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marketing Nigerian Films: A Personal Ex perience

Introduction

The meteoric rise to prominence of Nollywood as a defining force
in African cinema and postcolonial African cultural identity is well
documented by scholars, critics and journalists (Okoye 2007, McCall
2007). Many journals, editorials and publications have been
dedicated to the discourse and celebration of the industry which
has risen in stature and posture steadily in the last twenty years.
Different scholars who have written about the industry recently
have looked at various areas of the business and the art of
filmmaking in Nigeria. These include historical development (Hanes
& Okome 1998, Ekwuazi 2008, McCall 2007, Oyewo 2003.);
Structural analysis (Adagbada 2008, Ayakoroma 2008, Akangbe
2008, Adejumobi 2003); Religious expression (Ogunleye 2003,
Adeniyi 2008); sociological and anthropological research (Ahmad
2008, Adeyemi 2008, Gwam-Nzeku 2008, Okilagwe 2008, Shaka
2003, Anyanwu 2008); theoretical and epistemological discourse
(Okome 2008, Adejumobi 2003, Okoye 2007, Harding 2007);
Political relevance ( Abone 2008); ethnological examination
(Omoera 2008, Ekwuazi 2007, Adamu 2007, Mohammed 2007);
field experience (Oyewo 2008, Ogunleye 2003); gender m?zi:;
Eﬁnyanwu 2003, Olujinmi 2008, Evwierhoma 2008) and educati

Udy (Baghipy 2007, Adeoti 2008, Ola-Koyl 2008

f ilif industry for many reasons:
Uka d_‘-‘nurse others have also vilified the okt and for

" tke found Nollywood to be “ideaologically a “Dubious

h;ﬂtal consumption” while Adesokan refers to It n:sn Nagyre o
Sl “heartbreaking and excruciating
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. ) o has become mal gallg
wour film culture ha about by-“the rise of the home videg? (0 E
ssherality” brought about DY : Shy
peripherality : ant” of the celluloid art “c-

8: 54); that “caricaturc variant= 0 = Called p,
9 S harah 1997, quoted in Oyewo 2003) and many Sy
home video” (Dara ’ haoa e fe,

i tary comments may have been made gy,
All these uncomplimentary Niceri © Tathe
| -derine that the contemporary Nigerian film indug
too hastily considering i lacing it on the sa J
is still very young and developing. P acing Me pedeg;
as Hollywood or Bollywood is not a fair assessment. We.must alsy
not fail to recognize how the video film industry came into beip,
after several failed attempts at celluloid art brought about by
imperialism and economic instability (Okoye 2007:21). Howeve
we must acknowledge the present gains of the industry, one whic;
the great African cineaste, Sembene Ousmane called a “grex
achievement” because Nigerians had found a way to reach African
audiences with African stories. He enjoins other “African filmmakers
to rethink their devotion to celluloid film and recognize that video
was better suited to the vital task at hand” (McCall 2007:96)

However, the core business of home video-film marketing and
distribution over the years, has received minimal attention from
acad:.amu'ts and researchers. There are a few rudimentar
€Xaminations of th_e economics and commodity aesthetics of the
::lldum‘}' by some industry players at conferences and seminar
i csl: agl €xperiential industry perspective into marketing of Nigeri®

0 "lims and the attendant challenges has been sketched by Ibitol

Okoye 2007:24).
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o of pioneers of li'fc. globalization of Nigerian video films ; i
;.lmsiﬁf"mty [?ushfu[ [o1 llllL'l‘I'lil.l‘ reforms of the industry, 'i'hila- 'it:Tf
sumble C{mtt'!-hullﬂll to the growing body of academic investi "l-lil’d 1
G[Nigﬂl'iﬂ" mdeu.ﬁlm relates a participant and an insider ﬁi‘e ”"}
Nigerian video film marketing and distribution in the Unﬁeﬂd
gingdont.

film Marketing and Distribution Practices

The practice of film marketing and distribution in the west
(Hollywood) and other cinematic cultures such as Bollywood and
China is standard. Because the industry is streamlined mainly along
a cinema experience, most films are made on celluloid and for
theatrical exhibition. Except for some direct to Digital Versatile
Device (DVD) digital movies which are becoming increasingly
popular in these countries — especially in the USA, films are made
for exhibition at cinemas and art houses. It is when a film has done
the theatrical rounds of cinemas that it is then released on DVD (or
Video Home System-VHS-before 1998). The film will further
premiere on Television as syndicated content for major TV
conglomerates such as BSKYB, BBC, FOX, ITV, FIVE TV, Canal ™
ete. This allows for absolute exploitation of all commercial
bossibilities for any given film. There is always a “findﬂw between
each area of distribution or commercial exploitation in these systems
“nd between regions. Though digital technnlng}ihﬂﬂ C*’-jﬂﬂidﬂfﬂhl_}f
shrunk the time available for all areas of exploitation, this system IS
l largely operational in the United Kingdom even till tl:?dﬂ}‘i ThEl‘ii‘
1§ an economic understanding between markets. Fﬂ{l 1{1:;31;; i

®$some time, up to ninety days at times, betweenad L “; i iceean

America release and a United Kingdom release. DIt

¢ “;‘Ema and DVD release to TV Premi;ms'ust films are taken to
E H T I ITl ]
varig. 1€ any theatrical exhibition though, TWEE 5 rers and

Hous ) ; : ibitions as well ‘
Citjcg m festivals for trial exhib nterest in the films is also

vig: assessment of the work. Public If d publicity tours by
o m“ﬂ)’ aroused through press campaigns an I:;en before a film
YIS, These in most cases would have begun €
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luction budget and plans for e wa.l,“l clfects for
o afare they are shot, These and many other publicity strategjes
(ilms before they al ¢ films in (he western world. Moreover

iber arke
are used liberally to mal lms _ R VK MR
the whole process of filmmaking in this anld Is very expensive ang
mostly underwritten by big studios whose influences are felt in every

area of production, post production a;?d distrih.utinn processes,
Thus, a lot of films end up breaking Into profit be.fnre all the
distribution windows have been exploited, especially, major
blockbusters, those that are star-studded, well 'marketed and
publicized. Most films would have made substantial profit while
still in the cinemas, while others do so by either the home video or
TV release stage. In some cases though, some films just simply
bomb! Not breaking even after all the distribution windows are
exploited. There are also an increasing number of films whose DVDs
sell out, making profit only at the home video window.

