imposed by a patriarchal society. Her friendship
with Israel Ransome-Kuti, a bright student bound for Sierra Leone, soon blossoms into love, and
they continue their courtship during their separate educational journeys Israel in Sierra Leone
and Funmilayo in London, where she adopts her Yoruba name, Funmilayo, symbolizing her
commitment to her heritage. Upon their return to Nigeria, Funmilayo and Isra@working
as educators and raising a family together. Despite her social status, Funmi% drawn to the
struggles of Abeokuta’s market women, where she notices the youn @xolya Supo, a market
vendor, missing from her classroom. Her visit to the marketpla e%es her to the exploitation
by tax collectors, prompting her to slap one of the overs Qassert her opposition to their
greed. As her frustration with the ineffective pol'ti%%tems grows, Funmilayo forms the
Abeokuta Women’s Union (originally the Abeoku dies’ Club). Through the union, she unites
elite women and market vendors, challengi \te oppressive taxation and confronting the Alake
of Egbaland, whose policies exploit @vorking class. A climactic confrontation unfolds when
the Alake calls upon the fe@% Ogboni cult and the Oro forbidden male-dominated

institutions used to intimida 9@ women. Yet, Funmilayo and the union women counteract these

tactics, wielding tfe@ctive strength and cultural knowledge to stand firm, ultimately forcing
ate.

the Alake to a@

ii.\mgﬁple Roles Played by the Filmmaker in Funmilayo Ransome-Kuti Film

Production
1. Director

ii. Executive producer
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1i1. Producer
iv. Casting Director
v. Art Direction

vi. Costume Design \
vi.  Script Editor OQ
iii. The Filmmaker’s Background Q :

Bolanle Austen-Peters, often called the “Queen ob‘@rian Theatre,” is an influential filmmaker,

director, and producer in Nigeria. She is w mgwn for her important contributions to Nigerian
o \'

film and theatre. As a cultural entrepr \t, Austen-Peters focuses on telling Nigerian stories and

promoting African culture thm@er films, theatre, and her arts and culture centre, Terra

Kulture. QQ\

Bolanle Austen-@ born on February 4, 1969, in Ibadan, Nigeria. She is the daughter of
Emmanuel Afégbalola, a Senior Advocate of Nigeria, and Mrs. Bisi Babalola, a retired major.
She p SL%' a Bachelor of Arts in Law at the University of Lagos, later earning a Master’s
degree from the prestigious London School of Economics and Political Science. Before her shift
to arts and culture, Austen-Peters initially built a career in law, working with Afe Babalola & Co.

and later with the United Nations High Commissioner for Refugees in Switzerland.!?
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In 2003, Austen-Peters founded Terra Kulture in Lagos, Nigeria a pioneering arts and culture hub
that promotes Nigerian languages, arts, and cultural heritage. Her contributions to theatre began
with the establishment of Bolanle Austen-Peters Productions (BAP Productions) in 2013, aiming
to elevate African stories through high-quality theatrical experiences. Her debut production, Saro
the Musical, brought unprecedented attention to Nigerian theatre, and her follow-up, Wakaa the
Musical, became the first Nigerian musical to be staged at London’s West En Q%—Peters'
theatre productions, including Fela and the Kalakuta Queens, Motherland theiMusi€al, and Death

and the King’s Horseman, have toured internationally, gaining critic@aim and broadening

O

a. Technical SKkills in Filmmaking: Bolanle Auste@eters’ technical expertise spans

the scope of Nigerian musical theatre.

directing, producing, and executive product@(b oth theatre and film. Her productions
are distinguished by their narrat@fgth and technical finesse, reflecting her
commitment to high-quality .st\&b&slling and production values. Beyond directing,
Austen-Peters oversees @gﬂhensive production processes, from pre-production
through post-product':@suring seamless storytelling and impactful visual experiences.
b. Career Highli l}bAusten-Peters’ career boasts numerous high-profile projects. Her
2015 pro@ 93 Days spotlighted Nigeria’s Ebola crisis, premiering at the Toronto
Inte%Qnal Film Festival and other global festivals. In 2024, her film House of GA'A

\{cgéved a milestone by ranking in the top 10 global charts for non-English films.!?
Some of her popular films include:

i.  The Bling Lagosians (2019)

ii. Man Of God
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iii.  Collision (2021)

iv.  Man of God (2022)

v.  Funmilayo Ransome-Kuti (2024)
vi.  House of GA'A (2024)

c. Awards and Nominations: Austen-Peters' contributions to the arts have been
recognized with numerous awards and nominations. She has received Q%és at the
Africa Magic Viewers' Choice Awards, including: Q/G

e Thirteen nominations at the 2017 AMVCAs for 93 Days é

e Nominations for the Best Director and Best Costume D@l or Man of God

Q

iv. Analysis of the Effects of Multiple Roles&b’le Outcome of Funmilayo Ransome-

Kuti ®%

Funmilayo Ransome-Kuti tells the stor%@ of Nigeria’s most popular famous female activists
Funmilayo Ransome-Kuti. D@e@:y Bolanle Austen-Peters, the film explores the struggles
and achievements Funmi%%\@erienced throughout her life, starting from her childhood to her
active role in Nigeﬁqﬁ&ﬂitical and social movements. By combining elements of cultural pride,
important his icgl.l\/ents, and her personal strength, the film aims to provide a complete view
of Funmi@% impact on Nigeria society asides being the first woman to drive a car. However,
while b’storytelling is ambitious and visually rich, the film reveals both the benefits and
limitations of Austen-Peters taking on multiple roles from director to casting and art director
among other things. By examining the film’s technical elements, performances, and structure, we

can assess how these multiple responsibilities shaped the final outcome.
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1. Narrative Structure

Funmilayo Ransome-Kuti uses a storytelling style that combines narration and flashbacks,
starting with Funmilayo recovering in the hospital after the 1977 Kalakuta attack. This non-linear
structure helps viewers understand how her childhood experiences influenced her activism and
strength as an adult. The use of narration combined with flashbacks successfully captures the
attention of viewers, though the narrative sometimes feels overwhelming due @Q‘Volume of
historical details included. Notably, Funmilayo’s international activispa is ‘tedched upon but
ultimately takes a back seat, serving as background context rather%@-nain narrative thread.
This choice aligns with Austen-Peters' intent to center the ﬁln@Funmilayo's courage within a
local, transformative movement, grounding her story in thgght for women’s rights and her
resistance to colonial powers in Nigeria. Howeve@% could also be interpreted as Austen-
Peters' ambitious attempt to cover multiple a@f Funmilayo’s life within a limited runtime,
leading to a fragmented narrative focus.{\%period piece, Funmilayo Ransome-Kuti'’s language
transitions between English and @%, which, though generally effective, occasionally feel
jarring. A director focused ’@Sively on these transitions might have ensured smoother
integration, reinforcing &thenticity of both cultural representation and character dynamics.

Such an approa(ﬂ}}'o ly enriches the viewing experience but also deepens the audience's

engagemen@he themes and emotional core of the play.

