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Abstract 

With the growing po pularity of music video clips sil1ce the 1960's and afterwards in the Ethiopia 

media landscape, audiences have been able to be exposed to a substantial number of Ethiopian 

music video clips. A sizeable number o f these audiences co nstitute of yo ung audiences of Addis 

Ababa. The role of T raditional Music Video C lips in Pro moting the C ul ture o f Natio ns and 

Nationalities of Ethi opia among Youth in Addi s Ababa: the C ase of Ethi opian Tclevisio n 

Entertainment Prog ram endeavors to explo re how the young al,diences of Addis Ababa, in the 

miclst of the ir lived rea li ty, make meaning about the Nations an d N ati o na lities of Ethi opia culrure 

iden tity ou t of the images o f the Traditi o nal o r Cultural Ethiop ian music video cl ips. The study 

also attempts to investigate how the image makers po rtray the Ethi o pian Nations and 

Nati o l1:1\iti es ' cultu re d1d also investigates how the music com pose rs co ntri bu te fo r the esse nce o f 

image creating. Us ing a focus group d iscuss ion and in-clepth individua l in terviews, this study 

makes an effo rt to investigate how the young audiences make mea ning o ut of the cultural images 

of the C ultural Ethiop ian music video clips. All the sa me, drawing on a qualitative content analys is 

o n purpos ive ly selected mu sic vi deos, the stud y atte mpts to investigate how the image makers 

represe nt th e images of Na ti o ns and N atio nalit ies of Ethiop ia in their productio ns of mu sic video 

clips. 

T he fi ndi ngs of the i"Csca rch dC!l1o !1 st r;ltc the new ly phenomc no n in the Erhiop i;ll1 hi story. 

Tradi tio nal mu sic video d ips have hoomed recentl y this boom co nfe rs most Ethiop ians a prospect 

to be acqu;linted wit h each o ther . Th is imme nse occ lirre nce is pu lling o ff a relll<lrkable progress 

am o ng the youth of A ddis by givi ng a cl ue about the ir coun try. Des pite th e fa ct tha t the re arc 

vari o us misre pn ... 'se ntati o ns 111 m;l king the o rig inal mu sic ;11ld im;l ge o f th e Na tio ns and 

Nat iona li ties 1of Et h iop i<l , the re is st ill a magn ifi cent occur rence. In fact the re ,lIT SO Ill C di rectors 

and m ll s ic ians who prod uce mist: h icvu li s an d hat:kn eycd imilgc fo r the sake of se ll ing howeve r rhe 

prod uctio n is going s,\"ifrl y and wond e rfu ll y w ith its e nrire se thacks. 

vii 



CHAPTER ONE 

INTRODUCTION 

1.1. Background and problem statement 

Ethiopia, like most '.: the other Afri can countries, is a multi-ethnic s tate . These Nations and 

National ities have the ir own spec ific culture th o ugh they have something in comm o n as well. 

S ince traditional mu sic is a revelat io n of o ne cul ture these natio ns and Nationalities have 

magnifice nt tradit ional music. The co untry is gifted with ,\ va ri e ty o f so ngs and dan cc:-; "running 

fro m th e high ly refined 'chants of the cle rgy, throu gh melod ious se n t im cnral love :-\0 ng:-: , to thl' 

harsh sq uea ls o f the wa rri o rs' songs" (E lle ni et.a l, 2003: 10). 

It is obv io us that Trad iti o nal mu sic ofte n times de m o nstra tes the cultllre of a parti cu lar ethnicity 

gro up espec ially if it ; . in a v ideo format the expression will be immense. T he video clips have an 

advantage to sh ow the traditi o nal t\;l11CC in gene ral the cultur e: of the particular cthnicity group . 

Music vid eos, as re p rese ntat ions of ~()c i<ll reality, not only ;lppcar to reflect society and its norms, 

out Illa y also help sod.d izc young PL'Opie hy commll nicating idea!'> ahou t proper hehil\'i(H OInd rill' 

select ion of carec r parh< as well a ~ il,nUl' !H.: ing maiL':-; and km;de:-; to deve lop distin ct Pl'l"~u!1;\!iry 

character i' tic, (Bennerr and Ferrell , 1 <JH7). 

k S im o n Fr ith (1996: 124) argues, music video is a c ruci,d c ite of representation ,[nd idl'l'l1iry 

constrll ctio n. H c dec;,;res t ha t "music [video l co nstr llcts Oll r se nse of ide nti ty thruugh tl1L' direcr 

ex pe rie nce it offers o f the bod y, lime and soc iabili ty, expe riences which e nab le u :-; to pla ce in 

im,lginativc cultural narra t ives ... " It is, th us, worth inves tigating the role of mu sic vidl'o images in 

the sa lient task o f ad olesce nt gender identity or ientations. 

Playing video cl ips via media inCl" l'<I:'l'S the rol e of video:, in help ing people to visualizl' ;[huur a 

ce rtain cu lture. Media is highly inlluel1tial weapon. Media no doubt play ~ln ill\pUn,lnt and 

strateg ic role in co nst ru ct ing and shaping ollr world v icw:-; in \v hi ch cultural va iu cs, no rms, and 

Jlarrly beha vior are fc;med and dL'fincd (Ughojah, 1 <JHS). All the ,.1I11 e, rill' role of rill' I1wdia, a, 

the nervOll s systems of the co n tempurary world , assumes the res ponsibility uj' CO ll stTlI cti ng. ~ h,[ping 

and forming identities thro ugh their COIHl' IH and progra mming (l) rgeret, 200()). 
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Televisio n is o ne aspect of media and like other media it is highl y innuential 

The power of televis io n to shape contemporary life is astou nding. W hat viewe rs sec and hear 

innuences their attitudes, manners, their speech and often their daily habits {introd uctio n to 

mass communicatio n wa· .. ren K. Agee Philli p H. Ault, Edwin Emery 1985: 235 

The Ethiopian tel evis io n started its service o n the emperors co ronat ion day o n October 23 , 1965 

E. e Leykun (2004:04) ind icates during the establishments o f the Ethiopian television in 1965 the 

transmiss ion cove rs o'Jou t 1% of the tota l area of the country. In 199 1 afte r the coming of 

EPRDEF to power the sta ti o n bes ides A mharic and English has broadcasting oromifa and 

Tigr igna. 

Ethi o pian te levis io n has d ifferent miss io n in fo rming ;lI1d enrcrt ;l ining ;lrc the main o bjectives of 

the o rganizati o n . The e ntertainment program is highly deli cate to ente rtain the audience 111 

several means, broad cas ting trad it io nal and modern clips is o ne o f the biggest task of this desk. 

These da ys Many people espec ially yo uth's o f Addi s arc exceedin gly influenced by wcstern modern 

vid eo clips . T his bo rh t.: fs me all the time becau se if it co ntin ues like this it ma y crcate a hig identity 

cris is. In o rd e r to co ntribute something I began th inking ;lho ll t makin g ;\ [esc;\r..:h o n the [(,Ie o f 

traditi o nal Ethi o p ian music clips an d how the youth respond t rad it iona l clips broadcasted by the 

Ethi o pian tc kvi :·do n. The Ethiopiill1 rciev i:;ioll audien cc wi rh it- di \' ~' rsl' c ulture and ",dues and 

so c ial makc,up May react to the trad itio n al Ethi o pi ;lI ) m u:, ic v id eo:"' in a quite wid e - rangin g 

mann e r. T h i:, :, tud y will an e m pt to see ho w aud ien ces e:, pecia lly youth \ of A ddi:, I"l' :lct to inte rpre t 

the trad iti o nal Eth io pian mus ic v ideo:' . ALso I wonde r w hat the Ethi o pian telev is io n i:, aware of 

thi s . I am abo e nthl iiast ic to kn ow w hether the organi z;\ti o n h; \:, ;1 :, pec ial editorial po licy to 

pro mo t9 cu lture thro ug h traditional Ethi o pian mu sic vid eo cli ps o r n ut . 

It is notewo rthy inves tigating how these traditi o nal Eth io pian Illu s ic v id eo s , tr;\l l:, mitted on 

Ethi o pi an telev is io n e nte rtainment prog ram p ro mote th e culture ~)f nati o ns ;lnd nati o nal ities the n 

this resea rc h answers th e (ollo\ving research lJuest ions: 

I . How do traditio nal Ethiop ia mu sic v ideo clips p rom o te rh l' Ethiopian Na ti o ns alld N ati o na liti es 

c uitu rl'? 
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2. How do youth of Addis Ababa become accustomed with these culture represemations in the 

trad itiona l Ethiop ian music video clips? 

( 

3. How do these cultu re images in the music video clips help youth o utlook towards Ethiop ian 

Nations and Nationalit ies culture 

4. Is there any special policy by the Ethiopia n te lev ision in o rel er to promote culture via video 

clips? 

1. 2 . O bjectives o f t h e Study 

1. 2. 1. Ge n e ral o bjective 

The study asp ires to analyse the role of traditional music video clips transmitted o n Ethiopia n 

televisio n entertainment program in pro mo ting the culture of nati o ns and nati o nalities of 

Ethiop ia among Addis Ababa youth 

1.2.2. Specific objectives 

The spec ifi c objectives of the >rudy arc 

1. To exam ine the rationale behind transmitting traditional m usic video clips 

2. To identify rypes o f tradit io nal music video cl ips selected for transmitt ing 

3. To identify the crite ria of the organi zati o n to broadcast tr;..1iti onal Ethiopian vi,k o clips 

1.3. Significan ce of th c study 

The impo rtance of this study will be seen from following point of vicw, 

• The study tries to prov id e ;111 interp retati o n of the ro le o f rr;ldirio [1;d Erh iupi;ll1 mllsic 

video promoting cu lture 

• The study can se rve as a mode l for similar studies 

• The research is believed tu se rve as iI spr ingbo <l rd for further stud ies. 
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1.4. Scope of the st\:dy 

The study focuses o n the role of traditional music video clips in promoting cu lture o f Nations and 

Nationalities for Add is Ababa youth with the case of Ethiopian television enterta inment program. 

The research keeps o;·t other video clips than trad itional video clips. Even if Ethiopia is home of 

mosa ic and multi-cu ltural nations the study gives weight fo r some emi nent video clips. 

furthermore the stud y investigates th e role of traditi o nal Eth iop ian music video clips among Addis 

Ababa you th than othe r reg ions. 

1.5. Limitation of the study 

Conducting a resea rch o n untouchable area is very diffi cult . Little has been said about Eth iopian 

trodit io nal video cl ips . The researcher fa ced challenges from shortage o f materials and 

profess ionals who can expla in the tradi t io nal video clips in the required approach. 

1.6. Methods of the study 

The stud y attempts to investigate how va lu able the trad itio nal nll:sic video clips put o n the air o n 

Ethiopia n telev isio n cnrc rt<linment program in publ icizing the culture of na tions and natio nal ities 

of Ethiop ia among Add is Ababa youth . In order to carry out thi s resea rch Q ualitative methodology 

was employed. The data collectio n method includes I:ocus group disc uss io n ,md individual In­

depth Inte rview. The. :Ilnpling method will be purpos ive sampling not rand om sa mpling therefore 

theore tica l sampli ng and snowba ll sampling will be utili zed . 

1. 7. Thesis o rganization 

The thesis is made up of five chapters. The fi rs t ch:q)te r dea ls with the ge neral feature of the paper 
I I 

includ ing the backg round of the srud y, statement of the proble m, and also objectives, signiricl nCl\ 

scope, methods and limitatio n of the stud y. 