The exhibition of these films is handled by large exhibitors who
own strings of viewing cinemas and multiplexes. These moguls cut
distribution deals with the studios and independent producers during
production or after they have seen the film at film festivals. In some
cases even before the commencement of the production,
distribution deal is already procured, depending on the marketing
savvy of *the production studio or company or simply based on
commercial reputation of the producer, director or the stars of the
film. -For exhibitions, a film opens simultaneously in cinemas across
zdr:g:;n after it has been classified in that country or region. Al
regi?:u h }ﬂp:r?lisaxairrfuiuzlfl; é’ilat{nns will be targeted at a particuldr

Home vi istributi :

b Ecom:a:ﬁ?;uﬁ;ﬁzzﬁ?;;i imlajoF feature films has increasin;l;’
companies and independent adpﬂlnt for large studios, prud‘t{cuﬂf
digital technology at home mapm ucers. Due to the availabiliy ©
and keep their favourite ﬁl’ms - People can now afford to PUES hﬂs:
Cinema, Also, films made re'..nezn after t.hey have seen them int g
Increasingly popular, hepce tlur PD“}E .dlstrihutian are becufﬂlﬂ

in Western cultyres. Prior Lle f15¢ In importance of home vide ;

0 this, films were mass prudufﬁd 2

Video Home
VHS has m:fp};i[lil:] (1IS) for home viewing. But since about 2000
Y disappeared from the market in the UK. 1%

dis

goes into produc
"F
to reveal the prot
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nce been replaced with Digital veyg . Deviee 11y
ith DV, more films are sold direcyy 4, ot e EI0RY
{'],]551-':5 SlIL‘h il!\" I'he hlnll.'ul ol h"llhl:-"‘ “The | b ”“I.llfll-r 5 the L fW
Jisney productions are still selling o, VD i ”rul- N mr’i variens
Companies such as Love Films, Blockbuste mitea Kingdom

: I Videos and e
pternational network of retail and repyy) outlet:

wave made DVD films available 1o many homes
\\'«'-III.I-

Television distribution, which is the ast
s handled by professional programme s
huyers. ThE}f secure premieres for films on TV networks across
different regions of the world. The amount of money paid for a
particular film is not uniform but depends on many factors, which
include the film’s popularity, the stars, the production values,
demand and competitions. Most films end up on TV anyway because
they form a strong content base for television schedule all over the
world.

This is the order in which a typical Hollywood or Bollywood and
British film for that matter, reaches its audiences. The African
experience is however different.

€O with
vind online shops,

ACross the Western

in the commercia| order,
yndicators and content

African Film/Video Distribution: From African Art
House Films to Nollywood Video Distribution

‘uhn McCall (2007) rightly asserts that most African f:lms il::;:}l}
“lluloid did not reach the African audience. The whnde ptr eriods
film production and distribution in the early mdepan:rg F;JHE to
9 African nations was funded and handled by fﬂffjl%??.’)‘in Africa
?his fact, many feature films shot between 1';5_5 aﬁzrupﬂﬂ" backers.
Vere heavily manipulated and censored b}.’ : El; cinemas in Africa
r.:‘TJ the foreigners who owned th; :hl-:,taslril{:lrﬂtﬂd their cinemas
“Wrally f »d foreign films an L over. the despotic
With Lheym a:z;zejinf;rﬁ:f African features. lﬁ:ﬂﬂl?'f:‘ﬁ:'ﬂ_[iiﬂ muzzled
¥ ,"'”'L‘i!::: of many post-colonial administrations |

- - il 4
; « Farly Sembene
*inde . vistes and filmmakers. Ea ‘-"."“wm ol
Pendent voices of artistes ¢ egal by the govel
i

[ -
i in Se . ooeuch as
I,,:UI:‘-]IJIE films were banned In Millzhmmkm-g in Nigerid such

d § Call 2007:92). F ‘
kg, ., 2€Nghor (McCall 20 R
s gbomah and Francis Olmlulului- :q::mif 0
of censorshin at the hands ol des]

Ll\.h L h"‘-ktlt
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This is why most early African films turned our 4. At by
films shown at Freneh cultural centres and foreien embassipg Htrn:
Africa. The producers were also making the kind of il that lht-s;
backers and sponsors wanted to see; films thap ru;ﬁunam',:,
denigrated the African subjects but endorsed the uropean iMage
of ‘primitive’ Africans. In Nigeria, but for the singular effort of
Yoruba travelling theatre practitioners such as Hebert Ogunde, ¢,
Afolayan, Moses Olaiya and a few others, who took their theatre
the large screen and showed them to their existing theatre audiences
across Yorubaland, most of the early Nigerian films, like their French
counterparts, did not reach African audiences (McCall 2007: 9.
95). Hence, African stories were not really told until the emergence
of the democratic video technology that birthed the now popular
home video which has taken African stories, funded and told by
Africans, to Africans across the world.