Q
2. }ﬁformance

The casting in Funmilayo Ransome-Kuti is one of the film’s strongest points. Three actresses
portray Funmilayo at different life stages- Iyimide Ayo-Olumoko as a teenager, Kehinde Bankole

as a young/middle-aged adult, and Joke Silva in her later years bringing depth and believability
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to her character’s development. Bankole’s portrayal of Funmilayo as a young activist is
particularly impactful, revealing both vulnerability and strength as she faces patriarchal and
colonial pressures. Austen-Peters’ decision to keep her on-screen role limited to a cameo
demonstrates self-awareness, allowing the primary focus to remain on Funmilayo’s character.
This decision may have positively impacted the film by allowing Austen-Peters tq prioritize
directing and production tasks. While notable, her cameo appearance sligh isrupts the
historical immersion, as it shows a sense of self-referentiality that is at o@sj h the period
setting. This suggests that Austen-Peters’ dual role as both a ﬁlmma@ on-screen presence
impacted her ability to prioritise the film’s narrative coherenc \@wr, the film could have
benefited from more intensive directorial input on the c aracters, whose performances
sometimes lack the same depth and consistency. S e&%‘s appear underutilized, with limited

character development that hampers the film’s e nal reach. Having a dedicated director or

balancing the ensemble cast more ef@ly.

.\A@

3. Technical Proﬁciencb

working alongside another director mig}@e helped in refining these performances, and

Bolanle Austen—Pe‘ge&milayo Ransome-Kuti, is a testament of her artistic and technical skill,

N

especially in %he(pmduction philosophy, set, and costume design, reflecting Austen-Peters’
i

backgrou igerian theatre. Her skill is evident in the vibrant portrayal of traditional and
coloniMuences, from the scenes in the Abeokuta market to the interiors of the Alake’s palace.
Costumes, particularly in the first meeting of the Abeokuta Women’s Union, distinguish different
social classes- showing the difference between the elite women’s modernized outfits and the
locally made adire fabrics worn by the market women. These design choices add depth to the

story, symbolizing Funmilayo’s drive to unite women across social divides. From a visual
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standpoint, Funmilayo Ransome-Kuti also delivers impressive cinematic sequences, particularly
during the Kalakuta scene. The direction and cinematography effectively convey tension,
capturing Funmilayo’s forced removal and subsequent fall from a two-story building with an
emotional and physical impact. The scene’s varied camera angles such as close-ups and lower
perspectives effectively create a sense of disorientation and brutality, reinforcing the harrowing
nature of Funmilayo’s ordeal. However, certain inconsistencies suggest areas \Qre external
oversight could have been beneficial. For instance, the portrayal of Funmilay@ at different ages is
marred by inconsistencies, particularly in her distinctive gap tooth, w appears inconsistently
across the three actresses. These types of continuity issues, minor ‘though they may seem, can
detract from the viewer’s experience and indicate areas l.QAusten-Peters’ divided focus

impacted critical details. Also, while the producti U{b ty generally remains high, a more

focused director might have caught these details a sured greater visual coherence.

N
Summary C;\\%

The following are some of my.ﬁ&%p from the assessment of multiple roles played by the

filmmaker in Funmilayo %@-Kuti :

1 The film 'a@strong theatrical foundation facilitated precise art direction and

histori%accuracy, making her particularly effective in roles demanding cultural and

@delity

2 Austen-Peters’ multifaceted skills in directing, art direction, and production brought
strong cultural authenticity, blending set design, costume, and language to align visuals

closely with Nigerian heritage.
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3 Her technical expertise is evident in the film’s cinematography and impactful sequences,
such as the depiction of where Funmilayo Ransome-Kuti was thrown down from a story-
building, as well as the market women staged protest at the Alake palace scene, where
skilled camera work intensifies emotional depth, showcasing her proficiency across
cinematic techniques.

4 By overseeing casting, Austen-Peters achieved powerful performances@e leads,
especially Funmilayo’s portrayal at various life stages. QJ

¢\

O

D

O

4.2.1 Analysis of Research Questions
Research Question One: What are the industry’s requi@egs for roles played by filmmakers

in Nollywood and their impact on artistic and techni&)ﬁciency?

0

The Nollywood film industry demonstrat istinctive approach to film production, heavily
shaped by the collaborative efforts oié%bﬁwy roles. These roles demand a balanced blend of
technical expertise, artistic Visi@\qxgﬂ logistical skills. This combination is critical to achieving
the desired impact on %Qe audience and the technical quality of each production. In
Nollywood, a seri &As)rofessionals each with specialized skills and responsibilities come

together to cr&@a ohesive, impactful final product.

O

One s}g@/%‘ant role is the Costume Supervisor, who manages logistics within the wardrobe
department. This role entails organizing costume fittings, cataloging inventory, and overseeing
continuity throughout the production stages. The Costume Supervisor ensures costumes align

with the artistic vision and are well-maintained, contributing to a consistent and immersive
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viewing experience. Their role is crucial in maintaining visual continuity, which enhances the

film's storytelling and aesthetic integrity.

The Script Editor plays a central role in refining the screenplay, which is vital for narrative
coherence and engaging storytelling. This individual collaborates with writers and directors to
ensure pacing, dialogue, and character arcs align with the film’s overall visigny Through
constructive feedback, the Script Editor fine-tunes the script, helping to rdalizena polished
narrative ready for production. This preparation is critical in Nollfwoods where budget

constraints make it challenging to accommodate extensive rewrites durlagfilming.

Asst. Script Superviser 2

Sound Recordist
Beom Operater
Asst. Sound Recardist

Script Writer
Script Editars

Loveth Isa

Pius Dlamilekan Faroke
Onu Rosemaryjoy Chiwendu

EWZ0Gwa Bukola Ogunbodede

Tega Salubi
Ibukun Fasunhan
Asseciate Producers Sarah Boulos
Sumbo Odunsi
Femi Tejuosho
EwaDluwa Bukola Ogunbodede
Tega Salubi

Graphics  David Okpan

Plate 1: Screenshot of Bolanl¢~Austen-Peters as one of the Script Editors of Funmilayo

Ransome Kuti

Another essential\figyte is the Costume Designer, responsible for creating character-appropriate
wardrobe pigces that reflect each character's personality, historical context, and cultural
background. This designer works closely with the director and artistic director to ensure the
costumes align with the narrative and are practical for performance. By grounding characters in
contextually appropriate attire, the Costume Designer enriches both the film's realism and its

visual appeal, which is essential for culturally resonant storytelling in Nollywood.
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AZEEZ JEJE
OYEBOLA ADELAKIN
KEHINDE GAFAR
TAIWO OGUNYILEKE
CRUNCHY FILLING

HAKEEM EFFECT ONILOGBO
EKI OSAGIE ONILOGBO
YUSUF JAMIU
TOBILOBA TUNDE
SAID ADEWALE
DUAD ADEBAYO

Costume Designer FUNKE AKINDELE

e Mana LOLA AWE
S OLATUNJI YUSUF

YUSUF OMONIYI

Plate 2: Screenshots of Funke Akindele as the Costume Designer of Battle oit"Buka Street

