L‘m}m SO URNAL OF THEATREA RTS (NOS 7&8) 2011720 2|

THE WOMAN'S M (;I*'.‘Nl'l.l'l: T”?:’ﬁlt.";‘i»[f\nl ;
I{l'ZV()l,Il‘I'IUNAI{Y IN'I'I':RVI',NII(.)N I: )A ; A
R I':l'III';HPLN'I'A’I‘I()N IN CINEM

Fmily Oghale God spresence

Abstract B
Sequel 1o the incessant cries of [

feminist film crities) against the negative ,{ il
divectors and producers, some crities have prnpnst'd an alternative 1o

women's representation and gender profiling in 'ﬂh"'f. under the
womenclature “the woman’s film™ or “women 'y cinemd. The phrase
women's cinema”" is explained by Mayne (1990: 2) as "films made Dby
women, and by women directors for the mosl part (as ”PI-‘”-"L‘"’- say 1o
sereenwriters or aclresses).” Thus the woman's film serves as an
alternative 1o the negative mode of women's representation in films made
by male filmmakers. This article examines the various Ways in which
women have been negatively portrayed in cinemd, hoth within and
outside Nigeria, emphasising the need for [eminis filmmakers in
Nollywood to experiment with the woman's film and help re-orientate the
minds of the audience towards the potentials and attributes of the woman
as an agent of social change and not an object of male visual pleasure as
ix currently the case.

Keywords: Woman's Film, Stereotyping, Nollywood, Voyeurism,
_Patriarchy.

aninist writers and erities (especially
portrayals by made writers,

Introduction
According to an online encyclopaedia, woman’s films arc films made for

women by predominantly male screenwriters and directors whereas
women’s cinema encompasses films that have been made by women. It
ctates that the woman’s film is a film genre which includes women-
centred narratives, female protagonists and is designed to appeal to 4
female audience. Thus, “woman’s films usually portray ‘women’s
concerns’ such as problems revolving around domestic life, the family,
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motherhood, self-sacrifice, and romance™ (Wit fioy -

r"!"::f:_'i:;“““:::ﬁ ::’:m;un‘s lilm s {l“‘lE:.‘l:'::‘-l.l tﬁ::.:f ,[{:1{]':’:;‘:';h:yh;;:::-z:c[i; ('.]Ini:
primarily ade -;;c‘l O women; and (h . P el .
DN-Griflh's A Flash of Light (1910) ang f1e, 5o, Srieinated from
WERLSHY. & 1M WeIe popular in the 19305 and *40s -md‘!‘rc'wlwtl}.llwitr
zenith durmg the Second World War, Although the }c;m diq.'” cared in
the 19(:05. it was revived in the carly 1970s and in m;; ||l:)3'u-. the
woman’s [ilm  finally became an cslnhlisi;cd genre (uq;‘,-,,i'.,;,-m_
According to Mayne (1990:2), women's cinema, which may also be
called the “woman’s film”, has acquired another ;ncannilig. citing Molly

Haskell 5 nbscwal‘ion that it is the “most untouchable of film senres™.
Haskell is quoted further as follows: i

At the lowest level, as soap opera, the “woman’s film™ fills a
masturbatory need: it is soft-core emotional porn for the
frustrated housewife, The weepies are founded on a mock-
Aristotelian and politically conservative aesthetic whereby
women spectators are moved, not by pity and fear, but by self-
pity and tears, to accept, rather than reject. their lot. That there
should be a need and an audience for such an opiate suggests
an unholy amount of real misery.

Tracing the genesis and growth of the woman’s [ilm, Mary Ann Doane
sheds further light on this genre in the following words:

The label “woman's [ilm” refers to a genre ol Hollywood
films produced from the silent era through the 1950s and_ early
'60s but most heavily concentrated and most popular in the
1930s and "40s. The films deal with a female protagonist and
often appear to allow her significant access to pfmm*ot view
structures and the enunciative level ul'“ihe filmie discourse.
They treat problems defined as “femgle [prubl_ems fu.:vnlvmg
around domestic life, the family, children, selt-s.ncnhc.u. and
the relationship between women and production V8. that
between women and reprod_ucttm'q). and, umsl‘c“rucmlly. are
directed toward a‘female audience (Doane, 1987: 3).
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Feminists® Views on the Woman's Film (it'!n‘e , .