It is pertinent to state that the Nigerian Video film, though not
originated by petty traders at the [dumota market in Lagos, was
popularized and organized as a business venture by the Upper Iweka
‘boys” and Idumota retailers of blank VHS tapes in the late 80s
They took the risk of putting recorded dramas and popular TV
programmes on VHS tapes in order to quickly sell their old stockol
VHS tapes. This was the accident that began a new movement and
one which has finally given voice to the artistes and cine professiond
and created a distinct identity for post-colonial African culture.
_ The home video distribution System that has evolved in f'_hﬂj";i
Is still largely primitive and labour intensive. Many assuﬂi}“"he
have also eémerged in various parts of the country for people m;
trade. Ibitola (2008) has identified six marketing asso¢i?

i the
lucatgd_m different parts of the country. Members of ok |
associations are respops |

5 ieti y

. ible for maintaining the existing nE: ¥

of retailers and loca] distributurship while opening up neW 0 pai“I |

EFE: I:Iil}ﬂﬂfet €Xpands. They stj]] rely largely on a point ;ﬂvidf‘}
Istribution system, moving laree iti f videos O ¢

Compact Disc (VCD) o Vi o o

a
, (and | different Pilageo
the country on relegge : e N i

dates. Althoy ional Film 40
_ , gh the National ¥ m
C: nsors Board has 'Ntroduced a distribution blueprint ;aﬂl Iﬂﬂﬁl
the system by licensing national regional, staté 2" el
dlstrlbutnrships at exorbit ,

jsting
- . he exls ,
of individuialice:. dnt costs, it seems thatt e
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H}'“"l“"l in London: ('hlhu]ixill:r Nigeris .
ﬂt;ﬂ\‘ * IBErTan Videg
-il s L
l‘ , early 1“‘””"' of Nollywoaod CXplosion (her

¢ Wik

4 e
;“:1" jan v .t . J
W and African Video Centre' were

ideo distributorship in London, Best of the i 75
| L] ["HI ﬂl“'it'ﬂ”

the most vigj -

' sw¢ These woer ’ R ) Vlhih[{‘ f".fl'ii‘
0 cetailers. ”‘lf..‘nL WETE Opportunistic businessmen il sas
“ L the market tor African videos in the | L

apint ate 80s and cashed i
yhey did no more than sell mainly pirated or badly dubbed videos

o their hungry customers who parted with 10 pounds for e

hese tapes. Even though they had been rtar;nilingI ﬁltl:::[l:uf-(: :::E?]E
syears before | produced my first feature, they had never distributed
m ilm and they did not develop any network which anyone could
«¢ for video distribution in London as at 1997,

My foray into Nigerian video film distribution and marketing
was accidental. T had earlier learnt the lesson as a budding
Vollywood producer that one has to be ready to distribute his own
ilm in order to make profit from the unorganized home video
market in Nigeria and UK especially if the fund from the film did
0t emanate from a marketer. This is because right from the
»ginning, the industry was peopled with what Okome (2007) rightly
wognized as carpetbaggers who are out only to make quick profit.
These business people produced their own films or supported the
Moductions they market. A lot of the marketers are also cfnfely
dated by blood or kinship. Therefore it is very difficult for just
“body to break into the Nigerian market without the support of

W‘;"Ef;l cliques and cabals.
11997, after many years as a profe .
~dproducer, | produced my first video film, “11th Commandment -

8Was in ] d ar earlier at the height
Lo ocated a Y€
ndon where I had re - than to resort o the

nd prufessiﬂnal refuge
ning as an actor and
rked with cin€

dn

ssional theatre actor, director

of \ -
’*‘Hﬁacha s despotism. One had little choic
the. Imas 5 medium of artistic expression 4

n :
Gir ' %t to London. Having undergoné tr:::il .
dan an

| e Sig
zhu

n
Eﬁ.mal?ﬂd the video film in the early mmf.ties, ® Hleas to 523 0 -
g ? iedUCated artistes of that period did. Teein .
"y, "°T experienced an unpalatable exposu frst film “Oro

. : le's
“UD and cantinuitv officer 1N Dele Odu
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l was directed by Jide Kosoko and Mtk
iy

by Nek Video links. The treatment meted out to English ey,
prul’ussimmls on the s{{[_ made ::'.mm' ol us o rf.-mt_w tha
indigenous theatre practitioners did not want the English lang
theatre practitioners in the industry. The Illillf-:tjlluuﬁ theatre artig,
are mainly the members of the Yoruba travelling theatre wadig,,
whose membership and practice are derived from years o
apprenticeship with a theatre company or a star artiste, while e
English theatre in Nigeria is mainly practiced by those who hay
had formal training in a University in Nigeria or a drama schol
abroad. Thus a lot of these elites stayed away from the Videofes
that culminated into what is today known as Nollywood.
Theatre practice of course was a very precarious profession in
Nigeria. Without state or institutional support, it was tortuous for
the average theatre producer who had no sponsors or patrons i
the early 90s. This is aside from the abhorrence of the military
towards theatre and media practice and practitioners. I left Nigeria
with this despondency about theatre practice — so much so - that
v}rhen I gotin the UK the idea of going through another ordeal of
live theatre became scary apart from the fact that there was virtually
no rf:al professional African theatre industry that one could tap
into in London when I arrived. By 1995 the home movie industry i1
e g
video production fepve:.frsmnal adventumuﬁ. snough. Mﬂmw?nt]w
our film “11th Comman :]15 )’Etﬂtu catch on in London so mﬂﬂ: 1
completed in London t ment_ OEGUTE ik Fist et 5];} ;u'
Shonaiya's ‘More Blessino’ %Et into the market followed
At vidio <k 8 ( 5?97). il
bl i 1980 s 12:1;}5 nffermg poor quality video rental 5t i
ndon. African Video Centre founded bY " d

Akindayini and his wi ' :1
yint and his wife opened in Peckham, South l,untlﬂlhl'l'-";

later Dalston, Nort|
) 1 Lﬂndo . s for 1
films from Africa and the N, to serve the growing needs oS

Caribbean. B . African Vi
also had a shon o an. Best of the Best T
P on the busy Walworth Road, South London- ugﬁidfﬂ

these two busi Lo
sinesses | , i 0o
teld a strong duopoly in the "{ﬂ, shol?

market, With
: 1€ gro ot : yé ol
soon opened up growing popularity of Nollywood, mo hes®

maij T : :
tnslisdud Mﬂc‘”m;ml}’ N areas with dense black 1mpuluuuns: il
an 1ood markets and shops. These shops ya!