COSTUME DESIGNERS
ltuen Basi

Folake Akindele
n-Peters
Clement Effanga

Plate 3: Screenshot of Bolanle.Austen-Peters as one of the Costume Designer of Funmilayo

Ransome Kuti

Art Direction ds_sifhilarly pivotal in setting the film's tone and visual style. The Art Director
collaborate® with various teams to oversee all visual elements, from set design to props, ensuring
each aspect supports the storyline and aesthetic goals. This role demands a blend of creativity
and project management skills to keep the visual style consistent while managing practical
production needs. The art director’s efforts shape the immersive environment crucial to engaging

the audience on an emotional and intellectual level.
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ART DIRECTOR- PRODUCTION DESIGNER
KUNLE AFG!L

Plate 4: Screenshot of Kunle Afolayan as the Art Director of Zjoghon

CREW

Line Producer
Consulting Producer
Editer

Casting Director
Asst Casting Director
Casting Assistant

Production Manager

Production Designer
Art Directors

Grace Babasola

Mahmood Ali-Balogun

Tanja Hagen

Bolanle Austen-Peters
isswpiUmoibom

Ewa0luwa Bukola Ogunbodede
Ibukun Fasunhan

Leo Omoseebi

Taofik Ibrahim
Bolanle Austen-Peters

Plate S: Screenshot of Bolanle.Austen-Peters as one of the Art Directors of Funmilay

Ransome Kuti

[

Preoducer

MIMI BARTELS

Line Producer
WINGONIA IKPI

Story by
TOYIN ABRAHAM AJEYEMI

Joseph

Creatives Director

Plate 6: Screenshot of Toyin Abraham as the Creative Director of ljakumo
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A Casting Director is responsible for selecting actors whose talent and presence align with the
director’s vision. By running auditions, evaluating chemistry between actors, and finalizing
contracts, the Casting Director ensures that the cast’s dynamics support the film’s narrative and
emotional depth. This role is vital in Nollywood, where strong, relatable performances are

necessary to connect with diverse local audiences and enhance the authenticity of the film.

SJARDCKS.COM

ASTING
OLUSHOLA BANKE SAMAIYE

KEMI ADETIBA

Plate 7: Screenshot of Kemi Adetiba as.one ¢fithe Casting Directors of King of Boys

CASTING

KUNLE AFdl

Plate 8: Screenshot of Kunle Afolayan as the Casting Director of Jjogbon

The Screenwriter is the narrative architect, crafting the plot, dialogue, and character development
that serve as the foundation for the film. In Nollywood, screenwriters must be attuned to cultural

nuances to ensure the script resonates with local and international audiences. By collaborating
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with directors and editors, they refine the story to align with both artistic goals and logistical

constraints, balancing creativity with practical production considerations.

DIarocKs com

Plate 9: Screenshot of Jade Osiberu as one of the Screenwrifers of Gang of Lagos

FISAYO ADEFOLAJU
Supervising Sound Editor KOLADE MORAKINYO

DIT ELO PETERSON FEJIRO
Editors VALENTINE CHUKWUMA
KAYODE ARANSIOLA
Colorist BOBOLA ONIWURA, CSI
Original Story JACK'ENNETH OPUKEME

wlorny Development FUNKE AKINDELE
Writers FUNKE AKINDELE

JACK'ENNETH OPUKEME

STEPHEN OLUBOYO

JEMINE EDUKUGHO
Director's Assistant RASHEED OLADELE
Directors FUNKE AKINDELE

TOBI MAKINDE

Plate 10: Screenshotof Funke Akindele as the Writer and Story Developer of Battle on

Buka Street
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Written by
Odunlade Adekola

Akorede Ibrahim

Plate 11: Screenshot of Odunlade Adekola as the Script Writeinof Lakatabu

WINGONIA IKP1

Story by
TOYIN ABRAHAM AJEYEMI

Creatives Director
Toyin Abraham Ajeyemi

Plate 12: Screenshotof Toyin Abraham as the Script Writer of ljakumo

The Producer ovgrsees_the entire production process, managing budgets, assembling the crew,
and ensuring ghat each phase aligns with the artistic and commercial goals. The Producer’s
influence \on “artistic and technical decisions is considerable, as they must balance creative
ambitions with financial realities. This leadership is especially critical in Nollywood, where

resource limitations often necessitate creative solutions to achieve high production quality.
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Executive Producers FUNKE AKINDELE
SADE BALOGUN
MOSES BABATOPE
KENE OKWUOSA
CRAIG SHURN

Producer FUNKE AKINDELE

Producer’s Personal Assistant ALADEOKOMO EWATOMILOLA

Assaciate Producers WENDY UWADIAE IMASUEN
NICOLE OFOEGBU

Production Manager JUDE OBIKWELU CHIDUBEM

Assistant Director 1 UVIE ENAKAHIRE
Assistant Director 2 ALAKA NUSIRAT IYABODE

Plate 13: Screenshot of Funke Akindele as the Producer and Executive Producer of Battle

on Buka Street

ive Producer

Odunlade Adekola

Plate 14: Screenshot of Odunlade Adekola as the Executive Producer of Lakatabu

Produced by
Ibrahim ¥ ekini Bakare
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Plate 15: Screenshot of Yekini Bakare as the Producer of Kesari

Produced by

Toyin Abraham Ajeyemi

Plate 16: Screenshot of Toyin Abraham as the Broducer of ljakumo

Executive Producers

Toyin Abraham Ajeyemi
Kolawole Ajeyemi

Plate 17: Scréenshot of Toyin Abraham as one of the Executive Producers of ljakumo

DSrocns com
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Plate 18: Screenshot of Jade Osiberu as one of the Producers of Gangs of Lagos

QIARDCKS.COM

EXECUTIVE PRODUCER
KEMI ADETIBA

Plate 19: Screenshot of Kemi Adetiba as the Executive’Pxoducer of King of Boys

PRODUCER
KUNLE AFC

Plate 20:. Screenshot of Kunle Afolayan as the Producer of Jjogbon

PRODUCER

Bolanle Austen-Peters
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Plate 21: Screenshot of Bolanle Austen-Peters as the Producer of Funmilayo Ransome Kuti

As the visionary behind the narrative, the Director brings the screenplay to life. This role requires
an understanding of all filmmaking elements, from shot composition to actor direction. Directors
in Nollywood work closely with actors and technical teams to ensure that each element aligns
with the story's tone and pacing. Their dual focus on artistic and technical details ensures that the

final product resonates emotionally and visually.

FUNKE AKHIDELE
BOBLMAKINDE

Plate 22: Screenshot of Funke Akindele as‘ene of the Directors of Battle on Buka Street

Direc by

Odunlade Adekola

Plate 23: Screenshot of Odunlade Adekola as the Director of Lakatabu
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you will give us slaves every six months.