A justaposition of Mayne's previous analysis ol women s‘cmcnm as &
film made M women, and Haskell's swoman's [ilm” as a |I]Il‘|r I?mdt: _,.fm'
women certainly puts the woman at a very challenging position. She
cither takes up the task of re-framing and re-claiming her image or s".umds
the risk of accepting any screen identity imposed on her. Accur";lmg to
Haskell, women are moved, not by pity and fear but by self-pity and
tears to accept, rather than reject, their lot. The onus then lies on female
directors. screenwriters and producers to assimilate the critiques of the
fominist film critics and adopt their proposals for alternative
representation, otherwise the “woman’s film” will continue to remain in
the doldrums. According to Mary Ann Doane, the conventional film
“identifies female pleasure in the cinema as complicit with masochistic
constructions of femininity,” asserting that a typical theme of the
woman’s film deals with obsessive sacrilice for one’s children at the
expense of self (Doane, 1987: 3).

Mayne explains her resolve to retain the plural term “women’s
cinema” because, according to her, “it is the singular — the woman’s film
— which is used more frequently to refer to the Hollywood product, and
the plural — women’s films — to refer to works by women directors™
(Mayne, 1990: 5). The stance of feminist film criticism which rejects
female gaze, female voyeurism, fetishistic desires, female as sex objects,
etc. as an embodiment of the woman’s [ilm, is the basis for the
proposition for the women’s cinema, which could be an ace given to
women filmmakers to tell their own stories their own way. The
ambiguity in the terms “women’s cinema” and “woman’s [ilm”, and the
arguments over the contents of these films, have inspired the following

submission:

Now, one could argue that precisely what separates the
“woman's [ilm" — where figures of women serve the “scopic
and narratological regime” to which Silverman refers — from
“women's cinema” — where that regime is problematized or
themes put into question — is the altempt to metaphorize the
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cinema in other ways, That is
¥

characterized :
voyeuristic ;tl;tt[;]::‘ I]l{-:c?ssam? by an outright rejection of
-Ushistic desires but by the recasting of those

desires so as to ope
===k n
viewing (Mayne, 15190:5[;.[’ other possible pleasures for film

women’'s cinema may well be

Since ’th"-’-“ content of these films is the bone of contention, in
M.a YIRS VIBWs which probably is also the desired result of feminist film
critics, it is therefore important to look in the direction of filmmakers,
especially the females, for a re-writing of the woman’s script because
men may not 31,“'3)’_5 be the only culprits involved in the lustful gaze.
I':crhapS, Mayne’s thinking may be relevant here, where she observes that
‘allh(.)ugh‘ most often the keyhole is always associated with a woman
who is being looked at as the proverbial object of the look by a male but
that there could be a reversal or the positioning of the subject where
women are positioned on both sides of the keyhole.” The onus therefore
lies on women and the ability of women filmmakers to begin to look at
the image they project in their films to see if they have achieved the
desired result. To this Mayne asserts that:

The question is not only who or what is on either side of the
keyhole, but also what lies between them, what constitutes the
threshold that makes representation possible (Mayne, 1990:9)