The second chapter I :cscnts ge neral di sc lIssion on culture, med ia ~lnd traditional mu sic. T his 

sccti on of the paper abo prese nts a brief discuss ion o n the relati o nship between media and 

culture. 
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The next chapter is methodol ogy. This ch apter provides a discuss io n o f research model, recept io n 

analysis, data collec ti o n methods, sampling techniques and research procedures. This chapter also 

presents the rati o nale for the cho ice of qualitative research methods, ph ilosophi cal underpinnings 

of reception stud ies and backgrouncl discuss ions on the pros and cons of data 

In chapter four the discuss io n on the majo r findings is included. This chapter presents discuss io ns 

on how do traditio l1a l Ethiopia music video clips promote the Ethio pian Nations and 

Nationalities cu lture and how do youth o f Addis Ababa become accusto med with these cultu re 

representatio ns in th e traditi o nal Ethio pian music video clips bes ides the researcher atte mpts to 

give answer fo r the qu es ti on I-low do these cu lture images in the music video clips help 

ado lescents' outlook to·.vards Ethi opian Nati o ns and Natio nalities cultu re The chapte r is 

prearranged in such a way th at it presents a comprehensive account o f the key fi nd ings and 

contextual discu ss io ns 

Finally, chapter fi ve n ncludes th e thesis in terms of the findings and results o f the study. This 

chapter suggests sOl11e concl usio ns o n traditi o nal Ethiopian mu sic vid eo cli ps ado lesce nt audie nces 

of these mu sic video clips. The chapte r also attempts to pro vid e ins ights and suggest io ns fo r 

further research scopes ill ri ll' art';1 or culture and Illlls ic vid eos parr iclI l.\r! y in the Et hio pi an 

context. 
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CHAPTER TWO 

REVIEW OF RELATED LITERATURE 

The study of popular cu lture in the media is a recent interest among academics of media and 

cul tural studies. Music vIdeos, as low-brow fo rms of popular culture, have also been the focus of 

media studies mainly on their impact o n youth and their curi osity to be acquai nted with culture. 

This chapter presents the arguments, counter argum ents and some emp irical discli ssions o n 

popular culture, and the media in general and music videos. The discuss ion in this chapter is also 

organized in diffe rent sub topics. 

2. 1 Ethiopia - General Country Context 

T he Federal Democratic Republic of Ethiopia (FORE) cove rs an area of approx imately 1.1 3 

milli o n sq. km, which is equ iva lent to the combined area of France and England. The C IA Fact 

book (2007) estimates the current po pulatio n o f Ethiopia to be 76, 5 11,887, making it the third­

largest country o n the African co ntinent behind Nigeria and E!:,1)'pr. The ovcrwhclrning maj o ri ty of 

the population lives ;" rural areas, though g rowth in uro;lI) :1n:: :1 S (5.6% annually) is o utst ripping 

that in th e rural areas (C hildren's S ituation in Ethi opia, C hild Ri ghts Analys is, 2002) . 

Ethiopia is a yo ung co un try with 43.4% of the populati o n (ou nd between the 0- 14 years age ""1ge 

(ma le 16,657 , I 55/femalo 16,553 ,8 12); 53.8% between 15-64 yea" (male 20,558,026/ (emale 

20,639,076); and o nly 2.7% above 65 years (male 953,832/ female 1,1 49,986). The median a~c of 

an Ethiopian is very low, 18 years, with thl' kmales' fi gure 

(18.1) slightl y mo re than the males' (17.H) (CIA The World Fact book, 2007). The overall 

population density, at 45 peop le per sq uare ~ilometer, is not high. Howeve r, th e pattern of 

population distributi o n is un eve n and no t wel l matched wi th the distributi o n of reso urces. More 

than 85 percent of the population is conccllt ratcd in barely 45% of the total territory (Ethiopian 

Revi ew, 2007). 
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According to a yout h policy d ocument in the ministry of Youth and Sports, an adolescent is 

descr ibed as a perso~1 who fa lls under the age range of 14- 20. Thus, adolescents accou nt 58.6% of 

the yo uth ge neration wh ic h accord ing to the document ranges from age 15-29. 

A mu lti-cthni c and multi -l ingual cou ntry, Ethiop ia is made up of 260 ethnic groups o r sub-grou ps, 

speaking ove r 210 languages or dialects. Amharic, Tigr igna , and O romiffa arc the 1110s t common, 

spoken by roughly two-thirds of the popu latio n . The 1994 cens us indicates that 32.7% of the 

Eth iopian populat io n speaks Amha ric, 31.6% O romiffa, 6. 1% T igr igna, 6% Somaligna, 3.5% 

G uaragigna, 3.5% Sidamigna, 1.7% Hadiyigna, and 14.8% othe r. Amhar ic and English remain cle 

facto la nguages of state w ith English being the 111ajor foreign language tilught in ~chools (C IA: The 

World Factbook, 2007). 

2.2 Music videos 

Modern music vidco!'i arc primar ily made and lI sed as Cl. market ing device intended to pro mote the 

sale of 11111 Sic reco rdi ngs. Although the or ig ins of mu sic vid eos date b,lCk I1HH • .: h further, they came 

into p romi nence in the 1980s, whe" MTV based their format around the medium. Prior to the 

80s, these works were described by various te rm s including 11i1I11s tratcd song", "filmed in:-;crr", 

lIprollHHionai (promo) filll)", "promoriol1,d clip" or llfilm clip", 

Music videos ll:->C;l wide range of styles of film making rl'chniqlle~, including animarion, live action 

filrning, doclJm enr<lr i e~, ,lnd no n-narrative approac hes suc h :IS :"J~rracr film. Some mu sic Videos 

ble nd diffe rent ~ryl cs, s ll ch as ,l n im<ltion and live action. M~lny Illllsic v id eos do nor inre rpret 

images from th e ~()ng's Iy- ics, mak ing it less literal than expccted. 

2.2.1 History and d cve lop m cn t 

In 1894, , heet mu,;c pub lisher, Edward 13. Marks and Joe Stern hired electrician C;eorge Thomas 

and various performcls to promo te sales of th e ir so ng "The Utrle Lost C hild ".111 T homas projected 

;\ series of s till images on a sc ree n s imultaneolls to live performanccs . This \vould hecollle .1 

popular fo rm of entertain m e nt known as the illu strated ~ong, the fir~ t s tep to"',lnllll llsic video. 11I 
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In 1926, with the arrival o f "talkies" many musica l sho rt fi lms were produced. Vitaphone shorts 

(produ ced by Wa rne r Br·os .) featured many bands, vocalists and dancers. S/)ooney Melodies in 1930 

was the first trlle musical v ideo seric s.[<1IItliOrl rim!.,,!) Shorts were typ ica lly six minutes in duration, and 

featured Art Deco-style animations and backgrounds combined with fi lm of the pe rformer singing. 

Animatio n artist Max Fleischer introdu ced a se ries of sing-a lo ng sho rt ca rtoons ca lled Screen Songs , 

which invited aud iences to sing al ong to popu lar songs by "followi ng the bou ncing ball". Ea rly 

1930s ca rtoons featured popular musicians pe rforming the ir hit songs on-camera in live-actio n 

segments during the cartoons. T he ea rly animated film s by Walt Disney, such as the Silly 

Sym/)/wnies shorts and espec ially F(ln{(jsi(l, which fea tured seve ral interpretati o ns of class ical pieces, 

were built aroun d mlls ic. T he Warner Brothe rs carroons , even today billed as Looney TIIII« and 

Monie Melodies, were ini t ially fa shioned around spec ific songs from upcoming Warner Brothers 

musica l films. Warne' Brothers also produced the cartoon "Three Pigs in a Po lb" , set to Johannes 

Brahms' H lmgarian Dances. Live actio n mll sical sho rts, featur ing s ll ch popular performers as C ab 

C all oway, were also distributed to theaters. 

Blues s inge r Bessie Smi th appeared in a two-ree l short film ca lled Sl. LOllis [Jilles ( 1929) featuring a 

dram at ized pe rformance of th e hi t song. Numerolls o ther music ians appeared in short music!! 

subjects during th is pe ri od. Later, in the mid·1940s, nll"ici an Lou is Jo rd an made short film ; for 

his songs , some of w hich we re spli ced together into ,I feature film Loo/«Jllt Sisra . T hese ( il ms we re, 

acco rd ing to mu sic h: \ to rian Dona ld C larke, the "ancestors" of mu sic vid eo,l!1 

Anot he r early (a rm o f mu sic video we re one,song film:-; called "pro motiona l clips" made in the 

1940s fo r th e Pano ram visua l jukebox. 

T hese we re sho rr filrn s of mu :-; ica l sc lcct ioh:-;, usuall y just a ba nd o n a m ov ie,:-;c t bandst;lnd , maLi c 

(o r playing, Tho usand s of \oundies" we re made , mostl y of jazz mus ic ians, but also of torch s in },!c..' r:-; , 

comed ians, and dancers, 13eforc the :-;ollIHli e, even dramati c movies typ ica ll y had ;\ mu sic;li ilHl'rval, 

but the so tlndi e put tIle mus ic in th e fo refron t; v irruall y all known ja zz pe rformcr:-; ;\ppcarct! in 

soundie shorts, The Pa no ram jukebox w ith eig ht thrcc,min utc sO llndics were pop ul ar in (;l\'CrnS 

and night spo ts, but the fad (aded duri ng World War II. 
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2.2.2 Music Videos in Ethiopia- a Brief Histo rical Acco unt 

Some recent documentatio n o n music videos suggestively fil e that music videos ove rwhelm the 

landscape of the Ethiop io. n po pular culture in recent years. However, the guardian columnist Tom 

Pryor (2007) strongly argues that the development o f music televis io n in Ethiopia is a long history. 

He also argued in his essay discuss io n o f music television should begin with the discuss io n of the 

development of music in Ethiopia. 

Ethiopian cultu rc and music have 'lI1cicnt roots which is extendi ng back to a traditi o n of Coptic 

liturgica l music that dates back to the 4th century AD., th e sto ry o f Ethiop ia n pop music doesn't 

beg in until the 1930s, when th e Emperor Haile Se lass ie int roduced the first Western-style military 

brass bands. By the late r half of the '40s-after the disrupti o ns of th e Italian occupation ( 1935-'4 1) 

and World Wa r ll- these bands had developed in to fu ll o rchestras, playi ng American-inspired 

swing arrange ments with Amhari c lyri cs and a dist inctly Ethiopian modaliry. 

It wasn't until the I :: '~ 1960s, towa rd the end of Sclass ic's lo ng reign that Eth io pian popular 

Illll sic- or "modern IlHISic," as it was ca lled - rea lly began to rake off. The country was ope ning 

itself lip to the 5wingi ng '60s, and a musical explosion fuelled by rapi d uruanization and ,1 sho rr-

lived economic prosperity wa s just beginn ing. Young singers and lll11 s ic i jl!)S WL'IT influ e nced by 

imported jazz, pop, RL]\ and sou l music frolll tilt' U.S. Artists likc' Moham med Ahmed, 

Alcm<lychu Eshetc and Mutattt Asratkc c0l11binl'd rhL'Sl' cool new imports \\lith tradit io nal 

Ethi op ian sou nds, while groups like the Wallias Band, th e Roha Hand and the Ethio St:lrs plugged 

in to newfangled Wes te rn instrllrncnrs. T h e resul t was, qu ire literally, e\cct ri c. Even inst itut io nal 

brass band, such as tl1e Imperial Bodyguard Band, the Army l\and and th e Police \land got into 

the act (ofte n reco rding some of the ho ttest sides of the era). This is the t ime when the Ethiopian 
I 

music televis ion begu n as a new med ia gen re. Afte r ETV ce lebrated the birt h day of the Empero r 

Haile Sclass ie in its first, transmi ss io n, it had been requ ired by t:1C clites aro und the Empe ror to 

transmit performances by the Imperial Bodyguard l\and, thc' Army Band and th e Po lice ]la nd. 