Directors
Tope Adebayo
Ibrahim Yekini Bakare

Plate 24: Screenshot of Ibrahim Yekini as one of the Directors of Kesari

DIRECTED BY
JADE OSIBERU

o 4

Qaroas com

Plate 25: Screenshot of Jade Osiberu as the Director of Gangs of Lagos

QJARDCKS.COM

WRITTEN & DIRECTED BY

KEMI ADETIBA

Plate 26: Screenshot of Kemi Adetiba as the Director of King of Boys
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DIRECTOR

Bolanle Austen-Peters

Plate 27: Screenshot of Bolanle Austen-Peters as the Director of Funmilayo Ransome Kuti

Dige:

CTOR
NLE SFOLATAN

Plate 28: Scre¢nshot of Kunle Afolayan as the Director Of Ijogbon

The Lead Actor, oftemtheé\face of the film, embodies the central character, carrying the emotional
weight of the Marrative. In Nollywood, lead actors often work closely with directors to create
authentic,(pelatable characters. Their performance can significantly influence the film's impact,
helping audiences connect with the story on a personal level. A strong lead performance thus
enhances the film’s artistic integrity and market appeal, critical in a competitive industry like

Nollywood.
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Yejide FUNKE AKINDELE
Awele MERCY JOHNSON
Asake SOLA SHOBOWALE
Ezinne TINA MBA

Maduka NKEM OWOH
Lanshile FEMI JACOBS
Young Asake BIMBO ADEMOYE
Charity REGINA CHUKWU
Titi WUNMI TORIOLA

Plate 29: Screenshot of Funke Akindele as the Lead Actor in Batfle on"Buka Street

CAST

Lakatabu  Odunlade adekola
T = AKIN CEWIs
Bolaji Amu
Ibrahim Chatta
Tina Mba

Yomi Fashlanso

Plate 30: Screenshot of Odunlade Adekola as the Lead Actor in Lakatabu

CAST

Ibrahim Yekini B
Odunlade Ad
D

e Adedayo
Ikeduba
Femi Adebayo
Ogunmola
Young Amoke ) Sanni
Clara
\ la
Sandra
er
Wizard
Old 1

181



Plate 31: Screenshot of Ibrahim Yekini as the Lead Actor in Kesari

CAST

RUNLE KeMI
TOYIN ABRAHAM AJEYEMI
OKUSANYA OLALADE
URUSANTA ULALAUE

BIMBO AKINTOLA

ESO DIKE

LILIAN AFEGBAI

DEBORAH SHOKOYA
OLUMIDE OWORU

TOMIWA EGBE

AGBOOLA OLAJUWON A.
GANIU " Baba Alapini " NOFIU
OSIBOWALE BUKOLA
ADESEGE "westsyde” ADENIJI
CHRIS IHEUWA

SEGUN ARINZE

ANTAR OLANIYAN

SAEED "funky mallam® MUHAMMED
NOJEEM AJALA

Plate 32: Screenshot of Toyin Abraham as the L.¢ad Actor in ljakumo

Each role within Nollywood’s production structure congributes uniquely to both artistic depth and
technical proficiency. From Producer to Directe# and other technical and artistic departments
orchestrating the film narratives, every ‘position influences the film’s overall success. This
synergy across roles is crucial jf/Nollywood, where filmmakers navigate constraints with

innovation and collaboration %Q ‘ereate stories that resonate locally and reach global audiences.
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Research Question Two: What are the effects of filmmakers taking on multiple roles on the

overall quality of Nollywood films?

Case study 1, featuring Odunlade Adekola’s work in Lakatabu, exemplifies how multi-role
involvement influences a film’s thematic focus and continuity. Adekola, serving as both director
and lead actor (as seen in Plate 23/33 and Plate 30 respectively), brings personal aut&ticity to
his character portrayal, enriching the story with genuine expressions. However, @al role also
introduces potential biases in directing, as his focus on personal perform Qnght overshadow
broader narrative elements. The findings from this case emphasize ile overlapping roles
can enhance a filmmaker's emotional investment, they can al uce critical oversight needed

for well-rounded character development and pacing.

I’m getting angry.

Plat@ A scene showing Odunlade Adekola as the lead actor in Lakatabu

O

Case shdy , Kesari by Ibrahim Yekini shows how the physical and creative demands of playing
both the protagonist (as seen in Plate 31/34) and director (Plate 24) can lead to strengths and
weaknesses in a film. In this case, Yekini’s portrayal of a local vigilante character is deeply

embedded with cultural authenticity, connecting well with audiences. Yet, his dual involvement
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affects the objectivity needed in directing supporting characters, which hinders the film’s overall

performance quality.

[l

No one, Ifépeat, no one dares you.

Plate 34: Ibrahim Yekini as the Prot f Kesari

Funke Akindele’s work in Battle on Buka Street ca , illustrates a blend of collaborative
and personal involvement. As both lead actre%{@ -director (as seen in Plate 29/35 and Plate
22 respectively), Akindele was able to k an intense emotional connection within her
performance while contributing to {‘%broader film direction. The collaboration with Tobi
Makinde helps in managing tb@% and creative responsibilities, which enhances the overall

production quality, allov@indele to maintain focus on her acting without compromising

directorial duties @ase exemplifies how dual roles, when supported by collaborative
opti

frameworks, 06
\?:b

mize both performance quality and technical precision.
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SV oulwill'die’; Yejide! .
SARIVAWElelit islyou, your mother, ol \
Plate 35: A scene showing Funke Akindele as Yejide in Battle on @;treet

In case study 6, King of Boys: The Return of the King, Kemi Adeti Qork as writer, director
(Plate 26), and producer (Plate 19) enables a fluid narrative tl@ldresses themes of power and
redemption. Adetiba’s comprehensive involvement pro@@er with the flexibility to weave
complex character arcs, particularly for the protago%’éiola Salami, whose grief and resilience
drive the film’s emotional depth. This cas@ underscores that in high-stakes narratives,
maintaining narrative control through m le play can enhance continuity and thematic depth.
However, Adetiba’s experience als%’ﬁg(?rates the challenge of balancing these roles, as the need

L
for meticulous planning an@rsight becomes more intense when striving for technical

sophistication alongsid &elling.

.
N
Similarly, Ku eg&}yan’s ljogbon case study 7, reflects his multi-faceted involvement, which
includes (@ng (Plate 28) and producer (Plate 20). Afolayan’s engagement across these roles
fosters}%nsistent aesthetic, utilizing Nigeria’s landscapes to create an immersive backdrop that
enhances the film’s cultural resonance. However, the case study findings suggest that while his
multi-role input supports artistic cohesion, technical issues such as continuity and pacing are

sometimes less finely tuned due to the scope of his responsibilities. This case illustrates the
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delicate balance in multi-role play, as excessive role integration can stretch focus, leading to

minor technical gaps.