Kanka" in 1992, whic

the
IIH:.{!]
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Iih‘ﬂ‘”“] rented pirated films o vy e C——

11'- L ] " ¥ - .. ¥ . r Ir" II|Ig | r )
* | everyone Wi MARING: & quick buek wiik | .lrh s
ine . v it - : s e
I” iﬁ"-'t*"ml"u': of the copyrighi tmplicationy g sy | 5

s i

{rrH I .-I ’ i
‘oekly: EPIS Plracy,
Him Hig
video il

P 0 yened @ video production studio on |
1y 1997 with the aim of producing

qul

I Streed i

| 3= ST T and corpogaie
ents. We shot and post produced “1 1y, Commandmeny” Iu-llw:-rn

e and September 1997. The film, written an directed by Fem;
oeunjobl and produced by me became possible l]E{:;lusulil nj:uuriigl'
J professional actors from Nigeria had relocated 1o London ﬁrmmtl!
st period and some were also on holidays there. [t was relatively
isier to produce the film than market and distribute it. | had
sroneously believed that there was going to be a ready distributor
:mong the existing retailers, but this was not so because the existing
shops were mere retailers and rental outlets. After a very successful
sremiere of the film in which all the players were invited, I got a
gistribution offer from the biggest shop at that time, African Video
Centre. They were going to distribute a total of 500 pieces of VHS
zpes in London at a price that I thought was ridiculous. It was
depressing. How was 1 going to break even as a producer if I was
wable to sell enough copies of the film in the UK? This was what
mompted the resolve to market and distribute the film myself in
ndon. Soon enough, our production studio turned into a
Usiribution outlet. With support from Lloyds Bank, we were able
“ mass produce copies of the film on VHS and cnmmencedf
fllslributiun. After covering the entire Biacif dominated palll(*ts ud
“idon, we moved the professionally duplicated and packaged
"eos to places like Manchester, Dublin, Holland and Germany;

i

g

zrl]EE‘ f" less than 90 days of release
i, . Pies of the film, This was a time W

l’:an; ?ﬁ?“if*lly released in the UK. For pubhf‘fy-s
fipg ,; Is pasted and distributed with the tﬂ?[[:c.c'lltﬁﬂ he
"My Mouth which worked in our favoul f']n;

The l'llll}' in the United Kingdom loved the- I .ru{lllf“ our next
fl]md -'i!.lf!tEgg of this effort emhg[dened us to p reter foF “11th
EA‘JInrnurmg 4 visit to Nigeria in search of @ I,ﬂmin pri '
b ﬁlrznqme“t"- While we had some agreement ' I

S date hecatst
1L wag not released in Nigeria till da

. we were 1l o
hen there were no Nigerian
we had posters and
We also relied‘nn
Nigerian
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- what has rurned into @ real pi n e Nigerjy,
afoul of wha ‘il|-i?'llit}ll of video marketers along Ethj, |[“
Ty v POk a il :
industry: the | arket only Yoruba films while (g, i

Keters m k

uha marketer: lerre e re; ‘T ;
le.:: « all English language films. Bul ll*l roe Problems v,
Marke® © s of English language films were mostly jgp,,.

oducers 'Uf I 4 a filme Thow id,
1,1“: ’1“ producers mainly produce Yoruba flllm.a. Fhere wey, .

oruba 1ani. Tunii Bamishighin and Tae. e
exceptions such as Tunde Kelani, Tunj ade 0,

lish films at some points in the develop,,

}:hﬁ m::}t{i::; nﬁ:fsﬁul:lgrecurd though that some of the films m:njr,,
t]::z ﬁee producer/directors in English language never achie,
the kind of success their Yoruba px:uductmns'achieved_ This sityz,.
effectively excludes a lot of trained English language artis..
Voruba ethnic origin from the industry. In 1997, there was ajre;:
ethnic suspicion in the video market when we brought the “1;-
Commandment”, made in English language, to Nigeria. This
so much that the film received little interest from the Igho market:
while the Yoruba ones will not touch English language mo::
anyway. Needless to say, it was in response to this that I bz
produced over twelve feature films since this event, all in Yo

language with commercial success in Nigeria and Abroad.

Upon returning to the United Kingdom in early 1998 withan:
film in Yoruba language, “Eru Akata”, I repeated the sim
marketing procedure we used for our first film with greater suc
And soon every shop started asking us to supply them with orig®
ilirtn}f ;E;EI:E C’bf the Cla_ﬁt}' of our l?rnd.uctiuns. I then tEHm:;i;i
Sl s 1ggest Nigerian music distributor in the UK, f g
gether we found “Sound Image Ventures”, a mus ™

video distributorship, Starting from our studios on Peckham His

Stl’EEt, we soon expanded to a retail corner ShDP in Camhﬂﬁfﬂ

South Lo < epibution ¢
ndon. We took over the marketing and distributi® e

Nigeria i i .
gerian music and film in the United Kingdom and Eump!fﬂ""

storm. We also contj ‘ ol
film per year. tinued the production of films at the f

o
stribut®”

) m-
: Patterned along the Nigeran 7 l?ghﬁ"tﬂ
UK distrihutiu:]g:tnan marketers and producers to buy thei: Nisf']i
Printed the o 4N agreed fee, The producer or markete! :;i[irffff"'"!I

n .
O release video jackets which were usuall ]
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ones I.I!ifd in Nij:t‘l'i;l and sent thege