T hese pe d o rmanccs, <l (co rding to ;! d ocument in the N ati ona l arc h ive, arc (ons id crcd as th e first 

pr<l ct ice in thc attempt to intro d uce music tc levi sio n . 
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The 1960's and 1970 's arc conside red to be the go lde n age o f the music televisio n and the birth of 

perfo rma nce clip (mu_ic videos th at feature o nly th e art ist perfo rming). Art ists arc requ ired dur ing 

that t ime to produce the televisio n ve rsio ns o f their songs fo r televis ion audiences. Assefa Abate's 

'Yeshimbraw T ir Tir' , Bizunesh llekele 's 'Fikru Bel ibe' (His love in my heart), Alemayehu Eshete's 

'Yego rebet Migib'(Food of the neighbo rh ood) an d 'Temar lije' (lea rn my son), Aya lew Mesfin 

'Yes idamo Konjo '(lleau ty of Sidama) and Merhaw i Yohannes 'meharebe' are amo ng the first music 

videos prod uced for T elevision Audie nces in Ethiopia. T ilahun Gessesse , W ogayehu Oeginetu, 

Geru Ayele, Asnakech Worku , Me rry Ar mde, Tsehay Endale, Bizunesh Bekele and Hi rut Beke le 

were also among the commo n names to have produced clips fo r televisio n aud iences. T hese music 

video C lips have soli d ifi ed th emselves aro un d showing the s inge rs w ith a suite an d til' s ingin g in 

parks, studios and ho uses. 

Tilah un Gessese's 'Felige asfel ige' (I looked everywhere) and Melkamu T ebeje's ' Oehna hugne 

Fikre' (Good Bye my love) in 197 I and in 1970 are the first atte mpts to produce conce ptual cl ips. 

T hese clips put as ide th e llsua l way of sc reen ing only the art ist prese nce an d pe rforman ce; and 

incorpo rated othe r conceptu al sce nes in the ir m usic vid eo to create a sto ry SCQU l'I1Cl' that he lp 

them contcxtuali zc t J. ~ir thellles in the ir songs. In Tila h u l1 Gesscsc 's 'Fcl igc asfcligc' (I looked 

eve rywhere) ; the anist had attcmpted to protiUlt.2 a mini story fi lm ponde ri ng here and thL' rc in the 

city se arch ing fo r h is !O\'C. The Jl1u :-; ic video c1 ip:-; has (catu n., d actual sce nes, Ix'opk and pitJCl'S to 

conce ptuali ze the theme of the song. 

Unfo rtunately, this go lde n age d id not last. In March 1975 the last Ethio pian mon;" chy letl hI' 

Empe ror I-Jaile Se lass ie I was abolis hed , and Ethiop ia became a repub lic. T hi, Yl'ar p ro" i,ional 

adm inistrative council of so ld ie rs, kn own :1S the Derg ("co rnmi rree") insta lled thclllscl vcs a.-; rlw 

gove rning junta and : . . kc contro l p( the country. The De rg yea rs were bruta l :Ind auste rcdand the 

di cta to rshi p d osed down the nightclubs and imposed ce nsors o n a thr iving recordi ng industry il nd 

na tio nalized media contents to !'eneer Marxist-Leninist pro paga nda . 

However, in 199 1 th e commu n ist reg ime co ll apsed. In the ye ar that fo ll ows , Oc toher 1992 . the 

Press Freedom Bill w;" enacted by the then Ethio pian T ransit io nal C' oVl' rnm l'nt . T he I'r"oo 

Freedom Bill docu rnc nr states in Pa rag raph 3 thil r "( 1) Freedo m o( the press is rl'cogni:nl and 
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respected in Eth iop ia ; (2) Censorship of the press and an y restr ictions of a similar nature arc 

hereby prohibited." Part Three further guaranteed the right of access to informat io n: "Any press 

and its agents shall , without prejudice to rights conformed by o ther laws, has the right to seek, 

obtain and report news and informatio n fr o m any gove rnme nt source of news and infonnation
U 

(African Media Development Initiative: The Ethiop ian Context, 2005). After this period, the 

dig ital satellite was introduced and Ethiopians began to enjoy the global med ia products . The 

emergence of Hollywood and Bollywood movies along with 24 hour music television channels 

altered the face of music videos once and for all. 

T he open ing of Na hom Reco rds in USA, Canada and England; Se lam Records and New Taste 

Ente rtainment in Addis Ababa in the mid 1990's along with the growing pressure by artists and 

audiences, mode rn Lthio pian music video clips no urish again. All artists has believed in the 

promotional power of music video and begun to prod uce as many mu sic videos as poss ible. 

According to some documents, the yea r 1994 is cons idered as the turning po int to the 

reemerge nce of music videos in Eth io pia. This year, ETV has recorded man y songs about the 17 

yea rs strugg le basica lly in T igrigna that make usc of many conce ptual scenes and people. T hen 

ex iled mus icia ns such as Aster Aweke, who left for the U.S. in 1979, produced and released a 

co nceptual mu sic v ideo C lip , 'Est! LilleslI1J(! L)'iiltC1{i Mengcd!/lI' (kt me wake lip and take the long 

journey). 

2.3 A Brief Review of the Music of Ethiopia 

C ulture is the source of hu man inventio ns. It is the prod uct o f long term acc umulatio n of human 

experie nces in di fferen t ,:orm s. It all ows il peo ple (o r kn owing and understa nding others o lltsilk 

their ow n socie ties; it provid es them the me'ln ~ o f tole ra ting and respec ring orhers. !-{owever , if 
I 

ge neratio ns do not give it due attention and the necessa ry protectio n. its human values and no rms 

can fail to no urish. C lashes between people for re ligi ous subjugat io n and cultural domina tion ca n 

destroy hurnan Vil lll C~ and traditi o ns too . Imposi ng ones culture o n othe rs con tribu te~ ro rh e 

damage o f human rclat io ns. 

Wars occur not o nly through ego istic te nd e ncies or economi c inte rests but also by cu ltu ral 

jingoism. If Illlls ic plays art istic ro les in the se rvice of the art of politics . it will no doubt be used to 
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inflame situatio ns and lead to destructions. A case in point is the role of folk music in society and 

its autonomous power to mobilize peop le both for good and bad, many dictatorial reg imes in the 

world stretch their hands to folk music and use it fo r their missions. 

In Ethiopian traditional, music making was limited to some groups of performers, established as 

a zmaris , 'itinerant musicians'. These are professionals who perform music any where the 

atmosp here exists for a concert. There is no cultured audience in folk music prese ntatio n where 

solo ists hold music in occas io ns such as festivities. U nprepared performers can joi n and express 

their feelings as they wish, either by dancing or singing in respo nse to the so loists. This aspect of 

the freedom of presentation is an area of con fl ict in the relatic .1Ship of profess ionals and mass 

performers who accuse each other of distorting the orig inal. Mass perfo rm ers, it is well known, 

produce very little new music composition. They imi tate instead the music of other times and 

places. Descendants of ethnic groups keep up such folk music renditions and pass it on to the 

future. The similarity of styles in their music have also been produced in the same way. Various 

inte rests, therefore, structure the styles and forms of traditional music. For that reason, it is 

necessary to distinguish the esse nce of fo lk mlls ic (rom traditional music. In the context of 

EthiopiiH1 1l1.11sic , folk music passes on to ge nerations ,IS it is, tll1Chilnged or modified, but 

traditi onal mllSIC tolerates progression. That is , the styles and modes of the traditional mllsic 

am o ng different ethnic groups is the product of their s()( ial intercourse, au.:ulrllrarion, 

inrc rcultu rariol1, and rransculturarion. 

IFrom about the mid ceventies,] the o ld style of individual s inging such as ingnrgnJ'O germo have 

been given less impo rtance) just as audiences with concert discipline were not appreciated. 

Govcfl1ln enta l in stitutions encouraged group sing ing and morc or less attached thcm to political 

convictions. Thus , meZllWT and zefen styles dominated the mtlsidd sccne of thc ''Llergll period (1974~ 

1991). Fo lk dances sLich as iskista, rege<ia, were also accepted and promoted by com m lin ity cul tu ra l 

inst itutio ns, the kebek Jltltzika gnad ('loca l music group'), that se lve as political rool. Actually, one 

shou ld note, that such practices th'H do not ca re much either for the political message or the art of 

the "kebcle" singers m·d composers. It is also impo rtant to note that the usc o f music fo r poster ity, 

fo r some ideal audience, has been lost . The folk songs have been d istorted by the tendency to usc 

mu sic only (or o nc goal , namely politics. 
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This is a period of die destruction o f all musical styles. Mus ical art stands as a manifestation of 

ideologies, and fo r the expression of intense feelings rather than fo r the intelligible esse nce o f 

feelings . It is a contrast to the period of His Imper ial Majesty Hailesselass ie I, when styles of music 

were flourishing, and music institutio ns had speci fic roles . H ager .Fikir Mahber, Beherawi Theater , 
Bet, Ethiop ia Orchestra, Mazegaja Bet, all stood fo r the preservatio n of folk music traditio ns. The 

Bodyguard, the Army and the Pol ice Orchestras, were known for the ir Jazz music, string Orchestra 

and March music. Different nigh t clubs were performing their music in the style of Rock' n roll 

and other western cc !tempo rary music lines. The newly estab lished Ya red School of Music was 

expected to have even classical music conce rts and to set up a Sympho nic O rchestra in th e 

country. All those drea ms have been inte rpreted differently since . In the face o f the level ing 

tendency of present day music, the most product ive expe rience is the introduction and 

advancement of musica lll1struments that had bega n earlier. 

The Legacy o f the music of Yared mahletay Here, in b rief, is the concept of the whole structure of 

music in Ethiopia. Geez, izil and arclrcli, the three modal systems of the Ethiopian O rthodox church 

Il1 11S ic, represent a fl'.. ~hlllic freedom. Their forms arc similar to the secular music of kedmn(!i _~iI{ 

(mode), dagllU1 i silt , sa lisai sil t, ml"'i silt, 11lIlltsili silt, SlldSlli silt and saha i silt with which the tradit ion;'! 

music of all Ethiop ian language grou l" arc entertained. However the system of the music of Yarl'd 

(of the sixth century) has its own inOucncc in the ~ong st ru cture: ingllTg! tru / gernsu arc "imibr tu 

the church mu sic of kidassie; meVllJ(f to maltier, and z4cn to Hloreh. Un like the western conrr; lpuntal 

structure of music, these are coo rdinated with embellishments independent of word or melody 

accents. This kind of freedom to melody creati on is characte ristic of all the music of Ethiopian 

language groups. Frc("i.o m is give n to individual performers who improvise the songs following the 

guidance of their mode and so ng structure. It is formida ble to add rh ythm to the song of 
I I 

Ingurguro/ Ge rerso music, which fo llows the l)(Irlal1do ,."baw sryle. 

2.3.1 The Music of Ethnic Group' s and Their S imilarity 

As already me ntio ned , the diffe ren t 1;1l1guage groups accept the principles of me lod ic fm mat ion 

according to thei r mocla l systems. Every ethnic gro up generates these modes wit hin its musica l 

tradi tion. Ethnic grou ps who arc interming led and accu ltu rated o ne way or another show 
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similarity in t he music tradit ions, and it is poss ib le that they imitate the ir styles and that their 

similar mode of livinf create th is homogeneity. Except for the difference in language, there is no 

moda l difference between the Oromifa generso and the Amarigna ingttrgttro music. The folk music 

of ethn ic gro ups in remote areas can show some pecu liari t ies in their melody formations. W hen 

we say that Ethiopian music is standard, we mean that they have the identifiable mechanisms of 

the seven silts or modes. ':f we hear the music of ethnic groups in its modern version of style, we do 

not hesitate to ident ify it as Eth iopian in mode and structure because of understandable fa ctors of 

purely Ethio pian penta to nic scale system related to it. These musical substances are vivid even in 

its early stage of the fo lk mus ic cu lture. Commo n to the perfo rman ce of the majority ethnic groups 

are making circles, clapping hands, ho lding sticks, dress ing in neteias, lI sing imitatio nal responses. 