Bolanle Austen-Peters’s direction and production (as seen in Plate 27 and Plate 21 respectively)
in Funmilayo Ransome-Kuti highlight how cultural authenticity benefits from a filmmaker’s
active involvement in both creative and technical roles. Her background in bot%stic and
logistical areas brings out a nuanced portrayal of historical events, reﬂec@?deep-rooted
Nigerian heritage. Austen-Peters’s involvement in every stage of produ%giﬁches the film’s
visual and thematic consistency, yet the findings from this case also hi ossible limitations in
capturing broader thematic elements due to the focus on loc@text. This case study reveals
that while extensive multi-role participation can enrich cul@ representation, it can sometimes

limit the portrayal of broader global or universal the%%

O

These case studies reveal the multi—dimensioN\Qpacts of Nollywood’s approach to filmmaking.
While multi-role play empowers ﬁlmré%is ith creative control, it also presents challenges in
maintaining technical precisio.n@ll, they illustrate that while overlapping roles facilitate a

unified artistic vision, %%\en require careful collaboration and strategic delegation to

optimize both artisgig&[echnical aspects.
C
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Research Question Three: What are the challenges associated with multiple role playing in

Nollywood filmmaking and strategies for enhancing artistic and technical excellence?

Nollywood filmmakers often face distinct challenges when they take on multiple roles in their
productions, such as director, producer, actor, or writer. This study observed various challenges
associated with the Filmmakers playing multiple roles in film production, ranging f%creative
in-consistency to strain technical quality, and sometimes leading to role overlo@pacting the
film’s coherence and depth. For instance, in case study 1, Odunlade AQS!G% experience in
Lakatabu reveals how managing several creative roles can lead to ted story-telling. His
attempt to control the directorial (Plate 23), acting (Plate 3(®1d writing aspects (Plate 11)
allowed for a unified vision but ultimately strained the na@re, as his focus on certain visual
techniques weakened over time, compromising the %tial impact. In case study 3, Ibrahim
Yekini’s multiple role in Kesari similarly @s the difficulties of divided attention. By
undertaking writing (Plate 15), directm@te 24), and acting (Plate 31&34) responsibilities,
Yekini struggled to maintain a étncgent plot, and character motivations suffered from

underdevelopment. The resu@a story that felt disjointed, largely due to the challenges of

role overload, which lef &oom for refining narrative and character complexities.

Balancing tec i@ity with artistic vision also presents a challenge when a single individual
handles l§‘critical roles. In case study 2, Battle on Buka Street, Funke Akindele’s
simultan®6us roles as director(Plate 22), writer(Plate 10), and lead actor(Plate 29&35) made it
difficult to prioritize both technical and narrative consistency equally. While she successfully
managed performance quality and character chemistry by co-directing with Tobi Makinde, some
narrative elements appeared underdeveloped due to the challenges of distributing her focus

effectively. Meanwhile, in case study 4, Jade Osiberu’s dual role as director and producer (as

187



seen in Plate 25 and Plate 18 respectively) in Gangs of Lagos reveals the importance of
balancing logistical and creative demands. Although Osiberu maintained cultural authenticity
and thematic depth, her divided responsibilities occasionally limited technical refinements,
highlighting the difficulties of multiple-role management in Nollywood’s fast-paced industry. In
high-stakes storytelling contexts, such as in case study 6, King of Boys: The Return of the King,
Kemi Adetiba’s dual roles as screenwriter and director (as seen in Plate 26) allow Q&} bridge
narrative gaps with consistency but also required careful handling of themati¢*clements and
pacing, as juggling these responsibilities could have led to a loss of @&sbn without strategic
Q
O

These case studies underscore that Nollywood ﬁlmme@ navigate these challenges by

oversight.

employing various strategies. From collaborating v@-directors to sharing directorial duties
with technical experts, filmmakers seek to .Da an creative and technical aspects effectively.
Streamlined production techniques and a@ive role management allow them to overcome the
obstacles of role overload while m@@cg\ing high production standards. In doing so, Nollywood
filmmakers can manage the é@ﬂt challenges of assuming multiple roles without sacrificing

the quality or cultural d Q their films.

Research Q st@our: What are the strategies that could be employed to maximize the

benefits o@m‘[erplay in Nollywood filmmaking, both creatively and technically?

Y

In Nollywood, where resource constraints and high demands often necessitate multi-role play,
filmmakers employ advanced strategies to maximize the creative and technical benefits of
assuming multiple responsibilities. These strategies ranging from collaboration and resource

prioritization to adaptive role management have led to innovative practices that enhance film
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quality and storytelling depth. By leveraging their technical skills, personal experiences, and
professional expertise, filmmakers maintain coherence and improve production standards despite
the challenges of multitasking. Each filmmaker’s unique skill set and area of expertise plays a

pivotal role in shaping the strategic approaches they use to optimize the benefits of multi-role

play. \

In case study 2, Funke Akindele’s extensive background as a producer (Plate 1 Qector (Plate
22), and actor (Plate 29,35) equipped her with the skills necessary to na@ d maximize the
benefits of role-sharing in Battle on Buka Street. Her dual roles as di r and lead actor were
supported by a collaborative approach, as she shared dir@g responsibilities with Tobi
Makinde. This co-directing arrangement facilitated efﬁcie@chnical oversight while allowing
her to closely manage actor performance quality. A@%e’s ability to communicate effectively
with the cast, likely stemming from her ya@rbacting experience, enabled a balanced and
cohesive performance across the en@&e. The collaborative framework established a
synergistic environment, where Qﬂc@ele’s deep understanding of character motivations
influenced her direction, @Makinde provided the complementary technical support
necessary to sustain pr }Qon quality. The final product, marked by consistent visual and
narrative cohereQ.e;\}ﬂ cts the influence of Akindele’s skill in actor communication, and

supervision @ components in her successful management of multi-role play.

Simila%%case study 4, the study observes that Jade Osiberu’s expertise in digital storytelling
and content marketing provided her with a strong foundation for handling both the creative and
logistical demands of Gangs of Lagos. Her background in online media production and
experience, allowed her to approach the logistical challenges of filmmaking with a streamlined

production mindset. This experience influenced Osiberu’s strategy in managing dual roles as
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director and producer (as seen in Plate 25 and Plate 18 respectively), where she prioritized
efficient workflow and resource management. By aligning her creative vision with practical
production strategies, she was able to overcome budget constraints while maintaining high
technical standards. Osiberu’s supervision extended to production design, lighting, and
cinematography, which captured the gritty, atmospheric streets of Lagos with authenticity and
precision. Her ability to synthesize the technical and narrative elements of th Q%mstrates
how her industry background enabled her to maximize the benefits of role interplay, resulting in

a film that resonates both culturally and visually with audiences. O

Case study 8 illustrates Bolanle Austen-Peters’ extensive baund in stage production and
artistic direction, bringing a unique visual and cultural ex e@ to her film Funmilayo Ransome-
Kuti. Her expertise in stagecraft, combined with %{Ag foundation in Nigerian history and
culture, allowed her to handle both directori@ﬂ direction (as seen in Plate 27and Plate 5
respectively) roles with precision. By m@g both roles, Austen-Peters was able to ensure that
costume and set designs authenti@cqeﬂected Nigerian heritage, adding depth and cultural
resonance to the film. This @ntrol over the film’s aesthetic enabled her to weave cultural
authenticity into the sto th in a way that feels organic, enriching the audience’s experience.
Austen-Peters’ bQ‘késg\)ﬁi