“111 i il ¥ i

mI’wm London. e H]]L ; Iludhh pProduced e videos prolessionally
*MNE & o - i

i 08 1N London, We releace

A annon vide We released (he London eopies ip

‘,::H.d case lmckﬂ_st‘ﬁ “1. ]Eilslt' J \?’Uﬂ‘ks before the Nigerian release.
Ii.‘:i.ﬁ was 10 ctcﬂ?c .-.mlmlm ttfgl(l:[‘lﬂ] marketing window for
lywood and also forestall Nigerian copies getting to London
;hmugh the numerous foodstuff retailers and other travelers before
Jurs.
“]m.- the time the films were released in Nigeria, we would have
qurated our market with better packaged and original copies of
fe films. We usually penalized errant marketers or producers who
tiled to stick to the release window arrangement. In reality, the
onger the time difference between the London release and the
Nigerian release, the better the sale of the films in the United
lingdom. Once the producers and marketers saw that the
amangement favoured them, we were soon flooded with more films
than we could handle. The release of Tunde Kelani’s “Ole Ku” and
fichard Mofe Damijo’s “Out Of Bounds” in London (1997) was the
trning point for globalizing Nigerian videos. Wwith the success of
these films as well as our own productions, many business people
‘on joined Sound Image as marketer/distributors. Some of the
fiisting retailers too soon began to purchase London/UK rights
om Nigeria.
iacgi usually bought rights at between Dgedtﬂet;ﬂaidp?;f;‘:?yl};;
- etand the number of jackets purchased dep e Ry
fpupularit}. of the films and the producer. i Id from a
Ueed by big actors/producers and marketexs often so1c from

iy of 1000 jackets to a maximum of 3000 jackets in London.

e we |y i ied out extensive publicity fuf .
iy ad advertised and carri d Nigerian community

N othey irate
fad: releases and on the many pia : d
dig Slations, posters, handbills, weekly magam::faism;nuf
Papers, the film usually sold well upon release. Som 4

b
gy
EE. g .
Old less than one thousand coples. We sold

Iy
m il price a
: ed retail p

h*'zht °en five to seven pounds recommend s usually four t©

iy %l'nun the video boom. The wholesale price wa
::f“‘! f:is Per tape. When we started, we used t
'Elﬁbu{ “eks. At the height of the boom in 20

oIS were releasing jointly about ten (o

along with « master
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Video Marketers Guild in Londe,
ed 1o release @l least ane film r
o5 on the London marketing
to the fact that we had iy

nsive 1o huy the necded o

n 2002, (he Nigerian
ach tri
[ative sucee
was due
nore expe
ied market copy videos. Dubbing

Therefore, many rotailers and ”‘_.;...
Also, we t:“rr“:,;“._‘;

members and ¢

There was I't
(he VIS era. This
the technology: [t was 1
(hat can copy the encoc
also time-const ming.
simply relied on ou
entrants into the ret

¢ original films.
ail market while also expanding the ;
through the existing African foodstuff retailers. It e
release one thousand films on Friday, and by Monday we iy
back in the studio to collect more copies for the market. The b

public simply could not get enough.
In early 2003, I started another film retail business in Eas ™

cglle;l “The S.mart Place” (TSP). We also had a studio anc =°
f‘:rst.nbut:':lrs}'.upf ‘YSB International”, at the basement of 7
hile still maintaining business relationship with “Sounc =
Home Enltertamment” which was then solely run by my 2=
Eg;téler-' ‘The Smart Place” expanded the business to thé =
o 3;1'1 in direct CUL.ll'ltE-l'pﬂil'lt to the existing retailersin Eastie
i m:f II}alnly pirating our releases. TSP became the ¢
e rza::: r111‘1 WF}firrns nl_ll’ visual aesthetics and business pfaf'-'i'-":
y we had to open ebt 57
i ek bt pen TSP was due to the d
As menti
Experien;t-mmd above, we modeled the market after (1 ME
Retail bein,gs‘rlf; lsmll] g finished products to 2 network ° .:Lj::'
ale of goods in relatively small q”amm:i.'
Nige!™

public’ (Oxf s

practice is wg;f IEiltcc.tll: ?gg 1996), in London and_, g
system”. This system is i 08:48) called the “conVemt
role of retailing, whi is in direct contradiction 0! e
range in small f;ua ich is breaking bulk and selec
marketer prnducesnnw to the public (Rosemary Varle}
then also pays for or purchases a film, paying apfront for .
the film to be n?I the publicity and marketing: R
market on credit 255 produced which he in turn ffwﬁ:!‘n
serious power ht nd on sale or return basis: This Eiw}
transaction, Ihfi?_?l:cl he has invested little OF “?I]:ntlﬁ"

ailer has not requestes for ©

y

ing o=
[II._ e




i (08 he .;mtltl Il;lllr.llf.'l suecessiully, bt hadd the Felines e Hy

dul'*‘n,n at his doorstep. Phe marketers believed this 1o be the hes

1 ] !. L] '

‘“’":“-r (o sell morc videos. But the problem began with the
1 aalpay o AR ¢ H 1

in ¢ and release ol very many [ilims per month, more than

‘““'h":[i(-"l- as willing to acc or
lll‘ retaile! wis 9 account lor after sales, because it

:Ltamucd (o so much KROTSS: 'l_'h'ff retailers found this system very
':.mx'rnia:nt and milﬂE such a l‘illllf'fg at the marketers’ expense, using
e monies in their charge for private purposes. This was also the
case i London, v..rhere retailers were using distributors’ money to
by pm]]erties while marketers languished in perpetual lack, always
woking for money to meet up with the demands of coming releases,
.hile many shops owed them a lot of money.