For her, the key issues to look at are the basic factors that form the
bedrock of the films she has analysed in her book — The Woman at the
Keyhole: Feminism and Women's Cinema — which are “_!hc threshold
between subject and object, between inside and outside, between
virtually all opposing pairs, is a central figure for the rt_:mvennon of
cinematic narrative” (Mayne, 1990:9). Thus, she subm!ts -that “the
cinema has been described more than once as t!m real]sat!'on of an
ancient drcam, or ni ghtmare, dcpcndi_ng on your point :af view (Maync:
1990:16). If ever women and feminists arc to achieve the aims of
feminism through women’s cinema or the woman s ﬁlm. as a gct}rc.d 11:Fn
the argument posited by feminist film critics must be cxamined for
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The (ilmmakers, especially the female
auteur theory but should critically
challenge the perennial method of representation tlmlﬁ ha; I,“.Ii }hu
woman's image at disadvantage, and channel a new course of nai mlu_m
that does not make the woman an object of V!Slrli.ll or scxuull pleasure,
Mayne, however, foresees prospect in the feminist interrogation of the

cinema, explaining that

proper evaluation and analysis.
folk. should not just gloss over

the narrative and visual staging of the.cinematic desire relies,

as most theoretical accounts would have it, on the massive
disavowal of sexual difference and the subsequent alignment
of cinematic representation with the male-centred scenarios

(Mayne, 1990:92).

Anything that suggests patriarchal domination in film viewing and
production should be reviewed by female filmmakers (female screen
writers, directors and producers). Any structure that makes the woman
the viewed, and the man, the privileged viewer, ought to be

deconstructed, so that the “belief in the positive value of female identity
which is repressed by patriarchy, will be given its true voice by
feminism™ (Mayne, 1990:90). As Judith Mayne asserts, the importance

of female authorship should not be underplayed.

My point is not that feminist film critics have the proverbial
“much to learn” from feminist literary critics, but rather that
the paradigm of female authorship in literature may provide a
useful point of departure to examine the status of female
authorship in the cinema (Mayne, 1990:91).

[
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Feminist Filmmakers® Interventions
Feminist filmmakers have task on their hands

them [_“ “‘;.d:'ici" T'_c Idchi”“:‘l i"‘"ﬂf-‘ OF woman whose representation is
product ol I'I]t '_'-_"-“ OLY of a patriarchal society. The representation of
women 1 I 1S consequent upon the way the society or culture takes

them; thus, the audiences have the same ideology as the films that are
produced for them; they fill the cinemas.

keeps turning (Metz, 1985:544). So.
perpetuate negative representation of wo
culture, or they are out to make

I'he onus now lies on

and that 1s how the machine
whether the film producers
nen all in the name of popular
money, or the directors and screenwriters
is already enmeshed in the culture, (since
; : is viewed as a social construct ). the
woman’s identity and dignity are at stake. It is sad 1o note that the film
produced is “the product of society which consumes it, as an orientation
of consciousness, whose roots are unconscious. and without which we
would be unable to understand the overall trajectory which founds the
institution and accounts for its continuing existence” (Metz, 1985:545). It
is, indeed, true that the image of woman, as represented in films, is
socially constructed by a patriarchal society that perpetually subjects her
to a state of servitude and sexual degradation. Therefore. such structures
which have continually been stamped in the audience's memory through
repetition of stercotyped images in film ought to be deconstructed. An
ideology may be a product of society, as posited by Christian Metz. and
could be projected back to the viewing audience through the film
medium. This becomes important for that same film medium to
reposition and re-represent the image of woman, through narration. and
project her in her true light, as a leader, a socicty builder and the
stronger sex.

Perspectives on the exploitation and s.tereotyping of women

Constance Penley, in her critical analysis of the film Cries and Whispers,
criticises the way women have been characterised in the same image
throughout the history of films that have been prmluced:_ and that woman
has been seen in the following manner: “woman as victim, temptress,

.
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mother (Penley, 1976:2006). 'I'hi:'i.uge-lvong
ated in films, including Nigeran video

films. The only difference 18 that a liltlljgcsls:tlnt nfr:yAfl;l::|t :&zss l\!; ;tl::llz]:::l [1:1
2V ir uniqueness Wh ay inclu _ ;
igtfooi;:f;:piriglzlism ar?d self-sacrifice. This is vitally ]Im-pn[?m“
because in most African and Western ﬁlms, woman 1as f:e?n
characterised or stereotyped as incapable of making positive changes n:
society. This character stercotype that has bccn‘sccp thmughom_ the
history of film must be deconstructed. Vivian Gornick, in her cssdy titled
“Woman as Outsider”, explains the reason for directors’ ambivalence
towards women in laying emphasis on the negative aspect of the

woman’s image.