informed he@roach to art direction, allowing her to seamlessly blend narrative with cultural

in theatre, where meticulous attention to visual detail is essential,

symbo}'sgﬂer involvement in multiple roles added a layer of artistic cohesion that would have
been challenging to achieve with separate individuals handling these responsibilities, showcasing
how her technical skills in visual design directly influenced her strategy in maximizing multi-

role benefits.
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In case study 6, Kemi Adetiba’s multi-role play in King of Boys: The Return of the King
leverages her expertise in both screenwriting and directorial (Plate 26) vision to maintain
thematic continuity and explore complex character arcs. Adetiba’s career, which began with
notable success in music video direction, sharpened her ability to create visually striking
narratives and her sense of pacing and rhythm in storytelling. Her experience with visual
composition and her eye for detail equipped her to manage both the screenplay Qﬁction of
King of Boys, a film project that required seamless transitions from the filfif format to a
streaming series. The nuanced exploration of gender and power them@ ing of Boys reflects
Adetiba’s strategic integration of her screenwriting and directori 1@, allowing her to develop
complex character dynamics without sacrificing visual q .Her dual roles enabled her to
maintain a consistent vision across multiple episod s,@ that benefited from her proficiency
in pacing and continuity developed in her prior W%§th music videos and films. This cohesive
approach to thematic exploration, combine kﬁh her technical expertise, maximized the benefits

.
of her role interplay, resulting in {C%’b%uction marked by strong narrative continuity and
impactful visual storytelling. * \AQ

Q

The diverse skill sets a Qeriences of these filmmakers demonstrate how Nollywood’s multi-
role play framevék}%l%w

their backgrl@ and expertise, Nollywood filmmakers have been able to adopt strategies that

s for innovation in resource-limited environments. By drawing on

not onb&gate the challenges of role overload but also enhance the quality of their productions.
4.3 Discussion of Findings
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The analysis of the selected case studies portrays the practices of multiple role-playing in
Nollywood film productions. This assessment reveals both the strengths and complexities of
such approaches. The critical assessment of Nollywood filmmakers who assume multiple roles in
their productions reveals both the creative strengths and challenges associated with this approach.
Filmmakers often take on roles like directing, producing, acting, and writing simultaneously, a
practice shaped by diverse educational backgrounds and varying levels of form Q&g This
multi-role practice, while granting creative control, can also strain producti ity, narrative

depth, and technical consistency, as seen in several Nollywood case st@.

Odunlade Adekola’s experience with Lakatabu film productio@empliﬁes the risks associated
with a heavy reliance on practical experience gained thr@ the Yoruba film apprenticeship
system. Adekola’s background in Business Admini@%n and his lack of formal film training
left gaps in his directorial and technical skill@ director, producer, lead actor, and co-writer,
Adekola faced difficulties in maintaini rrative cohesion, and his directorial influence on
choice of circular camera shots ini@wc?n\tended to convey the protagonist’s turmoil, eventually
hindered the film’s effective@’he repetitive visual techniques and narrative inconsistencies
highlight the potential }Qs of assuming multiple critical roles without formal training or
sufficient collab@}%ﬁ

valuable fop&@onal knowledge, it may not fully equip filmmakers with the technical finesse

requirwgﬁdvanced storytelling and visual precision.

pport. Adekola’s case suggests that while apprenticeship provides

In contrast, Funke Akindele’s approach in Battle on Buka Street illustrates how collaboration can
mitigate the challenges of multi-role filmmaking. Akindele, who co-directed the film and also
served as the lead actor and producer, leveraged her background in Mass Communication to

engage her audience effectively. Her decision to collaborate with an associate director enabled
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her to maintain strong character arcs and narrative coherence without compromising her
performance. Akindele’s reliance on collaboration helped balance the comedic and dramatic
elements of the film, preserving both narrative depth and audience appeal. This case underscores
how strategic partnerships can help prevent creative burnout, ensure tonal consistency, and

support filmmakers in maintaining a high standard of storytelling even in multi-role Tgs.

Similarly, Ibrahim Yekini’s work on Kesari highlights the limitations of solo r@cibility ina
highly ambitious project. Yekini, who took on the roles of lead actor, p&ucgf%o-director, and
writer, encountered structural challenges in the storyline, which ble @wmes of myth, crime,
and betrayal. The lack of collaborative input impacted th@)th of secondary characters,
resulting in fragmented world-building and technical incon&cies. This case study reveals the
need for objective coordination, as Yekini’s exte@’binvolvement in both the creative and
technical domains led to imbalances betwee@)tagonist’s development and the supporting
cast. Without the specialized skills or ra&es that collaboration can provide, Yekini’s project
struggled to meet international tec@éﬁtandards, demonstrating that single-handed control in

filmmaking can hinder naﬂa@lerence and production quality.

Jade Osiberu’s role &angs of Lagos, however, presents a successful model for multi-role
management, avh er involvement as director, producer, and co-writer resulted in a cohesive
socio—poli@narrative. Osiberu’s formal education in engineering and her continued training
througN)rkshops and self-study allowed her to integrate thematic resonance with technical
aesthetics, achieving authenticity in the portrayal of Lagos’s underworld. Her holistic control
over production allowed for a streamlined and unified directorial approach that set new standards
in Nollywood for multi-role filmmakers. Osiberu’s case highlights how a filmmaker’s

educational background, even if not strictly in film, can influence their ability to handle multiple
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roles effectively by focusing on thematic integration and technical excellence. Toyin Abraham’s
experience with Jjakumo shows both the creative potential and the challenges of extensive role-
taking. As producer, writer, lead actor, and location manager, Abraham brought a strong vision to
the emotionally charged narrative but encountered difficulties in maintaining plot continuity and
scene coherence. Her limited formal training in technical filmmaking skills led to pacing issues
and underdeveloped subplots in [jakumo, illustrating that while hands-on exp Q&rovides
valuable insights, extensive role assumptions may impair the objective assessnieht of a film’s
pacing and character development. This case study ljakumo poinﬁé&e critical need for
collaborative support in ensuring narrative fluidity and avoidir@ 1ve strain, especially when

filmmakers take on multiple responsibilities across creative@ cal, and logistical domains.

The impact of formal training becomes paﬂicuh@vident in Kemi Adetiba and Kunle
Afolayan’s works. Adetiba’s extensive backgb\@ncluding film studies at the New York Film
Academy, is reflected in her meticulouss\& tive and technical approach to King of Boys: The
Return of the King. Her comprehm@éﬂvolvement as director, writer, and producer allowed her
to tightly control the film’s (@g direction, ensuring character continuity and thematic depth.
Similarly, Afolayan’s fi film education equipped him with both technical knowledge and
storytelling soph@?}}b , enabling him to balance roles as director and producer in ljogbon.
Both Adeti%@ Afolayan’s cases suggest that formal film training can provide a structured
foundeﬁiggfor handling multiple roles, facilitating smoother narrative progression and visual

cohesion.