An average shop that sold 50 copies of a film, if there are 10
iims released in a week, would have received 500 films in that
week. At a recommended retail price of 5 pounds per tape, an
average shop in London did a conservative business of 2500 pounds
per week. Of which only about 500 pounds was their profit. But the
noney that belonged to the distributor did not get paid as and at
when due. The catch was the distributors were unable to stop
distributing because the producers and marketers in Nigeria were
producing more films that they rushed into the market. Any attempt
 stop supplying erring retailers resulted in piracy of the films, so
this debt situation spiralled until we felt that it was better to run
our own retail outlets. The video film business in London at the
%ginning of the new millennium was big business and many people
Wanted to play a part. With about 50 retailers doing an averase of
25,000 films weekly at the rate of 5 pounds per tape, this comes to
E_bnut 6.5 million pounds per annum. This coupled with the rental
BUres; put the earnings in the industry in the United Kingdom
ﬂ:rfd 10million pounds per annum by 2003. '

's also pertinent to state that 98% of films released legallyl in
1? R at this period were Yoruba films. Retailers imported English
Thig :ie films directly from Nigeria, first on VHS anfi la‘uer on ‘::CEH
the pg * Partly due to the earlier mentioned ethnic suspicio

; igeri - aelish language
fnwiﬁ; g’;_ngenan marketers and producers ﬂlf?nglibll‘l l\[':i'uhﬁﬂ
g gy - he Nigeri ‘on in the Unitec Kingdom, a

© gerian populatios 0 uetian of6ki

is !
Pu 4 E]:mDDrtmnalel}f higher than all other €l sy
€. Hence Yoruba films were in higher demand. X
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the market opened, English .IH."H'-“’E}U.f;i'llll.‘i becam. -
especially among second generation le{,t.lll.'lll.‘_i- W'"f do ne
or understand their mother tongue and other African in i, Diasy,
This nsymmﬂtl'ifﬂl demgg'raphlc I‘ﬂjn—{:&;t:fnl;tllnn n:mdr: the ,-;-_','_I,’_
Nigerian marketer of English Iansllﬂ‘SE films who is Primaril, f
wary of doing business with the mainly Yﬂf'ubu London mg,,
I marketed almost all English language films legally rejoy.,,.
London, such as “Raging Storm”(1998), produced by ;.
Onwuchie, and “Dangerous Twins” (2004), produced by ..
Ogidan. These were procured directly from their producer: g
old connections. However, English Language video films wer -
less popular especially amongst non Yoruba Nigerians and o;-
Africans and black British audiences. At over 10million pound; -
annum, the players that got the best of the industry during .
boom were the retailers. They continually diverted the mon:
belonging to distributors to other businesses while paying ba
whatever they owed in bits at sporadic intervals. This situatio:
coupled with indiscriminate piracy made it imperative i
distributors to begin a process of setting up more retail outlets

key areas of the United Kingdom.

TSP was founded in 2003 while Sound Image was remodes
and expanded. These shops, though independent, worked as siste
companies from the North and South London with the largest Al
population. The game changed for some time due to us 827"
more control of the east end of London and we were able to pro?"
monitor and supervise most of the retailers in that part of th "
And instead of giving films to debtor retailers, we sold them dlﬁfrv..:
to the customers and rental outlets. Within a short time, ¥¢""_
able to turn Hackney, East London and Camberwell it sou
London, into video markets of London, from where all ne¥ TE!E:;‘;E
emanan?d every week. We were soon joined by the likes ﬂ.‘b;'»
Worldwide, F&F General Stores, Kashi Videos and so on- Wik iﬁ“:
ten regular distributors and over 50 shops, Nigerian films Wt s-i e
virtually in all of the UK. Soon enuugh:we expanded che bt
into I.reiand and then Europe; from Germany through
Austria and Spain, In every major European city with & ff‘ﬂ‘;
food store or African restaurant, we had rEPTESE”thEH.' 4
the decline of the VHS in 2003: we would send fil™ Joe

o .
L7 A~ ~ B
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yaster copies Lo IIUI”'L‘_H”""“"‘_“-“ W lrelind, whe AUNRTTRT duplicate
" gistributed in their domaiy,

ﬂﬂd]‘I{m only real threat to the hygjpes, |

Larketing and distribution at this tme was the 1SSt

h-ﬂu highly encouraged by the videg rental busipe

::;1',1 qllick buck. Even though it coyjq be costly

ally broke the encoded tapes o pirate them.

sought one copy of the films and then made

«ll. Therefore, while so many people we

s many bought the original films, This is

of worty for the handicapped London mj

prosecute known pirates because it was
against pirates. This was what led to the
body of Producers and Marketers of

products in 2001,

The Federation of Nigeria

was formed to regulate the in

" Nigerian video [ilm

ol Piracy. Piracy
Sses that were gyt
to do, some shops

They just simply
COpIes to rent and even
re watching the films, not
Sue was a constant source
rketer. We were unable to
costly to seek legal action
emergence of an umbrella
Nigerian Entertainment

Entertainment Industry (FNEI) UK

dustry and position the players for
better result and expansion. We involved everyone who did anything
nthe industry so that we might have a broad base. The association
worked well at the beginning with concrete support from Nigeri:an
attistes, producers and ma rketers. In 2003, FNEI organized a ma jor
Entertainment Awards which about fifty of the bigges‘t mix
Nollywood stars, producers and marketers attended from Nigeria.
' as such a successful event because all sections of the industry
"ere represented. We used the opportunity to call the attention of