These cha ra cte ri sti cs reflected in most ethnic cultural songs arc th e zefcn musi c style; the 

mcllismati c, strophic , antiphonal of the ingurguro style, and the monopho n ic , the soc ial unison , 

ite rative o f the meznwr stvle . Some characteristics are morc COmll1:'>11 than others in the tradition of 

the ethnic groups. This special similarity of the Ethiop ian musical culture has been established 

through a ve ry lo ng h istorica l process of ass imi lati o n. Ethnic musical groups in Ethiop ia have no 

difficulty presenting their res pective mu sical compos it io ns lI sing the CO ll1111 on modal mll sic systelll 

of the country. No ~ ; 11 glc ethnic mel ody is o lltside the seven secular mu s ic m lH .. k~. The ethni c 

music culture in Eth iopia is all within the same framewo rk. The obvious diffe rence is in thl' words, 

not in the tunes o r styles . Even the psycholog ical make up and thl' imagery thl' pOl' try inte nds to 

co nvey in fanning songs , lull abies, fishing songs , in festive occas ion s, all show s imilarities. They are 

commonly grounded in modal music structured in hemi tonic and unhem iton ic jx' ntato nk scclies. 

2.4 The Sp rain o f the C urrent Musical Styles 

The conce ptioh o f met iern mu sic has resolvcd the conflict betwee n th d purc in strumcntalllllls ic as 

a mode of exp ress ion and the group singi ng of folk mlls ical traditions. Traditional music 

instruments :1re develop ing a style o f comb in ing the ir tunes with western mu sica l rhythms. Mixing 

the earlier styles of z4<n with ingl<rgl<w has meant adding clapping with a te mpo of 6/ 8 of chikchik" 

beat (as it is loca lly kn )wn) and comb ining it with the pllrdy (ree rhythmic music of tizit(l. 

C urrently this do minates mu sic compos itio ns in Ethiop ia . T his s inging sryle is in full sw ing, with 

less and less importan ce to crnbcliishlllents o f ingllrgllTO and ZCf~ 11 styles. S uch dis rega rd fur rhe 
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norms of ingurgl~ro, tefen ,and meznlllr ha~ bee n unknown befo re. The slow and solemn songs , with 

thc ir sentimcntal characte rs, thc melancho lic natu re o f ingllrgllro music is refle cted in both ,cien 

and me,mllr styles more than any other period, and no distincti o n is made between the joyful ,efen 

style and the se ntimet.ta l ing!tTgu.ro tnusic Trad it io nal mus ic instruments · mesenko, kirrar, washin t 

are used in the Sacred music bcyond the histo rically accepted bege na for acco mpa niment 

purposes, while secular music is complerely turni ng to appreciating synthes izers and is depending 

upon its rhythmical utility. Of cou rse, the fo rmal differences of the folk music that is the 

colotom ic nature of Do rz igna, and the syncopatio n structure o f G uragigna, and others, are 

syncretized . As we have seen earlie r, the Et hiop ian sacrcd and secular folk music see m to bc thc 

source of all tona l ranges of traditio nal music. This type of blue note shares its va lue with the /3l ll es 

and Jazz music tonal. structure of the ,AJro-A mericans mu sic that improvisied on s tl(.:ce~sion of 

tones. The btHes add blue notes to sC <ll e~ by o mitting the second , sixth , and maj or seventh deg rees 

in C , Eb, E, F, Gb, G, Bb, C; but the Ethio p ian 3 rd mode ·ba li kingit. very common scale to all 

language groups, seems to have similar stru ctu res in C , Eb, Gb, G , B, C. Both sacred and sec u!;,r 

music of Ethiop ia hav~ bccn using such musical sca les fo r centuries, lo ng before th e Afr o· 

American s use o f blu es and jazz n111 .:-ic. Ir would nor be an exagge ra t io n to say that in the mode rn 

music o f Ethiopia, there is synchronizarion o f texts an d melod ies o f the Sac red and sec ular music 

traditio ns. Texts of religio us conrext arc amazingly added to the secular tunes, and melodie~ of 

sacred mus ic are lI sed fo r secular t c xt~. Such settings of the contemporary mll sic has ove rta ke n rhe 

traditi o nally acceptcd no rms of musical compositio ns. Wc may agree that this style seems to suit 

the modern mus ic compos itio n, but if it is do minating also th e fo lk music essence a~ it is do in g 

now, it would be leg itimatc to ask whether this is Ethio pian or no ,. 

2.5 Renewal of Tradition 

Music has bec n an important part of the cu lrure of any ethnic gro up in Ethiop ia . A, lung a, I 

know, thc Yarccl sche ,; of music in Addis had a program to train students in both the folklore and 

the re ligioll s woreb mu sic to s ll sta in the o \el traditi on, and to keep up its resourceful leg; H': y fo r 

contempo rary music compos itions. C hang ing the accepted norms of the traditi onal music mea ns 

sending Ollt di stress signa ls to the people's culture, I se ri o ll sly o ppose the propagato rs of rhl' idea 

of adding strange tunes to the old S)'stl'lll of scales and modes , s imply because rhey \Vi ~h tll deve lo p 
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styles. A reshapi ng o f traditional styles in the line of a new concept is an attempt to vanish the 

already established system of traditional music. , 

2.6 The Common Dance in Ethiopian Music 

In this context, it is ve ry important to examine more closely th e inclusion of tones outside of the 

traditional spheres. 'J'.; e feel joy whenever we hear zeren music. It is very common to fee l compelled 

to dan ce in response to the fl aming fire of the beautiful melodies. U nl ike the ingllrgllrD, zeren music 

is not rich in poetical articulation. Instead, the art of regeda and iskista, such as shak ing the 

shou lders, jumpi ng an d holding st icks to mentio n some, shares the basic cha racte ristics of all the 

dances of language groups. A:; two groups o f women and men solo dancers selectively stand in the 

middle of the circle of the crowd to lead the dance, the solo ists give the crowd directives of both 

melody and dance. Their number and pos itions vaty fr om group to group, some folk so ngs have a 

single solo ist dance r , ~ nd others have couples o r more. 

2.6. 1 Facts on the Music of Ethiopia 

To summarise: fu a country with a w ide va ri ety, Eth iop ia can be said to be a mosaic or cul tures. 

That docs not mean tha all the folk music o f language groups stand alone, witho ut sharing each 

others characteristics. Songs and dances show the unifi ed nature of the system. The singing style of 

the music of Yared also has its influence in its stru cture. The Eth iop ian way of life, including 

fa rm ing and pastora list, itself may be attributed to the similarity of all the language groups in 

making music. 

Modes: All use the modal systems or "seve n S il ts" with its peculiar hemi to n ic and un hemi to ni c 

pentat?nic characters o f scales. 

Styles : Three mu s ical styles - ingllrguro, teicn, and mt!znl1lT afC comm o n to all language gro ups, 

though with the language groups of the south, dramatized songs are used es pecial ly for purposes of 

miming. 

Musical lnstruments : th e majority o f language groups share the musical instruments such as the 

was hi nt, kirrar, mesenko, meleket etc. Playing imvilw, IIlc.lCIlko and /,intlr o n pre lude and in te rlude 

techniqu es is an exa mple of the synchro ni zat io n o f styles in th e mu sic of langu age groups in the 
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, 
south and north of the country. In addition to language use, the music of Ethiopia is catego rized 

into two sections: 

A) Textual or vocal: Music texts play dominant roles in Amharigna, Oromifa, Tigrigna, 

Wolaitigna, Agniwakigna, Afarigna and other music, Guraghegna can join both sect ions in the 

character of its rhythms. 

B) Mimic and Instrumental: Gidoligna, Dorzigna, G uragehgna music, like all those whose music 

is dominated by rhyth ,;1 ica l sophistications rather than texts, share similar methods in constructing 

thei r music, 

The 6/8 tempo, locally kn own as the chikchika beat, s imilar to the woreb rythm o r de/)(IIChe mode, 

have got a nation wide rc':ogn ition in the style of the Ethiopian music. 

To conclude the modes, styles and form s given above are a complete description of Eth iop ian 

traditional music, As a musical concept, this tradition has resu lted from cultura l exchange across 

languages, Its approach to music has similariti es to its views on other aspects of cu lture. That is to 

say, the culture of the South, for instance the national dre" the g,,/'i or lIe!d" made there, is 

reflected ill the lI slial dless praniccs u( lhe IlorthcrllCrS and westerne rs. Enjcm is found in north 

but it is used in other areas as staple food too. Desce ndants of ,Edlio/,i",,,illc! ha ve kept thIS for 

centuries, The advanccll" cnt of cultural syncretis m is no ticeable in thl' towns mon.' than in the 

rural areas. In spite of the leveling tendency of ethnicities, the cultural tics arc more than we 

expect, and simi larly we need to differentiate folk music from contempora ry music. The more 

cautious and humane way of 

Contemporary music, defined by its modern usc o f styles and musical inst ruments, differs from 
I I 

folk music that retains previously composed melodies, The combined usc of the tracliti o nal norms 

of composing music, based o n its modes, sryles and forms, makes folk music Ethiop ian. Music is 

an instrument that expre.,s the deep feelings and the moods that words miserably fail to do. In fact, 

it is difficult to co-ordinate text and melody, and experie nce shows that texts sortH..'rim cs pervert thl' 

impress ion of the melody, if they not handled ca uti ously, It is for this re ason that a richer fo rm of 

poetry is absent whereone m ight possib ly have expected to meet it. 
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Nonetheless, the music of Ethiopia, reflects all the following characters in modal, stylistic and 

formal mechanisms, and it has phases and stages that register it as an aspect of culture the richness 

of which is of national prestige: 

- O ld melodic structure with limited access to improvise, 

Categorization of music in ages, lullabies, wedding songs requiems, dance music, etc. , 

Concert atmosphere and audience partic ipation in the music of the azmaries (ministrels) 

Liturgical hymn basic to modal systems, with 7 secular music modes 3 sacred music modes; 

Contemporary music, blending of traditi ons and use of foreign music styles; 

C lass ificat ion of musical instruments and assoc iations 

2.7 Digital music: Production 

Music cu lture is undergoing rapid change on a number of levels: the production of sounds, the ir 

distribution and consum:)tion, and the broader music industry, are all be ing transformed by digital 

technologies, in line with social and cultural patterns. Shifts in musical culture are occurring on a 

global scale, though the rate and nature of change is subject to geographical variation. 

The ain) o f this sccriGq is to fOClI S on the impact that digital technologies ha ve wrought upon the 

musica l landscape, as well as to probe some of the theoret ical iss ues that such changes have ~iven 

rise to. 

2.7.1 Music prod uction 

Production-wise , digita l technologies intensify many of the shifts that have already occurred. in 

particular the move away from mimicking <I live perfo rmance towards creating an 'artificial' :->ou nd 

world. When reco rding technologies entered the musical world in the late nineteenth centu ry. th e 

production of records tended to foll ow a philoso phy of dOCi/mentatio,,; that is, a recorded arte fact 

attempted to reproduce closely a live performance (Toynbee 2000: 73). A few gradual shi fts 

followed; fo r example, the introduct ion of electr ical reco rding instruments such as microphones 

and amplifiers led to the then scandalous technique of 'crooning'. The croon was an enhancement 

of the voice through artificia l means, an 'affront to the documentary regime' (ib id .: 77) which over 

time has OCC0I11C do mesticated and, cnnrrary to its ini tial rece ptio n, clnbcddcd in a regime of 
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'truth' connected to intimate confession (Penman 2002). It was in the 1950s and 1960s that a 

move away from documentation dramatically took shape. The emergence of electric guitars, 

magnetic tape, modular synthesizers and multritrack recording, led to the creation of virtual 

'sound worlds' as opr )sed to documents of live performances. Within the avant-garde pockets of 

academic music departments the manipulation of sound was being explored even further through 

the advent of ml<5iq1le concrete, where recorded environmental sounds were mani pulated and ed ited 

together to form sonic montages. Avant-garde techniques were increasingly smuggled into pop 

productions, leading to ' more complex recording techniques and the rise of the producer as a 

creative figu re (as opposed to a functi onal engineer): George Martin, Joe Meek, Phil Spector and 

Brian Wilson all gained reputations as sonic alchemists, capable of using the reco rding studio in a 

creative and constructive manner. Ideas as to what consti tuted the primary 'song' were shifting: 

while some record ings still attempted to reflect the live performance, many musicians we re now 

attempting to mimic recorded sound when they performed live. 