evil incarnate, and earth
representation is often exagger

The life of woman, like the life of every outsider, is
determinedly symbolic of the life of the race; that this life is
offered up, as every other outsider’s life is offered up, as a
sacrifice to the forces of annihilation that surround our sense
of existence, in the hope that in reducing the strength of the
outsider — in declaring her the bearer of all the insufficiency
and contradiction of the race — the wilderness, grief, and terror
of loss that is in us will be grafted onto her, and the strength
of those remaining in the circle will be increased. For, in the
end, that is what the outsider is all about; that is what power
and powerlessness are all about; that is what the cultural
decision that certain people are “different” is all about: if only
these Steppenwolfs, these blacks, these women will go mad’
and die for us, we will escape; we will be saved; we will have
made a successful bid for salvation (as cited in Penley,

1976:207).

She compares the life of a woman to the life of every outsider that “is
offered up, as a sacrifice” to appease men who constantly desire
women’s subjugation. She observes that men have insatiable desire for
women to be marginalised, stereotyped and eliminated through the

PR ]
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manner which they are represented i films, so that the male folk will be
free of “rivalry _nm_i competition” and will pe happy. This is a utopian
dream because I.c."“"““ film critics will never give up on their fight for a
proper and positive gender representation by filmmakers. This means
that male chauvinists and advocat

. ¢s of patriarchy in their entircty will
continue to be on their fee

[ . tas long as feminism thrives and remains on
course. This negative representation of women in cinema has been

blamed on male directors, writers and artists who are guilty of this
“emotional, physical, and intellectual crippling of women” (Penley,
1976:207). Penley, however, comments on the ambivalence surrounding
female representation in films, observing that the recurring image of
woman as nothing but the projected fears and desires of men and cosmic
victim has been advanced but “yet, for most women, the need for love
still far outweighs the fear of loss of self” (Penley, 1976:208).

In a more deplorable, dehumanising and demeaning view, Sicw
Hwa Beh, in her critical analysis of the film, Vivie Su Vie, says that the
film uses prostitution as a metaphor for the study of woman, adding that
it is a legitimate metaphor; asserting that “every woman is directly or
indirectly a prostitute” (Beh,1976:180). This is a further evidence that
feminist film critics must not rest on their oars till patriarchy, female
subjugation, male chauvinism, voyeurism, etc, are totally proscribed
from film narration. Similarly, deconstruction of socially constructed or
constituted ideologies must be taken seriously by women filmmakers.
And if the “woman’s film” as a genre, must thrive and survive, all
women and feminist film critics as well as filmmakers must collaborate
in making this a reality so as to salvage the woman from her “cternal
dilemma in a world that is defined by men, money, sex without love, and
violence™ (Beh, 1976:185). It is time filmmakers rose to deconstruct the
traditional approach to film narration where women are peeped at
through a keyhole or where they are taken as sacrificial objects, or sexual

objects, or any form of representation that debases {

he woman’s true
image,

In her work, Sisters of the Night, Karyn Kay analyses the fi

Im,
Marked Woman (1937) and is quoted as placing “special emph

asis on the
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female characterizations as revealed by dialogue nnq action to sh:‘nf.: h.ujw
the film rejects the customary myths i}bUlli prqsutulmn a.uul criminal
reform” (Nichols, 1976:180). Kay decries the dttf:mr_nu of the woman
who always falls victim of the law in cases of prostitution where m.ﬂy the
women are harassed, and punished, while their r:nulc counterparts, even
when found guilty under the law are seldom conv:ct.ed. |

In a similar vein, Thonborrow (1996) decrics the manner with
which women are represented in the media. According 1o her, whatever
material @ woman reads, whether literature or entertainment, the text
addresses her in a particular way which inadvertently makcs} her a
particular kind of reader, and that the text also gives a specific social role
and also positions the woman in a specific relationship with the world,
just the way it has been represented by the text. Thus the woman is a
consumer of art and media texts. In her words:

We could examine the role of women as producers of art and
literature, or of women as ‘consumers’ of art and of media
texts: as readers of books, as buyers, watchers, and users of
television and radio, of videos. We could also look at how
women are actually represented in paintings, in literature, in
films, on the television screen and in advertisements
(Thonborrow, 1996:207). '
It is indeed disheartening to feminist film critics to see film writers and
directors hibernating around the media with the image of the woman as a
tool for showcasing their creative prowess without caring about how she
is represented. This demeaning manner of representing women, who are
victims of literature and media text, is further buttressed by Thonborrow
in images painted as modus operandi for advertisements which are very
devastating to the image of the woman. With reference to Ros Coward
(1984), Thonborrow remarks that women are constantly told in adverts
that their bodies are fragmented into different parts which they can work
on and t}mt the pictures- of models in glossy magazines are the standard
for the right shape and right size. Failure to observe this prescription will
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Wit s S e g e
themeselves, they are L‘tllll:mnlccil \\‘ilhlii-l:: :;“ ll'j‘u"i"-.i“"f' “!' omen 10 ¢
up 1o a false reality, so to speak. This lal .u. f'-““' '.}I..").“"}: " "Mm”%l

B e Speak. alse reality created by the media
(especially by men) puts the woman on her feet, and occupies her with
Il'rﬂl'ghl:f :!tul attempts of how to make herselfl acceptable to a male-
chauvinistic world. In the desperate bid to gain acceptance, she sacrifices
her talents and gifts on the altar of the patriarchal society in which she
finds herself.

[Uis indeed very disturbing 1o observe the way the media usc
representations of women to sell products in advertisement, coupled with
the discourses that accompany thesc images. Thonborrow cites the
cxnn:lplc ol a car and price tattooed on a lady’s arm and wonders the
rcginlmnship between a car and a woman'’s body, and remarks that “the
fllscoursc of car advertiscments in gencral makes an interesting study
into media representations of women, as they are often constructed
around stercotypical background assumptions concerning the relationship
between men, women, money and control” (Thonborrow, 1996:212). The
worrisome relationship between a car and a woman's image in the media
advert published in the Guardian (11 June 1993) for a Rover Metro car
further elicits the following response:

...s0 the link between the woman and the car is created by the
use of particular... features: women, like cars, are ‘noticed’
and ‘looked over’ (i.e. they are the focus of the male gaze);
they can ‘attract the wrong kind of attention’ (i.c sexual
interest); and they can also be ‘stolen’ by rivals (there is a
central-locking and anti-theft alarm); they can be bought
(there is a price on the woman’s body). So this advert hinges
on (a)...metrical, heterosexual relationship of property and
ownership, through the implication that men can *possess’ this
car in the same way that they can possess a woman...

(Thonborrow, 1996:212).
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ate that the content of w:hul I's |.1rus::'nlud n lhc'm},:‘i‘u;
perennial ‘status quo existing -m_lhc‘p'allr'u.n.s.‘h.l-
society. Thus the consumer is entertained with I“"“h“:lh', l.l h“:‘ ’ d( v t.“
any form of art that has been determined hy_ the culuu-;:,. hLll‘L-L* WU_ITTL}T
sl-.:rcnl)'pc:a in films have become the norm of the day. T IL,quL.h“.(In ltP|I}:
this really the consumers’ area of interest? Do they really approve o 1-3
mprcscnfulinn paraded in the media, cspccially on the woman's Image:
What informs their process of formation of facts? Arc they any close to
reality? Are those sclections or manner of representation highly desirable
by the public to the detriment of the female folk? Masterman (1985)
observes that the values and assumptions that lie behind whrat is
presented to the viewing populace should be traced and that it requires a
wary and perhaps sceptical posture, but certainly not cynical approach,
about how facts are formed. Well, whatever the process is that alfects the
formation of facts in the movies we watch, whether cultural, socictal or
ethical, the image of the woman should be well represented in line with
current socictal and global reforms. Perhaps one should state that the
content of films should be scrutinised to ascertain whether the anticipated
positive impact on socicty is achieved. The core of feminist film
criticism tends to correct the distortion ol the woman’s Image as
originated by a patriarchal culture. Mayne traces this representation to
carly films where “mostly men, but occasionally women; peep through
keyholes, offering bold- demonstrations of the voyeuristic pleasure that
has been central to virtually every contemporary theory ol the cinema®™
(Mayne, 1990:9).