The analysis of the selected Nollywood filmmakers’ multi-role practices reveals a complex
balance between creative autonomy and technical quality. While practical experience is

invaluable, the limitations of relying solely on apprenticeship are evident in technical
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inconsistencies and narrative strain in single-handed productions. Formal professional training in
arts of filmmaking when combined with collaborative models, appears to offer the most
promising approach, equipping filmmakers to effectively manage creative responsibilities while

enhancing technical and narrative standards.

S\
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Chapter Five &

Conclusion %

5.1 Summary of Findings Q :

This study assesses the multiple role-play mod&b%hin Nollywood film production, where
individuals frequently take on several key r le\gzh as directing, art direction, location manager,
acting, writing, and producing due to él%%fd stry’s unique economic and structural constraints.
While this multiple role apprqa%%&ds filmmakers greater creative control and helps manage
budget limitations, it als@ns significant challenges. The overlapping of roles can lead to

difficulties in mainm& both artistic cohesion and technical consistency, as the demands of

fulfilling mult&gdponsibilities often strain narrative clarity and production quality.

The c@nalysis of the selected Nollywood film production in this study reveals that while
culturally and economically practical, multiple role-play may lead to fragmented storytelling and
uneven technical standards when key roles lack dedicated focus. However, collaborative efforts
within the industry illustrate that sharing creative responsibilities can help balance technical and

narrative elements, producing films that are well-integrated and impactful. Findings suggest that
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Nollywood’s multiple role-play model, though advantageous in fostering creative freedom,
would benefit from strategic collaborations to manage the pressures of multitasking. Such
partnerships offer a pathway to enhance production quality and elevate the depth of Nollywood’s

creative output.

5.2 Conclusion é

This research concludes that the multiple role-play framework ﬁwood is both a distinctive
advantage and a complex challenge. While the practice e@es rapid production and creative
autonomy, it sometimes hampers technical consister@arrative complexity. The analysis of
eight (8) selected case studies of Nollywoo confirms that role overlap, while culturally

aligned with Nollywood’s historical s&, demands careful collaboration and adaptive

management to achieve high—quali%f(guctions.
The study recommends t@ research should investigate the impact of formal film training

combined with pr.ag& experience on the technical and narrative quality of Nollywood
productions. é}

Nolly\%&nmakers could also benefit from a structured approach to role specialization,
emphasizing the importance of training and collaborative practices to bridge the gap between
cultural authenticity and international production standards. While the traditional apprenticeship
system and practical experience have their merits, the absence of formal film education often

manifests in technical limitations and narrative sophistication. Those with formal film training
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generally demonstrate a stronger command of advanced filmmaking techniques, though this
doesn't guarantee perfect productions. This suggests that perhaps the ideal approach might be a
combination of formal education and practical experience, supplemented by continuous learning
and adaptation to evolving industry standards. Nollywood’s distinctive structure can therefore

serve as a sustainable model for emerging film industries that seek to balance, economic
53 Recommendations %

The research will not at this point fail to recommend that @ scholars should follow the pace

limitations with creative diversity.

set by this study to: 6r§

1. encourage Nollywood Filmmakers to@l ¢ formal professional training in filmmaking
arts combined with practical ind@xperience in the technical and narrative quality of
Nollywood productions. é%

2. encourage ﬁlmmz@&pecialim in specific roles. Specialized skills will help improve
technical precisi& d enable creative professionals to focus on refining their expertise
in areas @ecting, producing, screenwriting, production design, cinematography,
sou%@gn, and film editing among others.

3. t%ish artistic and technical consultants to assist filmmakers in managing multiple
roles in other to effectively maintain artistic quality while preventing creative burnout.

4. promote partnerships with global industries to facilitate knowledge exchange.

Collaborations with international experts can enhance Nollywood’s technical standards

and increase its appeal to global audiences.

199



5.4 Contribution to Knowledge

This study contributes to the understanding of multiple role-play within film production in
Nollywood, bringing to the fore the advantages and challenges of this model in a rapidly growing
film industry. By analyzing its impact on artistic cohesion and technical qualit research
introduces new perspectives on balancing creative control with production @is, exploring
collaborative models among filmmakers with diverse backgrounds offer insights into

strategies for enhancing film coherence and production efficiency i -role settings.

The findings contribute to theoretical discussions @%Cialization and auteurship,
demonstrating that Nollywood’s flexible multiple ro e-@wdel rooted in cultural practices can
coexist with professionalization to support gl %§mpetitiveness. The study’s insights can
inform strategies for other emerging ﬁlx\m ustries where budget constraints necessitate

N

multitasking in film production. ,\C?

N

5.5 Suggested A@or Research
N\

The research@ntlﬁes several areas for further exploration, which may help to address

remair@rgtions and provide additional guidance for Nollywood’s professional growth:

1. Comparative Analysis of Multiple Role Play in Global Film Industries: Investigate how
other film industries handle multiple roles in film production, comparing their strategies

and challenges with Nollywood’s approach.
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2. Conduct studies on how Nollywood’s practice of multiple role-play in film production
affects audience perceptions of quality and engagement with Nigerian films.

3. Investigate the impact of international collaborations on production particularly in co-
productions with countries that have established film industries.

4. Role Specialization: Track how role specialization over time may influence Nollywood’s

global market and its production quality, measuring changes in audience er
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Appendix

Film end credit Screenshots of Filmmaker playipg-multiple roles in the Selected Nollywood

Film Production

Asst. Script Superviser 2

Sound Recordist
Beom Operater
Asst. Sound Recardist

Script Writer
Script Editors

Asseociate Producers

[T

Loveth Isa

Pius Olamilekan Fatoke
Onu Rosemaryjoy Chiwendu
Funmi Fashuyi

Tunde Bahaiels

Bolanle Austen-Peters
‘EWaUllwa Bukola Ogunbodede
Tega Salubi

Ibukun Fasunhan

Sarah Boulos

Sumbo Odunsi

Femi Tejuoshe

EwaOluwa Bukola Ogunbodede
Tega Salubi

David Okpan

Plate 1: Screenshot of Bolanle Austen-Peters as one of the Script Editors

Ransome Kuti
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AZEEZ JEJE
OYEBOLA ADELAKIN
KEHINDE GAFAR
TAIWO OGUNYILEKE
Welfare CRUNCHY FILLING

Special Effects/Pyrotechnics HAKEEM EFFECT ONILOGBO
EKI OSAGIE ONILOGBO
YUSUF JAMIU
TOBILOBA TUNDE
SAID ADEWALE
DUAD ADEBAYO
FUNKE AKINDELE
LOLA AWE
OLATUNJI YUSUF
YUSUF OMONIYI

Plate 2: Screenshots of Funke Akindele as the Costume Designer of Battle oit"Buka Street

COSTUME DESIGNERS
ltuen Basi
Folake Akindele
) n-Peters
Clement Effanga

Plate 3: Screenshot of Bolanle.Austen-Peters as one of the Costume Designer of Funmilayo

Ransome Kuti

ART DIRECTOR- PRODUCTION DESIGNER
KUNLE AFG!L

Plate 4: Screenshot of Kunle Afolayan as the Art Director of ljoghon
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CREW