The idea of the studio as a creative constructive hub led to remixing forming a central component 

of musical cul ture. While nW5iqlle concre te can be broad ly conceived as a fo rm of remixing, it 

nevertheless arranged 'fo und sounds', The main cu lture o f re mixing rclatc~ to the recreati o n of 

pre-cxisting nlllsic, thoug h othe r fou nd sounds are used often for colou r and other pu rposes. It was 

in Jamaica in the late 1960s and early 1970s that remix culture really began to fl ourish to sui t the 

purposes of dance ha ll culture. Produce rs and enginee rs woul d remove vocals and gradually begin 

to adci effec ts such as reve rb, del ay and other no ises, out of which the subgen re 'dub reggae' 

evolved. The rise of d isco music in the USA dur ing the 1970s also con tribu ted heavily to remix 

culture as extended ed its ')f hi-NRG tracks , ta ilored to the da nce tloor, led to the emergence of the 

12-inch single. Such remixing was taken to new levels with the rise of hip-hop in the late 1970s 
I I 

and ea rly 1980s, which was based upon the repurposing of other music samples , main ly th roug h 

embedding 'b reaks' or through assaulting found sounds via the tech nique of 'scra tching'. Digital 

technologies, which uegan to filte r their way into mass produc ti on throughout the 1980s, 

acce lerated existing trends and perhaps shifted them from marginal to do minant practices. The 

rise in a number of digital synthes ize rs and sequence rs, as wel l as the case of interconnect ing 

different components through the musical instrument digita l int" rface (M IDI) , led to a growth in 
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electronic music in the late 1980s and onwards, including house , techno, jungle, ambient and a 

number of other generic forms. (Although it should be pointed out, a lot of early techno music 

was produced with analogue equipment.) While more traditional musical 'groups' playing live 

instruments continued, the growth of individual, electronic music makers led to a blurring of the 

distinction between the musician and the producer, and between the 'instrument' and 'studio'. It 

also led to the massive r ise in the use of musical 'samples' , thus giving rise to legal wrangles and 

debates over copyr ight, as well as arguments ove r what actually constituted musical 'creativity'. Key 

here was the rise of reasonably priced samplers in the late 1980s, which could integrate samples 

fluently within the overall track; they also provided use r-friend ly s0und manipulation tools (such as 

time-stretching and pitch-shifting), sample looping functions and ed iting facili ties (Berk 2000: 

195). D igital technolog ies have made it easier to match and mix existing sounds into a new 

compos ition. As such, the archive becomes increasi ngly important. Many musical artists now 

spend a lot of their t.me search ing for music in ord er to find usable samples (the more obscure 

these samples the better, in that there is a desire among many producers to avo id being 'obvious'). 

Contrasted to traditional sk ills involved in playing a musical instrument, the cremivity of many 

electronic music produce rs often lies in their ab ili ty to find, imag ine and then skillfully relllTange 

ex isting cultural artefacts. This relates to Lev Ma novich 's obse rvation that New Media. Generally is 

creat ing new ones' (Manovich 2002: 36). T hus, the not ion of variability becomes a chief aesthetic 

trend within the digita l world: ' Instead of identica l cop ies, a New Media object typically gives rise 

to many different ve', .;.ons. And rather than be ing crea ted completely by a human author, these 

ve rsions are often in part automati cally assembled by a computer' (ibid.: 36) 

Related to digital media and variability arc the conce pts of automation and lIl(lnipulation. New 

digi tal hardware and software permits previously labor ious task, to become easier in line with 
I I 

increas ing automation. So, for example, in contrast to physically editing mag netic tape, many 

digital progra ms allow one to magnify a visua l representat ion of sound waves, highlight and then 

edit a particular section, as well as 'undo' any results deemed insufficient. It is much eas ier to make 

back-up copies of di~ ~al works to make numerous ed its. Furtherm ore, copying numerical code 

does not resul t in the quali ty degradation that ch aracterizes chemical media. T he manipulation of 

20 



pre-existing sound becomes easier and thus increas ingly forms the raw material out of which new 

music is constructed. 

The increas ing manipulability of music leads to an increas ing severance from'real-world' referents, 

or more precisely, from sounds that can be produced by humans playing instruments in 'real time'. 

In pre-d igital forms of remixing sound was 'ripped' from one context and placed into another, yet 

the sou nd itself still bore the trace of human presence (i.e. beat samples in hip-hop records were 

created by human drummers playing in real time). Compare this to the beats that feature with in 

many recent forms of music, such as jungle: the drumbeats are often too fast and sinuous for 

human capabi lities. The programmable sequenci ng of sounds and the ab il ity to process them in 

myriad ways takes music into a more cyborgian rea lm. 'With sampl ing,' argues Simon Reynolds, 

'whO( you hear could neve r possibly have been a re:l1-time event, since it's composed of vivisected 

musica l fragme nts plucked from different contexts and eras, then layered and resequenced to form 

a time-warping pseudoevent' (Reynolds 2002: 360). Yet, while digital production often 

manipulates ex isting sound beyond recognition, it still uses more identifiable samples quite widely. 

In practice, while the reuse of recogn izable music is problematic in terms of clearing copyr ight 

permiss io ns, many do so (either by cover ing songs or through lIsing sa mples) because of the 

culrur;d currency that existing m usic contains, linking as it docs to memory and ctn ot ion. The 

musical ,:o llndscape in a digital age is thus a blend of the 'real' and the 'illu,:ory', the recognizable 

and the ,:trange, the old and the new. Perhaps one of the mo,: t important developments in dig ital 

music is the role such tech nologies have played in opening up participation within musica l 

production. 

2.7.2 Digital Cultures 

I 
The late 1990s and ea rly 2000s saw the increasing permeation of computers into the domestic 

sphere. In tandem, more music began to be produced on computers: hardware began to be 

complemented by software , and a variety of d ifferent music was increasingly produced on desktops 

and laptops. Different software programs allow one to reco rd, sequence, and mix and produce 

sounds (both sounds inputted fro m externa l in,:truments and prod uced entirely within the 

computer). T hese can range from expensive, professionalized ,:oftware to more affordable, low-tech 
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production tools. Such tools enhance access to producing decent quality recordings; previously, if 

people wanted to record they would have had to rent out studio space. Now, if they have a decent 

computer and some software, they can create at home at their own convenience; hence the rise of 

what has been termed the 'bedroom producer'. As computer software allows different sequences 

and instruments (real or virtual) to be layered upon one another and finely ed ited, it enhances the 

ease with wh ich solitary individuals can produce complex audio tracks and entirely conflates the 

role of the creator and the producer. [n some senses, this could be seen as leading to the isolation 

of the musician .Perhaps more importantly, it points to a fragmentation of musical production, in 

the sense that the 'parts' of a record that used to be combined from people playing instruments 

together in real time are now more likely to be created separately, then built up in a more 

fragmented fashion. Added to this, the rise of networking means that individuals can collaborate 

in a more piecemeal fashion: one person can create a 'part' then send it to someone else to work 

on More people are now able to create tracks that conform to a 'professional' standard, yet there 

are also opportun ities for people with little musical skill or knowledge to become more involved in 

creative acts, however minimal these may be. Thus, at the more 'professional' end of the music 

production sca le, peop le wi ll need to train to learn reasonably complex equipment and invest in 

rather ex pensive softwa re (which ca n nevertheless be pirated). For less experienced participants, a 

number of cheap or free tools all ow one to manipulate music on a more 'basic' level. Fo r exam ple, 

free editing software allows people to upload tracks and to play around with basic sound 

manipulation procedures, such as editing bits out of the track, applying effects (e.g. echo, delay, 

tempo change) and appl ying fade- ins and outs. More advanced software allows one to create music 

ftom scratch (as with vi rtual synthesizers) or to create edited amalgams, popularly known as 

'mashups'. These developments demonstrate how consumers of music in a digital age can 

increasingly engage in soine form of production, thus exemplifying what Jenkins has termed 

'participatory culture' Uenkins 2006b). While participatory culture levels the divide between 

production and consumption, we do still make distinctions between these areas, even if they can 

overlap at times. It is, therefore, to the issue of consumption - as well as the highly important area 

of distribution - that I now rum. 
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2.8 Significance of Music 

In Africa, where ora l t .."ditio n is highly deep-rooted, "many of the discourses are led with music, 

th rough music. H istory is 'written ' by music" (Bender, 2004: 87). True, in societies where li teracy 

rate is low traditions and histories arc passed o n to new ge neratio ns by word of mouth. In this 

delivery process, music is the medium which gives undying colo r to perpetuate the culture and 

history of C\ soc iety (rom generatio n to generatio n. Hence , s inge rs inter pret and imi tate the 

discourse of a given society via thei r Il'llis ic. 

Acco rding to Bender, "music is used, is employed to sp read idea s, to infilrral'e people's minds, to 

propagate a politi c<1i message and to make people think " (2004: 87) . Due ro the power of music in 

penetrating pcople's mind and ign iting emotion, it communical'cs in ways that other media 

ca nnot. However, bCClllSC of this music has also been censo red. According to Muza, this is so 

because "people in power the world over know the power of music-otherwise they would not be 

sca tecl stiff of it " (2005: 14). 

Makore notes that "m usic can be vicwcd as a cu lture bccause it is a way o( intc rpreting lifc, it way 

o( scc ing th ings and m;,king sense, and political movc lncnts ha\'c turned to music to articulate 

their viewpoints in an aesthetic way" (2004: 48). Music reveals the idenriry o( a certain nation in it 

g ive n period <lI1d renl'cts its da y- tn-da y lire . Variolls in Sl'itlltions like sport clubs, churches, 

mosques, burial socierics, po li tical p;lrtics and other soc ial o rga ni zations cmp loy music to imp;lrt 

theil IlH..'ssage ;lnd promote their idea in an aesthetic way. Music has played a paramount role in 

strengthening the national (eel ings o f freedom fighters (rom ancient tribal wars to modern 

li beration move mc l1\'S. A"::' ~ ll c h , ml1 ~ ic has been a driving (orce in prob<lhly all s igni (jca nt changes 

in the history o( A(rica. Eyre pl1 t~ it thi s way: "Mu "::'ic lies at the heart o( people's culture and sense 
I I 

o( ide ntity, no where is thi s m ore nue than in Africa" (2004: 105). Musicians, th us, arc im portant' 

actors in inst igati ng ;1I1d informing the public aboll t the chall enges and Sllccess ~tories in soc iety. 

In SOll th A(rica , (or exa mple, "freedom songs probably co unted as mu ch ;i s an y other (0 I' III o( 

resistallce ill end illg apa rthe id " (2004: 105). Makore adds that ill Ziml""""e too, "the war for 

lihe ra tion is a good example of how songs we re composed ;lI1l1 s ling to idcntify w ith and suppo rt' 

the strugg le (or independence (rom co lon ial rule" (2004: 47). A(ter inlh-pendencc \vas attaillt'd, 
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musicia ns bega n to address other societal iss ues and unfulfilled promises by the new leaders. This 

is where the leaders wanted the mllsi cians to be thei r propaganda tool. However, musicians have 

often proven to remain faithful voices of the people by cr iticizing the leaders for their malpract ices . 

"Singers who had suppo rted the libe ration struggle and hailed the new Afr ican leaders were forced 

to criticize them for failing to deliver" (Mako re, 2004: 48). Thus, the controversy arises between 

the two parties (people in powe r and music ians) on the content and fo rm of musical expression . 