Johnston argues that the source of women Stcrculypc can be traced to
carly cinema as detected by Panofsky to the effeet that man’s image
underwent rapid differentiation but that “the primitive stercotyping of
women remained with some modifications.” She observes that writing on
women’s stercotype in the media usually starts with “a monolithic view
of the media as repressive and manipulative™ and this has indeed made

Hollywood to be seen. “as a drcam [actory producing an oppressive
_cultural _product™ (Johnston, 1976:209). The implication of this
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::::::::::‘;I"*i‘::gtht;:L‘?:.c_rn.wazrmng for women 1o know the origin of female
o gratily lh‘c “.l,“,':'_“‘:]g"_,"ﬁ object u.l' male gaze, sex objects, sacrilicers
coniione Sll'ull::_:, :;I' lf-"‘H'C. cte. It is purely manipulative and thus “a
oxistinge in the -.._y‘ . 'lLl Hf\ll).'wmul dream mac!mu::.‘: This tftmlimmm
- cmema today is further traced to the origins of cinema as a
means of helping the audience understand the narrative thus:

:}?‘:gﬁi;ﬁl?{’;z:' spcci‘ﬁc‘kil_'nd of sign or cluster of signs based
. ¢ ventions within the Hollywood genres has been
partly responsible for the stercotyping of women within the
commercial cinema in general, but the fact that there is a lar
grenlt?r differentiation of men’s roles than of women’s roles in
the htstc_:ory of the cinema relates to sexist ideology itself, and
the basic opposition which places man inside history, and
woman as ahistoric and eternal. As the cinema developed, the
stereotyping of man was increasingly interpreted  as
contravening the realisation of the notion of *character'; in the
case of women, this was not the case; the dominant ideology
presented her as eternal and unchanging, except for
modifications in terms of fashion etc (Johnston, 1976:209-
210).

Johnston has succinetly traced the source of the woman’s stercotyped

image in film as having originated from Hollywood filmmakers who see

the man’s role as being dynamic and the woman’s role as static. Since

the Nigerian video film industry is still developing and learning modes of
narration from Hollywood, it is obvious that Nollywood only treaded
along the path of Western media; hence, the recurring decimal of women
stereotypes in films we sce today in Nigerian video films. Thanks to the
challenges posed by African feminist film critics like Foluke Ogunleye,
Femi Shaka, Frank Ukadike, and a host of others who have questioned
the origin and basis for this representation, and have taken further steps
to launder the African woman’s image so as to counter the “eternal and
unchanging™ image of women in the n.wdm. It is I}cz_lrtcnlng to note that
women have been projected, although in a very n:u'mmal way, as leaders
and people who can effect changes in socicty positively. However, at the
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he women are still prought under the fe'“'“""l of men
Y NPRMESTL ipied, 10 submit 10 (heir men, or are
1 “mc.n‘s positions” and for having 100
films that have prcscnlccl women

end of such films, { :
by falling in love or gcumgﬂn-u
punishcd for trying o “lobby™ for ™
many aspirations. Hence, there arc few
o nositive light. N
ina 11;|.1l‘t':;,l,icl of gender steremypin'g is enormous slnu.; ~][-(:[I”e;;::
women negatively, thus “in  most  INSLances. gc:1t!L| stere -?}p ¢
disadvantages women cconomically and socially, b_luckmg them f I*On."l ‘:
ange of opportunitics, including access to more skilled and high paymng