Line Preducer Grace Babasola
Consulting Preducer Mahmood Ali-Balogun
Editer Tanja Hagen
Casting Diroctor Bolanle Austen-Peters
Asst Casting Director {ssrpifUmoibom
Casting Assistant Ewa0luwa Bukola Ogunbodede
Production Manager  Ibukun Fasunhan
Production Designer Leo Omoseebi

Art Directors Taofik Ibrahim
Bolanle Austen-Peters

Plate S: Screenshot of Bolanle Austen-Peters as one of the Art DivéctorSof Funmilay

Ransome Kuti

Line Producer
WINGONIA IKPI

Story by
TOYIN ABRAHAM AJEYEMI

ay by

Plate 6: Screenshet\of Toyin Abraham as the Creative Director of ljakumo

9JARDCKS COM

ASTINE
OLuUsHOLA BANKE SAMAIYE

KEMI ADETIBA

Plate 7: Screenshot of Kemi Adetiba as one of the Casting Directors of King of Boys
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Plate 8: Screenshot of Kunle Afolayan as the Casting Director of\ljodghon

DIarocKs com

Plate 9: Screenshot of Jade Ogib€ru as one of the Screenwriters of Gang of Lagos

FISAYO ADEFOLAJU
Supervising Sound Editor KOLADE MORAKINYO

DIT ELO PETERSON FEJIRO
Editors VALENTINE CHUKWUMA
KAYODE ARANSIOLA
Colorist BOBOLA ONIWURA, CSI
Original Story JACK'ENNETH OPUKEME

walory Development FUNKE AKINDELE
Writers FUNKE AKINDE!

JACK'ENNETH OPUKEME

STEPHEN OLUBOYOQO

JEMINE EDUKUGHO
Director's Assistant RASHEED OLADELE
Directors FUNKE AKINDELE

TOBI MAKINDE

Plate 10: Screenshot of Funke Akindele as the Writer and Story Developer of Battle on

Buka Street

214



Written by
Odunlade Adekola
Akorede Ibrahim

MIMI BARTELS

Line Producer
WINGONIA IKP1

Story by
TOYIN ABRAHAM AJEYEMI

by

Anthony de Joseph

Creatives Director

Plate 12: Screenshotof Toyin Abraham as the Script Writer of ljakumo

FUNKE AKINDELE

SADE BALOGUN

MOSES BABATOPE

KENE OKWUOSA

CRAIG SHURN

FUNKE AKINDELE
ALADEOKOMO EWATOMILOLA
WENDY UWADIAE IMASUEN
NICOLE OFOEGBU

Executive Producers

Producer
Producer’'s Personal Assistant
Associate Producers

Production Manager

Assistant Director 1

Assistant Director 2
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UVIE ENAKAHIRE
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Plate 13: Screenshot of Funke Akindele as the Producer and Executive Producer of Battle

on Buka Street

ve Producer

Odunlade Adekola

Plate 14: Screenshot of Odunlade Adekola as the Executive Producer of Lakatabu

Produced by
Ibrahim ¥ ekini Bakare

Plate 157 Screenshot of Yekini Bakare as the Producer of Kesari
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Plate 16: Screenshot of Toyin Abraham as the Producer of ljakuo

Plate 17: Screenshot of ToyisAbraham as one of the Executive Producers of ljakumo

PRODUCERS

DIaroms com

Plate 18: Screenshot of Jade Osiberu as one of the Producers of Gangs of Lagos
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SJAROCKS.COM

ExECUTIVE >DUCER
KEMI ADETIBA

Plate 19: Screenshot of Kemi Adetiba as the Executive Producer,of King of Boys

PRODUCER
KUNLE AFC

Plate 20: Screenshot{of Kunle Afolayan as the Producer of Ijogbon

Bolanle Austen-Peters

Plate 21: Screenshot of Bolanle Austen-Peters as the Producer of Funmilayo Ransome Kuti
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_—— —wwssw»Oirectors

. /> FUNKE ARHIDELE
&7‘ < BOBLMAKINDE
&Y iy o >

e N s
K - P : 4 E
rd — % A P

Plate 22: Screenshot of Funke Akindele as one of the Directors of Battle on Buka'Street

by

Odunlade Adekola

Plate 23: Screenshot of Odunlade Adekola as the Director of Lakatabu

you will give us slaves every six months.

Directors
Tope Adebayo
Ibrahim Yekini Bakare

Plate 24: Screenshot of Ibrahim Yekini as one of the Directors of Kesari
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- 3
DIRECTED BY
JADE OSIBERU

WRITTEN & DIRECTED BY
KEMI ADETIBA

Plate 26: Screenshot of,Kemi Adetiba as the Director of King of Boys

DIRECTOR

Bolanle Austen-Peters

Plate 27: Screenshot of Bolanle Austen-Peters as the Director of Funmilayo Ransome Kuti
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Plate 28: Screenshot of Kunle Afolayan as the Director Of Zjogbon

Yejide FUNKE AKINDELE
Awele MERCY JOHNSON
Asake SOLA SHOBOWALE
Ezinne TINA MBA

Maduka NKEM OWOH
Lanshile FEMI JACOBS
Young Asake BIMBO ADEMOYE
Charity REGINA CHUKWU
Titi WUNMI TORIOLA

Plate 29: Screenshot of X'unke Akindele as the Lead Actor in Battle on Buka Street

CAST

Lakatabu  Odunlade adekola
Je AKIN LEWis

Ibrahim Chatta
Tina Mba

Yomi Fashlanso
Femi Ade
Milaba
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Plate 30: Screenshot of Odunlade Adekola as the Lead Actor in Lakatabu

CAST

Kesari
Ardoni
Aronir

Ibrahim Yekini Bal
O

dedayo
vin lkeduba

Femi Adebay

Bolaji Ogunmola

J

mi
de A
la Apesin

Plate 31: Screenshot of Ibrahim Yekini as the I{ead Actor in Kesari

CAST

RUNLE KeMI
TOYIN ABRAHAM AJEYEMI
OKUSANYA OLALADE
URUSANTA ULALAUE
BIMBO AKINTOLA

ESO DIKE

LILIAN AFEGBAI

DEBORAH SHOKOYA
OLUMIDE OWORU

TOMIWA EGBE
AGBOOLA OLAJUWON A.
GANIU " Baba Alapini " NOFIU
OSIBOWALE BUKOLA
ADESEGE "westsyde” ADENIJI
CHRIS IHEUWA

SEGUN ARINZE
ANTAR OLANIYAN

SAEED “funky mallam® MUHAMMED
MOJEEM AJALA

PASTUR JIDE
BI
SHAROM

M OLANITEMI

MALLAM

CHIEF OSACIE

Phate 32: Screenshot of Toyin Abraham as the Lead Actor in ljakumo
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I'm getting angry.

Plate 33: A scene showing Odunlade Adekola as the lead act&{ng"aiatabu

No one, lfépeat, no one dares you.

Plate 34: I@nim Yekini as the Protagonist of Kesari

W\

s\you, your mother,

Plate 35: A scene showing Funke Akindele as Yejide in Battle on Buka Street
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