T he controversy lies between those who arc in power o n vari ous levels and want to control music 

and those who demand the freed om and tra nsce nd the contro l over musical express ions. Nuzum 

states the rationale of th e controversy as sti ch: IIBecalisc music offers a sense of e mpowerment 

against authority, authori ty fecls a need to suppress and control it, lest it be their undo ing" (2001: 

6) 

However, the debate is in progress s ince A fri can authorities ofte n argu e that music threatens what 

they claim special. It is on ly the n that the auth or iti es bega n to co ntro l mus ic because mll sic reveals 

political and soc ietal problems which the leaders demand to sil ence (Nuzum, 200 1). Such control 

ove r mu s ical expression o r any oth er protest art he lp the leaders to maintain authoriry and co ntro l 

over th e people they rul e. 

l)thcr tha n poli tical ill1p ()rta n u.~) musi c play~ a v;lril'ty of role~ in na tio n~bllilding and (re'lt ing 

per~onal mean ing. Mu sic i~ used to gain plea~ u re, renect natio nal sp rit , fa c ili tate peace proces~ ;lI1l1 

development, c reate aware ness abo ut ex ist in g soc ial i SSll(,~, unify a cou ntry fragmented by differen t 

soci al ills, and maintain culture and identity of a natio ll. Writi ng fro m an A fghan pe rspective, 

Baily points ou t that: "lv1.us ic brings unity to the people, old and young toge ther and helps us not 

to l o~e oll r id e ntity" (200 I: 46). Nuzum sup ports this w h en saying that mu sic is impo rtant "as ;1 

me;l\1 S of commu ni c<lting or soc iali zin g with qt hers, as a diversion or escape from o u r troubles, as a 

so urce of information, ;\s a way to identify o ur selves as indi viduals, as a way to celebra te an d 

mourn <lnd <I S a way to chro nicle Oll r ex per ience" (200 1: 11). 

Music is also important in times of cris is . Mus ic, says Baily, "prov id es a range of th e rapeuti c 

poss ihiliti es for those who have suffe red the traumas of w;lrfare, the direct exposure of milit;l ry 
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force, the loss o( (amily members" (2001: 45). O ne ca n conclude (rom the above arguments that 

music has vcr~at il c importa n ce to a nation in general and citizens in particular. 

Music can also contribute to economic well~being of the nation. Renow ned economic scholar 

Amartya Sen notes that: 

T he development of music industry in Africa can, thu s, make many dist inct but interrelated 

contributions to econom ic development, social change, political co hesion and cultural progress in 

that strugg ling cont inent. (Amartya Sen c ited in Ko rpe and Reitov 2004: 1)5). 

2.9 Media and Identity Formation 

Media arc alnong the most enduring instituti o ns that shape and dictate oll r world views and 

interactions in th e "Kial and public domain. The media, as McCullagh (2002) states, arc too 

powerful to dictate ollr world views. He argues that, "OUf images and knowledge of socia l reality 

afC formed and s haped by the images and information that the media deli ver to liS" , The media as 

one of the culture industries, for Judith Lorber (1994), is a (ree standing entity that establishes 

p;Itterns o( cxpcct;ltiollS, orders;1 soci;1I process and drives soci;1I organiz;ltions . In the same line of 

constrllcrion of idcllritiL's; hy which the people':-- orienut ion of soci,dly il CCL,]1t"<lh lc ways of heing or 

rclat ing to others, as \)."Icll as to assign or more llsually withhold, publi c recognition, honor <lnd 

soc i;,! position to a group is pard y negoti<lted (Carter and Steiner, 2004). 

According to SOllle proponents of the soc ia l learning theory, any (orlll of media representa tion m"y 

act as a spring (or children <lnd adolescents in id e ntifica tion. According to Bandura (1977,1994), 

the grc;lt"er the perceived s imilari ty hetwee n the viewer ;lIld till' actor or model or any form of 

reprt~sentatl()n o n the screen, the greate r the likelihood to dev~ l op ;\ furm of identifi cat ion . 

Identity gives liS an idea of who we ;He <lnd of how we relate to others ;lnd to the world in which 

we live . Any (orm o( media productions, according to John hske (191)9), arc actively absorbed by 

the audiences and reworked to 'conslwct own m~(!nillg ol sell, ol.~oci(/L id~nlily unci &"·011/) cohesion'. 1-1 1.'. 

also contends that these 'Productive Consu mpti o n' of popubr llledi:1 cultu re to constrllct identi ty 

is he;\vily b,lsed on bodily pleasure and interrext"lIality used to escape upbring ing in st ituti ons. All 
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the sa me, Stuart H all (I 99 4), strongly argues that the med ia rea lly matters to us because 'It trades 

in image of us and it trades in possib le ide nti t ies'. Kr istin Skare Orge ret (2008) argues, to this end, 

that popular media cultures occupy a key and strategic pos iti o n in 'iden ti ty fo rmati on, process of 

empowerment and in the construction of bel o nging'. It is a vivid expe rience that there is Cl 

profo und effect of the media o n the ongo ing deve lopment of social inte racti ons. 

Media texts, according to Ruth Teer-Tomase lli (1997), arc crucial cites of represe ntati on of identity 

and hence any focu s of media and cultura l study should by no means 'demonize the acknowledged 

impo rtance of the media in the const ru ctio n of ide nti ty' . This is why, as Lloyd Blake Te'Ne il 

(2000) co nte nds, we need to closely decons truct med ia texts to avoid what is called 'Nega tive 

Ide ntity' 

Many med ia stud ies, like Kimberly Thelen's, on the other hand defame th e argum ent that bestows 

power on the med ia in identi ty format ion . H er research on "dolescents showed that media 

cons umpti o n didn't only create identity but reinforces already ex isting identity (2003:47-49). 

Aud iences o f Ollr time, according to Thelen, a[c nor the au d ie nces defined in the hypcrclo mi c 

mod e l o f co mmu n ications. The ;llH.lil'IlU.::S work together th e media tex ts with the preex ist in g 

thoughts and social srrtlCrlI rcs and codes o( hch,lVio[ in thei r upbri ng ing in:;rittltion:" l-Ia11 ( 1991) 

is also a bit cautious ahout the arguments made in this regard. H e adamanrly th inks negotiating 

!ncdia d iscourse to (orm a sense of idt..:nriry i:-; not only abou t 'inclus ion of identity it i:-; al~o ;lhollt 

exclu s io n '. Some audie n cc~, he argllc~, may rul e out the mselves from a give n media di~coLlrse due 

to their prior experi e nce and wo rld vicw. near ing the profound im portance of med i'l In 

negoti,lting identity, thi~ ~tlld y attempt:-; to inve:-;tigate the ro le of mu sic v ideo in the proce:-;:-; of 

ge nder identity fo rll1a tion. T he utm o:-;t cons ide rat ion of mu sic vid eos in this respect i ~ m.lini y 

hecall~c it is a si te of rep resentations qnd socia l re, di t i e~. 

Like wise, as many post~tr ll ct llral ist sc holars agrec, "bodies arc maps of meanings and power" In 

modern soc ieties (H,lraway, 1990:222). In music videos and other promotional media discourse:-; 

the body beco mes a point of cap ture, where the dense meanings o f power arc anilnated, where 

cultural codes ga in the ir appare nt co here nce and v ... 'here the bo undari es be tween the sam e and the 

other arc crcated and naturali zed (Douglas, 1966; nutier, 1990, 1 9~3). T he ways that these 
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e ncounter between self and other maps the subject into discursively-co nstituted, embodied 

identities provokes the subject into the subj ect-object relat io n (Pi le and Thrift, 1995). This 

prob lem of th e subject-object relatio n seems to be the cr itic,,1 area of inte rrogation if we are to 

underst"nd the depth o f the challenge that confro nts us "s we look to our relati o nship with media 

d iSCOll rscs. 

Music video '" low brow fo rms of po pular culture h"s bee n a center of " tten tion for analysis of 

mall Y media and cultu ral studies. Music videos, o r music television as th ey arc called in their early 

forms were conce ived in MTV in 198 1. MTV (Music Televisio n) that h"s bee n descr ibed as a 24-

hour now of adve rti se ments - fo r clothes, soft drinks, songs, and the ch"nnel itself (Kaplan, 1987) 

qui ckly sp re"d to over 28 millio n ho mes by earl y 1986 "nd set up its significant charisma in 

s"tellitl' "nd «, hi e TV (Cocks 1983; Kaplan, 1987). T he MTV h"s been th e s ite o f pe rformance 

music video cl ips for the ea rly years o f the program. After" while MTV ch"nged its format to 

encomp"" ' less "Ibum or ien ted' rock music "nd later the rock music with lyri cs (DeC urtis, 1990). 

Music viti eos, which I);,,'e been defined as sho rt promot io n,,1 film s for music reco rds (Pahlavi, 

19H7) havc pla yed ;I sign ific lI1riy impo rtant ro k in dictat ing the behavio rs of adolescents. The 

llHH.ll'I"ll day music vidcos, ;l S h~ichacl Sh ore aq.! U l'S, C;\ ll i'l' LleseriLL'l1 hy ~ )[1 c of th e following 

phL1Sl'S. Mu.-;ic \'idL'us, <lo.:u rding to his descripti oll, ;ll"\..' 

" recyc led styles .. . surface wi thout ~ lIb~tance ... ~ imlliated expe ricncc ... infofm ;lr io n ove rload ... image 

and :-;ryk ~cavengcr:-; ... ;lIl1bivaicncc ... deGH.lenCt'.. imillcdiate grat ifi catiun ... vani ty and th e 

Ill O I1l 12 IH.. illl .lgC a:-;:-;alllt:-; ;Ind o urre folk:-; .. the death of conten t ... ,lIw:-; th eti zation of v io lence 

throu gh chic .. adok:-;cc nt male f:lnt. \ :-; ie ~ ... :-; pced, power, gi rl ~ il nd wc,lith .. albulll art COIll12 to 

turgid li (e 

1984.98) 

c1a~sical srorytelling' Illotifs .. :-;o(t co re purnograph y .. clich ed Imagery ... " (Shore 

Andrew ( ~uodw i n al:-;o fo rward ed :-;( )ll1C imporranr hYJ1oth e:-; i:-; .\bout under-"t.\nding mllsic vid eo 

clip:-;. H e conclude:-; that Illu:-; ic videos arc ICill t.: IIUltic ,l!elln:L (l(llvcrt i .~i nJ!... lIeW fUllns of tdC~l i5ioll ... 

~ l i~ II (l1 (O'{ .. "dt.:ctrunic HJ(l1l 1)(lIJi..'r~" . . drt.:m1L'i .. . 1 )(}~tlllodcnJ fCX[L nihilL~tic Il t.:u f(l~ci .H /))'O/utgancia .. 

music video dips arc intcrc:-;ting post modern 1llt'<.l ia t(.'xr:-;. Many media and communica tion 
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studies have argued that music video clips arc media discourscs a nd sho uld be treated with respect 

to that. Robert Pah lav i', (1987) treatme nt of David Bowie's "Loving the Ali en" rock music vieleo to 

investigate how Past iche and Schi zop hrenia, (inn uential conce pts developed by Fredric Jallleson in 

his essay nPostm oderllism and Consume r Society"), o peratc, is a ve ry good example, This analysis 

of music video suppo rts the argume nt that music videos sho uld be treated as postmodern media 

texts . Au fderheide (1986 ,77) also contended tha t mus ic videos arc 'powerfu l, if playful, 

postmodern art'. Their raw materiab arc aspec ts of co mm ercial popular culture, the ir strll ctures 

those of dreams, th eir premise the co nstant permu tat io n of identity in a world \vithout soc ial 

rela ti onships. 

In ge neral , according to Svcn Carbon's (199B:4) pcrspect ive , mllsic videos Clil into t\vo rough 

groups: l)elfonn(lnc~ eli/)s ,lJ)d COIlC~/)t!/{!l eli/)s. When a m usic video mostly shows a n a rt ist (or group 

of arti sts) singing, tbncing or performing himsel(jherself /thc mse lves in the music video in a 

co nce rt o r stud io setting, it is a pe rfor mance clip. In performance music v ideos, popular Illusic 

artists wear revealing ;Irri re designed to en han ce th eir sex ual allure make sexua ll y suggest ive 

movements. Like wisc, wl1l'r1 tl1l' music vidco clip shows sornethi ng else like other :lctors acting in 

different settings, durin.!.! its durati on (o(tell with a rtistic amb itions), it is (\ conn'pl'llal clip. 