forms of employment” (Phalanc, 2004:161). This shows that

representation in film or cinema and literature is socially constructed by

the script writers or authors. This assumption is ascertained by M.mll.ﬂl.”l
(1986) who states that “one of the immense positive gains [rom lcﬁmunst
criticism has been the realisation that the female in literaturc is a literary
construct (as cited in Eko and Emenyi, 2002:170). Since literary works
were in the forefront of representing women in their stereotyped roles,
which most films arc ecmulating in Nigeria, the resultant effect should not
be expected to be different. By this 1 mean that since literary feminist
critics have championed the course of addressing the problem of female
representation and gender profiling through female authorship, the gains
should also be exploited by feminist film critics, as regards women’s
representation in films; which should also be championed by female
filmmakers. Female filmmakers should be committed to the feminist
idcology which, according to Grace Okercke, is “sensitive inquiry into
the female personality and her condition” (as cited in Eko & Emenyi,
2002:171).

Assessing the representation of women, Pandian (1999)
describes the role of women in films “as obscenc and werc found to
sexualize women and invariably present them scantily dressed,” and that,
such representation is “sexualized, stereotyped, simply negative™ (cited
in Adescke, 20Q2:35). To add her voice to this discourse on feminist film
‘;‘;:ﬂ‘;“é);ﬁﬁ‘f:“;‘?ﬂ;{;‘e thel image of women in Nigerian video filns.

y mns the negative representation and stereotyping
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of women in the film medium which
wrong socialization of the female in
pegative stereotypes are peflected

adultery, jealousy and crime: and th
powcerful agents of chan
for the image ol wom

v dccording to her, “furthers the
society.” She obscrves that these
in themes such as prostitution,
at film has become “one ol the most
e within society” therefore, there is every need
an to improve. She notes further:

It IS a fl:onl"lrmed fact, however, that the role of women in
sociely Is changing. Today’s women are better educated and
participate in diverse spheres of society hitherto regarded as
male preserves. Therefore, it has become important that the
image ol the “stereotype woman” be dropped from the ilm
mefﬁul‘_ﬂ and that film-makers be encouraged consciously to
assist in presenting woman as she is and enabling her to
perform her role in development (Ogunleye, 2005:128).

Similarly, Shaka (2002) examines the narrative techniques of the
Nigerian video film industry in relation to characterisation. He comments
on how characterisation is still handled in the conventional tradition of
“gender hierarchy in African socicty.” He explains that the male is often
the subject in narrative while the female serves as “an object of male
spectacle or vilification, serving more to be scen than heard™ (Shaka,
2002:22).

The sum total of all the views by the feminist film critics
examined in this study is that women arc exploited to their own
disadvantage no matter the society (whether Western or African) to
which the filmmakers belong; and that the innovations filmmakers claim
to have introduced into cinematography is a “continuation of the old in a
alamorous way — perhaps the completion of women’s story as told by
men, because, apart from very few cxceptions, most of these films
recount sordid tales of female atrocities against the social system™ (Eko
and Emenyi, 2002:171). It is in this light that the theme of women
leadership in some sclected Nigerian video films will be examined to sce
how the issue of representation has been tackled, to ascertain if there
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have been some positive changes in the profiling of the woman’'s image

in Nollywood films.

Hauwa Sani Dan
Media" is optimistic that wome
asserting that

gogo, in her article, “*Women in Electronic
n's exploitation is 1o their advantage,

To my mind, our subjugation in the media is demonstrated by
our having to be assigned to perform tasks thought to be
exclusively for women rather than being allowed to follow the
dictates of our consciences. We, depending on the arca we are
assigned, work the same hours as our menfolk and get our
entitlements if and when due (Dangogo, 1985: 210).

Dangogo believes that no matter the arca women in the media arc
assigned, they put much effort to work productively like their male
counterparts despite. the fact that they, as women, arc not allowed the
privilege to choose to work in areas they have proficiency in. Therefore,
they suffer subjugation and marginalisation by working in areas assumed
to be feminine while they are denicd other arcas termed to be exclusively

the preserve of males.