¢ Stakeholders to the plight of marketers in Lnndfm. ffFNEi
“vassed the attending industry leaders to encourage their di erenf
“Sociationg in Nigeria to curb film proliferation because sl?me 0
U haq Noted that the supply was outstripping demand for our
“ts and this was not healthy for the industry. e el
the ﬁm}f after the 2003 FNEI Ayrarcs, | Was s Eilslppl'nductiun
y rﬂlnmatim' " Jraught tie e ol tloas;ztr]; of the Igbo and
fony aﬁase e on: 1 g i Al e le industry. [ also spoke
Wity , narketers who were the backers‘nf thei \ a6 Assoeiadon:of
Vigeu 9OF film Producers and associations, Sucd : er’s Association
Thﬂatre Practitioners (ANTP), Movie Produc

ilmmakers

erig : - Nioeria (AGN) and Fi

Cog s t"mtm:s Guild of Nigeria (d for were that: 1) that
'Ve. The ideas that we canvasse
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should control the output in u-:rmslnf nll'm:}{fl' -'l.llt: quir{l-}, 0 gaip
more market and possibly better price for the ]‘Jli}{ ucts; 2) that
should classify and register our films in the Umtm:‘ _I{m?:tinm In ordey
to control piracy and secure government support for our efforgs.
Most of the meetings we had were successful and all the players
saw our points. But in reality they were unable to actualize our
agenda. There was nothing really that we could d1o frt?m London jf
the control and improvement was not from ngerla, the maipn
production and market base. The marketers in Nigeria were in 3
much deeper crisis than we were. They had to keep releasing films
every week in order to get payment from retailers who owed them
a lot of money, which has amounted to substantial debt over the
years. Any marketer that did not release film regularly had no
leverage to use to get some money from their debtors because they
paid only those marketers who constantly released films constantly
at the expense of those who did not. This is one of the reasons why

so many films had to be released every Monday in Idumota, hence,
in London.

Effect of DVD and Internet Technologies on Nollywood
in London '

The incursion of DVD technology and internet video streaming into
N?ll?:'ﬂﬂﬂd in London was both a good and bad omen for the
Nigerian video film industry in London. DVD, at its introduction in
the late ‘:"f{}s m the UK was hailed as g major breakthrough in medid,
communication and information technology. This is because the
disc has more space than the ordinary compact disc (from 4 Gigaby*®
upwards as compared to CD’s 80 Megabytes) and can take mo™
funtige uf.wden at its highest quality. However, Nigerian video
?]?ir eters in London did not upgrade to the DVD until about 200%

> VA du'e %0 t‘hﬁ fact that the customers themselves did nof
upgrade their equipment quickly as the cost of DVD players Wit

inu
- As a result, the marketers Cﬂ“““]isu

their films on VHS . . ng
language films from Niwpﬁnta'r?ff_aﬁd m:lpﬂrtmg VCPfprmPﬂ':[
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s 1and 2 of lilms which would normally cony
.::119 pvD disc on their cum]:mvr:s, scanned and printed the
s and then fll':mtif:d E!w. market with the films. Gradually this
o ice became mcmamngl}f popular and acceptable amongst
_'.':t[i;mﬁ* until the whole industry migrated to DVD technology.
“f“',t ates who were at first, copying and selling English language
fhe P! rchased from Nigeria, soon became
sims that were purcha geria, soon became emboldened,
uying copies of ofﬁcm! London released films, copying them and
jooding the market with cheap DVD copies. At this time also,
qernet sites selling and renting pirated Nigerian films started to
ﬂpcfﬂtﬂ.

The situation became a fierce battle between marketers and
pirates, some of whom were technologically better prepared than
the marketers. The marketers soon decided to regain control of the
market by dropping their own price to the level of the pirated ones.
Between 2004 and 2005, piracy had attracted more people who
saw a cheap way of making money. Not only were internet sites
selling and renting pirated films, some operated sites offered free
mline streaming of Nigerian films for the cheek of it. The sales
tarted to fall in our network of shops and soon many shops closed
down while others resorted to piracy to survive.

r”igerian marketers and producers were at this point unable to
“ininthe galloping rate of film releases. We tried to use the British

‘mment, through the British Trading Standards office to arrest
hm"";}l PiraFes. They asked us to cnnfnr;n to Fhe Uniteq 'Kiﬂgdﬂm
o y tﬁkl{tg our films in for classification with the British Board

M Classification (BBFC) before releasing our DVDs. And if affer
e th:: Seeany copy of such film pirated they will arrest the c?lpnts.
uE[inlakaUBEd a new video film just produced by Sound Image,
Nigar:. abU” directed by Yemi Amodu as a test case when
thE'Enan Produc forthcoming on the issue of

Sication ers were not forthc ey Hlm 16,6
Wiy y ". “Erinlakatabu” became the first Nigerian 300
Py ds “lassified in the United Kingdom at the cost of albuut
ey " ¢ had wanted Nigerian producers to add this cost to
marketersuuiun cost at the post-production stage or that ngler;alr:
. les ﬁmadE allowance for it in their budget. They p rnbtiijb {h:d
8ure was not worth the extra cost. Butl arguﬂ‘ﬂ a
Ohe, the sales would have increased dramatically over

ain four dises,
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time hecause of government support that would have acepe (o,
Rritish classilication and we would h:wn_ been able to keep Piriicy
under control with more clagsified films in the market. Anyway o
other marketer or producer from Nigeria or in the United Kinge,,
followed suit. We were alone in this crusade.

Upon the release of Erinlakatabu”, it was notoriously pirated j,
defiance of all threats. We tried to arrest some pirates and interper
business operators, but could not successfully prosecute them fo
lack of money to hire solicitors and go the whole hog. We so0p
abandoned the idea of prosecuting the identified pirates i
frustration. Because we were losing so much money to pirates, we
took the only option available: we stopped buying London rights
and all marketers/retailers were encouraged to purchase directly
from Nigeria the films that they needed in their own shops. That
ended the era of London release. And it was brought about by the
new DVD and internet technologies. DVD images are clearer and
the disc could take more footage, thus removing the need for two
discs for one film as in the case of VCD, it was the standard for
market copies for films in the UK but was far easier to duplicate on
personal computers. This cheap and faster form of duplication
made it possible for pirates to flood the market with Nigerian films
at ChEH_P prices. The fact that it was easier to rip DVD unto computers
also aided the proliferation of internet portals offering cheap
Nigerian films for sale or rent.
~ Today Nigerian films are more than ever before heavily prese™
in the United Kingdom and elsewhere in Europe, but i *
disorganized and informal manner - much as it was pre-199"
:Eizzlgfnzni rl:l":rﬂ:.al ;“Efd}ﬂms fill their l:fa gs in Lagos upon jou rne}’-:

: eo shops in London receive cargo packages of lates
;i:ﬂsi;? ':':féd:t Eli Elrates', some of whom are former marlfelﬂf;;

and it seems that any producer willing

prosecute them must be ready to 4 Durpost
and determination. Y to go the whole length with P

Conclusion

E‘:lﬂ:lﬂﬁﬂg ﬂl?d distributing Nigerian video films in the U™
1998? '?:::i Izli;mm“‘.' a lot of opportunities and challenges . Euf
H 05. Illllt]lﬂ (49] has QhSEWEd that l“ﬂgﬂl Expﬂl'm[l{} J

jred
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a films and lacko ol rovaliy o, loreign sile:
T pallenges lacing, the industry, While e
I!]N”'mliﬂ- I would hke 1o Pt ot i 1
I.w]1r|:.ulluct'lrx know the major Pirates

Nige A some of

W i with this
BEOEthe marketers

" VO Nigeerian (ilme in Lurope
Rl - Ty ETAL r ] L] ¥ R -
al Upited States of America and even have cordial I'{‘|:I[it1ll'i|li[}‘
Mk )

with them, meluding travelling “h.i'ﬂtild upon their invitation. That
Njgel i |‘||m.1l.lr.‘.t'l'5 are mol receiving royalties abroad is alse 4
iu:lu:nm‘.t of their inability to play by the yyles of foreign nations. |f
garketers and producers were willing 1o classify their films in the
Uk the story today would likely be different. The same thing goes
or USA or any other country where Nigerian producers sell their
ilms. Itwas lately that Nigerian films were forced into classification
helore their release in Ghana. When the right thing is done, we can
‘hen expect the [ull cooperation of the host countries in our quest
iwearn foreign exchange legally and prosecute the pirates who are
the bane of the industry.

The introduction of DVD and internet technologies which should
lave been major advantages to the industry, especially outside
Nigeria, was hijacked by pirates to the detriment of the producers
ind marketers, The obvious solution is that market copies of Nigerian
films ag Standard, should immediately be migrated to DVD. Pirates
e still having a field day in Nigeria, United Kingdom as well as
her locations abroad because marketers have stuck irredeemably
WVCD as the industry standard. This means that pirates can always
™ them to DVD which is the standard in western nations. In
'“Ettria, Pirates release DVD-9 containing multiple Nigerian and

g0 films under the noses of marketers in Alaba International

;h:ke.t - fclassified DVD films were relei«.lsed in t‘he Uglited Elur;gud:nli
It&liz % 110 doubt that many legal bus:yes‘ses }ntlu mgﬁ e pAny
.‘ii;,.ﬁ].]als Will show more interest in distributing c#r e
"-‘r:u film that can get into the Blockbuster or e'st‘ ke niipras
indr.:s. r e really opened a new vilsta of PPPEIFI?:I':IEPIGCIHCIS,
ey 11"' But these major retailers will not touch i dg\:mrtd. vk
) “lrnplf: ]JEj-ipllEt‘{ili[y of our films in L[TE d?wclr:}p‘e i AR,
iy ¢ Teleased on DVD and a distribution system I8 1n Pl
i ml Poducers and marketers will regain rwl:l‘fﬂ

Ity el and royalties will flow into their lmnr:ih’criun ovies

: “Eflussury to remind ourselves that Nig

.
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streamlined along
all the commercial windows as it was (e .
o films in the 90s. Most of the Yoryly vil;jl%[:
re theatrically exhibited acrogg 1?12

southwestern parts of Nigeria and in Benin Republic before they
were released on videos. There is urgent need to revisit this sysey
instead of rushing films into the video market thereby Killing othe
potential commercial windows. Kunle Afolayan has proved thy
this can be done successfully with his latest award winning film,
“The Figurine” produced in 2009 and theatrically premiered ip
London in December 2009. The film is still in the theatre and may
not be available on home video until 2011,

But most important as Ekwuazi (2008:299-307) has rightly
canvassed, is the urgent need (o introduce standards and ethicl
control into the industry at all levels. We must streamline all
government agencies and empower the practitioners (305-306) for
appropriate wealth to be created for Nigeria from the industry. There
are just too many films in circulation that most are not selling wel
again. T_here is a pressing need for all areas of the industry 10 be
standardized. Production and business professionals in the industry
need Ifurther t.rffining. and better remuneration packages in clement
‘;’l.?;k::i ;g?:tlil:?ln; lfi;lthe :!ms are to im!)l'ﬂjfﬂ in pruducltinn vah;ﬂ-
aiid pvice, Shah Tilg ms has caused a significant drop In demjw
across Africa, Europe ?S‘ljﬂg mnguls o gnvernment e h ﬂrriaEI
video film Pr::rducefs anI:i e bl g g pwieat s digi?
plesnes ot nmlng for ?lazjketers to build media empires, P‘Tbl!
i tare runlimited broadcast rights on satellite
and terrestrial televisions. Marketers also need serious capl?
injection in order to fund ex ' i i AfrC
Eur _ pansion of their businesses ! )

ope and Americas. The pl T ‘ throv®
the introduction of steal planned stifling of the industty st
fees for all levels of ;f' t}.! tax in form of unaffordable I vide!
Censors Board should arlsst:];utm'n by the Nigerls LT al? o

e rejected by all industry S oy i

until the Nigeri
rian
government can demonstrate Eﬂgenﬂ 010"

intends to help the i : . B
and '-Taining,p € industry grow in terms of film funding ;jards #

co : : ;
well as infrastrumbaung piracy, distribution grants an
ctural development for the industry-

jon € ' the wesLem experiene

distribution can be Derience o
films can g0 through
with early Yoruba vide

(ilms of this period we

y
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