Conceptual music videos l:onsist u( (\ s tory tll<lt goes (llong with the song, which lIlay ur lIlay not 

add a plot to the lyrics . l :oncept music \'ideus m:ly display more explicit sl'xu,d imagery, ilwolving 

nudity, and disp b y heh<l\'ior Stich (\:-\ kiss ing) e rotic touch ing ilnd so OIL T his rese,lrc h ilttempts to 

(OCUS lnainly o n the conce p'·ll,d c lips ilS it proh:lbly shows more peop le interacting ,Ind features 

multi discursive texts (l )()(Khvin 10t))). T h is is mainly heclllse, con tcnt an;tiyses indi cate that up to 

75(X) of concept musi c \'idcos (those invoking ;1 theme ins tead of (\ conccrt pe rfOrlll<l IKl') conLli ll 

sex uall y suggestive l\latl'ri;d(Sherlll:l n,1 9H6; Buxter,19HS). It also treilts 
I 

CO ll cert clips, videos fcat'llring o nl y the a rtist in :1 concert hut nothing else . 

2. 10 Music Video, Youth and Media Cu lt iva tion Theory 

perform:lll ce cli ps 
I 

save 

The aciolescen t period is often a tim e of s pecia l s tress . A numbe r of physical , psychulogical and 

:-\ociologicct\ influel1 ce-" ,liT hrought to hear un the il HliviLi u;d at this stage of devel op melH. 

Adolescc ll ts llcgoti;lte these stresses with v;\rying degree of maste ry. Tlw cl' ntr;d COllccrn or iss ue 
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(or ;Idlli esce nt s, accord ing to Srrasbu rg ( 1993), include: (1) movement tow;lrd s independence· 

including the estab lishm e n t of a se nse of identity, emotiona l regulati on and express ion, and 

increasing inte rest in the peer group· all leading to the ;Ibili ty to make independent decisions, (2) 

the co nsoli datio n of a sex ual identity, incl uding the ab il ity to form meaningful and loving 

rclatiomh ips and (3) thc cstablishmcnt of a scmc or ethics and self-di rccted, including thc 

dcvelopmcnt of standards of behavior that can bc rccon cibl with thc adolcscents perceptions of 

adult standards. D u ring this pe riod, ad o lescents often seck information form sou rces other th:l11 

their family. In th is co ntext the mass med ia m;IY pla y an impo rtant role in provid ing informatio n 

to 'H.lolcscc nts. 

M,l1lY media s tudies h;l\ 'c p roved the (a ct that mass media arc impo rta n t in shaping attitudes and 

Idici"s ;\hout the ;\dult world and how adults act (Coms tock C , ;lI1d St r;\Shurg VC, 1993 , Licbcrt, 

IlJ88 and Pcarl, 19(2). Howcver, th c effccts of th c mcdia in genc ral and thc music mcdia in 

particular depe nd o n the v;lriat ions in how adolescents dc;d with the ir deve lopmental tasks. R.ecent 

studies docu me nt that not all teenager's view medi,l contcnt in the same fas hi on. Mu sic ca n p lay 

;Ill important rok in till' soc ialization and identity (orm;lrion of an adolescent. It ca n become ;1 

:-:ymhpl tll1 rheir searc h (ur indepe nd e nce and ;tutllI101ll)'. Adolesce nts u.:-:-e mu sic tl'ie\' is ion for suh 

cu ltural purposcs such ,I S dle rl'info!'Cl'Illl'nl o( lK'l'!' .~rUl1p idl'ntifica riun ilnd as an importilllt 

symhol tl/' estab lishllll'llr uf gender identity. The pl'dUrlllilllCl'S oj' popu lar lllu sic also have illl 

important role ill 'Hlokscc nt development in iLil' IHifi cl ti u ll with soc ially competellt role Illodels, 

(J ne of th e pr imary w;IYs ,·hat ch ildrcn and ;H lulcscl' nts 11';lrn (rom t he mediil is by seeing ;lttractivc 

'Idult role m odels dClllon .:-:- tr;lt ing adult types oj' lll' h 'lv iors. 

Mus ic television i.:-:- a 1l1,Ijor influencc in thl' lives of young adults. YOl1n g "dlths arc ch aracte ri zed as 

I1cople ill th e age range of 17 to 20 (llcphll rn, 1 S)t)H). ~~tlsic tel ev ision no t o nl y provides Illlls ic 

vidcos o r short fi lm s fo r so ng.:-:-, hut it also ,d lows for ,I ylH lng ;Idult to sec what wo uld he co nsidered 

in style. A yo ung adult CI Il find man y uses (ur co nsuming Illus ic vid eos. T IlL'sC uses inc1udl': 

findin g o ur what their (annitc musician ha s \Wl' 1l lip t\) ill rl'ce nt IlCWS , whilr clothes and hair styles 

arc popular (W ilson and MilcCiillivray, ILJ9H), o r a mo re rcce nt fcature, to find out what their 

fa voritl' 1ll1ls ic i;11l is lik e hehi nd the elme rCl S, ;\Illi how rhe y "norma ll y" 1H.' I1 'I\'e. A YO llng 'ldl1lt· 1ll;IY 
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the n choose to ch.u lge their own appearance and attitude based o n wha t o r how their fa vor ite 

musician be h<lves <lnd wh<lt t hey <Ire we<lring (Englis, Solo mo n and O lofosson, 1993). 

Accord ing to C ul t iv<l tion theo ry stead y clie t o f televisio n can influe nce viewe rs' co nceptions o f 

soc ial reality such th at heavy viewe rs' beli efs <lbo ut the rea l world are shaped by th e images of 

te levisio n (Ge rbne r, Cross, Ja ck/Sun/Beeck, Jeffri es/Fox, and Signorelli, 1978). T he cultivat io n 

pe rspective suggests that telev is io n o ffers a co nsistent, stable set of messages that se rves as a 

common soc ia lize (Cerlme r, C ross, Mo rg<l n, <lnd S ignorelli , 1980). Fu rthe r more , h e<lVY 

consumption of th e h igh ly repet itive messages of televisio n ca n create a di sto rted pictu re of soc ial 

reality. Ope rating with in a cult ivat io n effects model , there nu merous published investigations that 

p rovide empirical evid e nce for med ia influences on gender,role co ncepti o ns. Televisio n has been 

iden ti fied 'IS <I pa rticu l<l rl y potem force in thi s co m ext (Durkin, 1985; Cu nte r, 1995). Among 

ad o lesce nts, s tro nger gende r - ste reotyped bel iefs have been repeatedly correlated with heavier 

televisio n view ing (Be Li r, 1974). Ccnder role ste reotyping embraces a wid e ra nge of beliefs and 

at titudes the masc ulinity and femininity. Mu ch o f t he research o n gende r role stereotyping 

touched on ly pe riph era ll y on the issll e of sex tl idity as an aspect o f ge nd e r,r() !c co nce ptio ns. 

With ill it CUitivil li ul1 vf!"t-ct:-. mudd, CX P U'-;lIIC 1\ 1 the symholic clwiron llh'n r or tc.:k'vi.-; ion .-;holiid 

co ntribute to vic\ve r.-;' helie(.-; abollt th e natu rc ,Ind (req uency of sex uallwhi l\'io rs ill th\..' rc;d world. 

Adolescents belicved to he cspccially su.-;ccpt ihlc to t he sex ual ll1e.%agc.-; co ntained in adult 

televis io n progril illming ill thil t regard, the types of lll cssages conveyed by telev isio ns, film o r vi deo 

arc of p;lra mount im porrancc whe n aimed lit or, ill any case arc li kely to hl' ( on,-;ullwd hy you ng 

audiences. (J il l' is.-; ul' ,-; uITo ullds rh e n.' .-; po ns ihility with which sex ual hehavior iltHI sexual 

rl'lilti u l1 ships arc dl'pi ctl'd. C un.-;idcl'ed with ill th e culti vat ion model, a IT Il'v is iull wo rld depicts 

casual sex ual co upli ngs , ,WlHlll' n as Cil '-;y sex ual conq uests, o r sex ll id look as a I~) C, II )'-; to purslle II 

lovi ng rc l;lti o ll ship . Th i.-; ex pos ure to symho li c images of televisio n m ighr he hypothes ized ro 

culti \'are sexua l heli e fs ;lnd att itudes thar e ncou rage young viewe rs to behave in a similar fas h ion. 

Thus th is researc h is an atte m pt to test whe rhe r th e gen der im ilges sa turated in mode rn Eth iop ia ll 

music video dips cul t i\';lte th e sexua l heliefs and attitu des of ado lesce nts in Ad dis Aba ba aho ut 

their gc nd e r id entity. 
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2.10.1 Critiques on Media Cultivation Theory 

Gerb ner's Cultivation T heo ry has bee n subject to mu ch crit icism over be ing too simplistic. His 

cr itics argue that society's views o n ce rtain issues can be affected by a number of things, including 

their background and other peop le's infl uence. Much of the criti cism, as the advocates of 

C ultivation model Michael Morgan and James Sh:l11ahan argue, on cultivation theory focus o n 

"methodologica l minutia." A disputing study done by Hawking and Dingree, to this end, found no 

proof of a relat io n betwee n societal views and televisio n viewing. A stud y by J. Rona ld Milasky and 

a»ociates (1997) also failed to find a ca usal relationship between the two. T hey agreed to an 

increase in shorr term aggress ive behav io r due to television view ing, but found no evidence o f ;1 

lo ng term effcct. A nother c ri tic ism of {'he ti1e() ry is that it neg lects the va riations, s lich as age and 

sex, in heavy ,md light television viewers (Chandler, 1995). 

Another point criticized is that cult ivation effects arc not shown to occur outside of the United 

States (Chandler, 1995). A British study o n the same subject fou nd no evide nce o( a correlation. 

However, this can be attributed to difference~ in !1wLii;l cultu re in different countries. Also, the 

susce ptibility of;l person to believe what they set' lln televis io n mu st he take n into consideration. 

A nothe r argu ment forwarded in this regard, Jaml's PoHer ( 1993:567,569), is that cultivat ion model 

wo rks in a media sa turated societies, where Ethi opia e1l1 be in eq uated. A more skept ical viewcr 

w ill not garner as much o f the ir soci,d IT;dity (rom televis ion as a less ske ptical viewe r. Gerbner's 

studies can also be criti c ized for not analyzing the posit ive effects o( televis io n on soc iety. Hi s 

studies o n vio lence in rel~v i s ion i1l usrrated rhe negative e((ecrs, but he failed to research wheth er 

television could havc an encouraging e((ect Oil soc iety. 

Sonia Livingstone ( 1998) has also attempted to t;\ke ;1 se riou s account of Media C ultivatio n theory. 
I 

She co nside rs (~e rhner's 'culrivat iol1 dif"(erentiar, whi ch suggests that heavy televisio n viewing is 

likely to lead viewe rs to endorse helief's alld attitudes more closely rel:lted to the TV wo rld th:lll to 

the real world. The evidence, according 1"0 Livingstone, suggests that 'acrive' viewers ilre less likely 

to be susceptible to rhis e ffect. In other words, rhl' cu ltivatio n e((ect may ill p:ln be related, as 

(Je rbnc r proposes, to the amount of TV wa tched, but it is also related to th e viewe rs' or ientat ion 

towards the TV m:lteri:ll. The more dl'lilll'r:lte :llld selective their illterpret:lrioll, rhe less likely th e\, 
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arc to be susceptible to the cul t ivation process, though viewers may be 'a((ected by a program in 

terms of accepting its direction, agenda, or its less overt messages', says Livingstone, and 'th is is 

especially likely for programs with multiple messages or perspectives, such as soap opera .... , for 

which it is difficult to identify the "messages" requ ired by cultivation analysis.' That is a criticism 

which is justifiab ly leveled at content ana lysis of just about any mildly complicated med ia product. 