Challenges before Nollywood Female Filmmakers
In Nollywood, the majority of the screen writers, directors and producers

are male. Emem lsong, Amaka lgwe and Helen Ukpabio are the few
renowned female filmmakers in Nollywood (although Amaka lgwe is
beginning to work more on Television Soap Operas). Sulfice it to say
that the awareness by these women filmmakers of the necessity 10
experiment with the “woman's film” is still a far cry from its realisation.
Thus, there is the need for all the female directors, screenwriters,
producers and actresses to be enlightened on the positive changes the
experimental woman’s film could bring upon women's image and status
.1 cinema if adopted. These few fomale filmmakers need to give much
consideration to the roles they create for female characters in their
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narratives. There is the need for female filmmakers to adopt the concept

of the "‘““"““i"‘l'-“‘» [ilm™ as a potent and corrective medium through which
::'mlucn s denigrated image can be restored and also get their stories told
est,

. Male filmmakers conspire to represent women as being unfit to
rule Nigeria, whether as clan leaders, queens of kingdoms, or providing
political leadership at the state  or national level. Thus, Sicw Hwa Beh
(1976:201) observes that all we see in films is “the tragedy of being a
woman...the woman as the excuse and victim of male action...a woman
leading a victorious army (as) a witch and a diseiple of the devil.™ Truc
to Beh's observation, a woman is ofien associated with evil il she
manages to break through patriarchal structures 1o become a leader.
Similarly, Judith Mayne (1990), bultresses the need “for feminism (o be
able to analyze the distortion and lics of patriarchal culture™ and also 1o
let women tell their own stories from their own perspective because the
perspective of women as ‘real historical subjects’ may not be reducible
lo the images of woman projected within patriarchy™ (6-7). She thus
refers 1o Teresa de Lauretis’ critical analysis of women’s dilemma as
follows:

Represented as the negative term of sexual differentiation,
spectacle-fetish or specular image, in any case ob-scene,
woman is constituted as the ground of representation, the
looking-glass held up to man. But as historical individual, the
female viewer is also positioned in the films of classical
cinema as spectator-subject: she is thus doubly bound to that
very representation which calls on her directly, engages her
desire, elicits her pleasure, frames her identification, and
makes her complicit in the production of (her) woman-ness.
On this crucial relation of woman as constituted in
representation to women is historical subjects depend at once
the development of a feminist eritique and possibility of a
materialistic, semiotic theory of culture. For the feminist
critique is 1 critique of culture at once from within and from
without, in the same way in which women are both in the
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¢inema as representation and outside the cinema as subjects of
practices (cited in Mayne, 1990:6).

Teresa de Lauretis’s observation helps to show how Nigerian women arc
subjected to poor representation in films just as they are marginalised in
the cultural practices of today. The impact the woman’s [1lm would make
in redirecting men’s interest on the importance of female lcadership
should never be underestimated.

Conclusion

Women filmmakers should therefore be encouraged to speak in their own
voices through cinematic codes and techniques that tell their own stories
the way that is most appropriate and suitable for them because, as Mayne
posits, “thc works of women [ilmmakers ofler reformulations ol
cinematic identification and desire.” This goes to explicate the fact that
“the attempts by women dircctors to redeline, appropriate, or otherwise
reinvent the cinema are crucial demonstrations that the boundaries of that
supremely patriarchal form arc more permeable, more open to feminist
and female influence” (Mayne, 1990:92). In this respect, | should like to
submit that Nigerian feminist authors and filmmakers have the ability to
exterminate the patriarchal structures that have bound the woman
socially, culturally, politically, financially and educationally. If the
woman’s dilemma must be totally circumvented in the future, then no
one clse should take the lead but Nigerian women themsclves. Only then
could they be extricated and the male filmmakers will have no choice but
to follow suit. In sum, the woman’s film genrc is highly recommended
for Nollywood female filmmakers for, it is only through it that women’s
voices can be heard loudest, and their storics told specifically from a
woman’s perspective.
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