To test the cu ltivation hypothesis, you d ea rly need to examine the content o ( a very wide variety of 

TV products ove r a considerable period and arr ive at some sort of view o n 'average' levels of 

violence o r whatever it is YO li are trying to investigate . 

2.11 A Semiotic A nalys is 

Traditionally, it is believed that semio logica l analysis was pioneered by two men: the Swiss linguist 

Ferdinand de Sa uss ure [1857-191 31 and Amer ican philoso pher C harles Saunders Peirce [1 839-

19 141 [Berger [19821, cited in Boyd-Barrett, 1987 : 1331. O n the most basic level, Peirce 

co nstr ucted :\ triangular model to illustrate the intera ction between what he termed sign'objcct~ 

intcrpn.:: tant. In this context, a 'sign' refers to anything from which meaning is generated. Saussurc, 

meanwhile, saw the s ign as a physical object with mea ning, consisting u( what he termed the 

signifier and the signified. The signifier is a term for the ~ ign it~cI (; rhe im;lge a:-; we, th e audience, 

pen:civc ir. The :-; ig ni fied , in contrast, refers to th e mental concept, which i:-; :-;aid to be broadly 

common to all members of the sa me cu lturc, who sh:lrc the :-;a lllc language [Fiskc, 1<)<)0: 431. 

Perhaps the most (;\l110U S definition of what ~c miotics co mprises i:-; o((e red hy Sau:-;su re, \vho wro te: 

We can th e refo re imagine <l science '\(liticit wOllld study rile life of sigm ·wit/tin society ... We Gill it 

semio logy, form rhe ( :!reck semion "sign'j. It wo uld teach li S what :-;ig n:-; con:-;ist of, what la w:-; gover n 

them. Since it does not yet ex ist we ca nnot say what it w ill 
I 

place is ass ured in advance. [in Fiske, 1990: 5 1/21 

be, but it ha s a right to existence; its 
I 

Before embarking upon a sem iotic analys is of any kind, I feel that it is first appropriate to disc uss 

so me of the In ost basic co ncepts of semiotics , and to become familiar with the lI sage of jargon in 

this notoriously technica l fie ld of media theo ry. The (ramework o( semiotics can be summarised 

into three Illain areas of s tudy as follows : 
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• T he sign itself. Th is cons ists of the study of different va rieties of signs , of the different way that 

these signs convey meaning, and of the way they rclate to the people who use them. For signs 

arc human constructs and can o nly be understood in terms of the uses people pu t them to. 

• T he codes or systems in to which signs arc organised; that to which th e sign refers . This study 

covers the ways that a var iety of codes have developed in o rder to meet the needs of a soc iety or 

culture, or to exp lo it the channels of communication avai lable for the ir transmission. 

• T he culture within which these codes and signs ope rate; the users of the sign . This in turn 

depends o n the li se of thc~c codes and signs for its own ex istence and (oTm. 

[Fiske, 1990 : 40) 

It thus becomes clear that semiot ics seems to define a form of socia l interaction that places the 

individual as a me mber within the wider soc ial spectrum . The actual message therefore refe rs to 

the way in which a constructio n o f signs produce mean ings as a direct result of the ir in teraction 

with the rece ive rs , as Peirce's tr iangular mode l illu st rates. The main emph as is is placed on how a 

[ext is 'rcad \ implying that read ing is the proo.':-;:-; of discove ring meanings tha t can o nly OCClIr when 

the ind iv idual negot iates or intcr;lcrs wit h the text . As Fiske {1 990 31 stresses, negotiati on t;lkl's 

place as the reade r uti lises aspects of his/her ow n cultura l experience to un de rstand the codes and 

signs that m ake lip th e text. The \';lrious aspects of so~cil lied 'decod ing' or 'meani ng making' arl' 

divided into spec ific categories th ;lt comhinl' to (orm th e (rame for a compre hensive semiotic 

analysis of any texr. 

Init ia lly, Sa llss ure defin ed two ways in wh ich s igns , o r uni ts of mea ning, can be o rgan ised into 

codes. He co in ed th e term /nlrlUlig11l to refer to a s ig n tha t fOrlns a member of a de fining c ltego ry 

[C handle r, WWW); a se t of signs from ,which the one to be lI sed is chosen. The set of shapes for 

road signs, as one exa mp le , forms ;1 paradigm, as docs the set of symbols that may be (ound within 

each shape [Fiske, 1990 : 56[. SmlSSLIrc furt her lIsed the term .lylltngm to refer to the orderly 

co mbination of interact ing signs with a meaningfu l whole {C hand ler , WWWli the mess;lgc into 

which the c hose n s igns are comhin ed. Fiske summarises thi s distinctio n by observing th;lt all 

messages invo lve an amOllnt of selecrion Ifrom the p;l radigm l an d combination linto a sYll tagmJ. 

From these pri mary di st in ctions c\'ul\,e fwo fo rms of strtll.:tllra l relationship paraLiigmark, a 
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relatio nship o f cho ice , and syntagma tic, a relati o nshi p o f combina tio n . If a relati o nship exists, 

therefore, it is inevitable tha t a process o f formal analys is is possible. I-knce , syntagmatic analys is 

gives ('\11 overview o f a media text as a narrative sequence o r as a sequ ence o f s igns, while 

paradigma tic anal)'s is sllldies patterns other than those classed as seq ue ntial, within that media text 

[Chandler, W WWI. Fro m this distinctio n, two further te rms emerge to explain the mea nings 

ge nerated in a part icular text. Meta/)/lOr is the term used when an unfamiliar concept is expressed 

in tcrm~ of a fa miliar concept, rcga rded by Fiske as <l parad igmatic din1 c nsio n of se mi o tics . 

Metonymy, o n th e other hand, is the te rm lIsed to desc ribe the invocat ion of an o bject or idea lIs ing 

an a~~ociat ive detail; <l syntagmati c d imensio n, acco rding to Fiske IC handler, W WW]. 

Semi otic al1<li ys is furthe r beg ins to expand into a terminolog ica l distincti o n betwee n two different 

rypc~ o f mcaning. Deno w tioll is the te rm used when dea ling w ith the 'fi rst o rd e r' of s ign ificatio n 

gene ra ted by the sign ifie r and the signified IC handler, WWWJ; the initial, commo n-sense and 

obvious meaning of the sign [Fiske , 1990: 85 1, Halilci ted in C hand le r, WWWJ regards this as the 

'litcnd ' mCCln ing o f a s ign. Connotation , o n the o ther hand , re fers to the Isecond orde r' o f 

sign ification. Hall views th is as the 'associative' mca ni ng, since it descr ibes the interacti on that 

occurs whcn a s ign meets the (eelings o r e motions of th e lIscrs and the va lues o f thc ir cu ltu rc 

IFiske, 1990; Hoi. Ilased o n the ideas o f Pie rce, the term 'co n notation' C:1I1 be furth er divided into 

thn'l' Ill ore subtle t·ypes of s ign, as (o l\ ows : iconic s ig n , ;lS one th,lt rese !ll h l e~ the s ignified; symlJOlic 

sig n, , IS o ne depe ndi ng o n ind ividLl id conno tati o n; indexical s ign, as one having a~sociati on s and 

inhere nt con nections. Ba rthes [ 1977 J, in atte mpting to effectively il lust rate rhe di fference betwee n 

denotatio n and cO llll o tati o n, argul'S that the distin ctio n betwee n the two is clea r in medi um of 

ph orograp hy. He ~ceS de no tati o n as th e mechani cal repro du c tio n O il fi lm o f the object at which 

the Cilmercl is po int ing. He sec~ conn o tatio n, o n th e o th er hand , as th e indi v idu alised aspect of the , , 
process ~ the selecti o n of what to incl ud e in the fram e, the u~e of f()c ll ~ , came ra an gle, lighting etc. 

Basically, deno tat ion becomes the ter lll (o r wlUlt is bei ng photographed, while con no tati o n refe rs 

to Itow it is be ing captmed o n fi lm IFiske: 1990; 86 J. 

Fi nall y, on this tec hni ca l level, it is essen ri id to he awa re o f the conce pt o f codes as ,I se t o( 

pr inc ipl es that are dyna mi c. Codes arc d ifficu lt to pe rceivc hecllIse they are characre rist ic dly 

pervasive , specific il1HI d Cilr-cll t, to a poi nt where they arc alm ost invis ihle iBoyd-Barrctt , 19H7 : 
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1501. T hey arc histori cally anel soc io-nIlturally situated, and furth er divide into two sllb-categories­

the broadcast code, in which the audience is wider and cli che is m ore obv iously employed, and the 

nClnOWCQst codc, in which the audience is mo re lim ited since th e princ iples used arc mo rc subtle 

IC handle r, WWWI. lntcrtextllality, a concept fi rst introduced by the post-s tructu ralist Julia Kristeva 

IC h and ler, WWWI, is a lso a consideration, since it is the norm that media texts sho uld exist in 

relatio n to othe rs. It is therefo re reasonable , as T homas Sebeok suggests, to accept the value o f 

semiotics as: 

T he pivotal branch of the intcg r,ltcd sc ience of com mu nicatio n ... co ncerned with th e fo rmulati o n 

and encod ing of messages by sources, th e trans missio n of these messages th rough channels, the 

decod ing and interpretatio n o f th ese messages by destinat io ns, and thei r signification. [in Blonsky, 

1985: 45 11 

T he music video is tl u niqu e modern cultural form. As a comm unicative text ope rating in the 

rca lms of mass 111cd ia and popu lar culrure it is m ade o f li p numero lls visua l, aural and technica l 

facets, whic h like in a TV iH..Ivert ise ment, pack its short running time with meanings both exp lic it 

an d implicit. These numerous (,Ice ts can he an;d ysed ,IS a collectio n of sym bols and codes which 

rchtl' to c; lch othe r, the \'icWC I" , ;11"'\(1 the w ideI' culwre in which the lext ope r<ltl's. As such the 

'meanings' t ha t ;Ire encoded in the music \'ideu ;IIT depende nt o n II shared 1I 1H.lc rSl"'lllding o( th t..'se 

signs and cod es. By the nature of the Illll sic video's (orm itself - its lise o( non/ na rrati\'c ;lnd 

editing etc. it allo \vs ror Ill u ltiple perspect ives , a freer mo re flexihle naturc o( 

ide n tificati o n/ interpre tation (As linge l' 2005) ;Ind e ncourages the idea of a more active \' il'we l' 

(S myth 2006:438). 

2. 12 E thnic ity 

Ethnic cu ltures are sOllle o( the ric hest and most inte restin g in the world . The (or ms o( culture -

o ral na rrative, drama, song, Illu sic, v isual image. an d so o n - arc universal, but the speci fi c conl"cnt 

and the particul ar wa y rh e universal (o rm is re;di zcd in anyone situatio n, p lace, Of time is highl y 

v"r ied and diffe rent i"red. A nd m" ny of tho,e d iffe remi"ti ol1$ c" n be "nributed to the fa ct th" t 

people duster togethe r in cO l1lllluniries of te ll (o r rcaso n o( ethn ic ;1(fili;ll"i o n and idenrity. 
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Ethnicity is both a physical fact and a cultural creation. An ethnicity comes into being when a 

group of people intermarry and form a large exte nded family that lasts usually for centuries, if not 

millennia. A n c thnicity in this sense is a gro up that shares certai n ge netic traits, and that sharing 

lasts so long as the pattern o f inter marriage lasts. Ethnicity usually manifests itself as physical 

differences such as eye shape o r sk in color. And it is doubtful it is more than that. Conservative 

racist thinkers believe that external traits signify internal me ntal differences. In this way of 

thinking, groups like Asians are more industrious" by nature. " Africans, in co ntrast, lack 

initiative for the same inevitable genet ic reason. Liberal thinkers res pond by noting that we re this 

account of the world true, all Africans wou ld be lacking in init iative and all As ians would be 

industrious. But that is not the case. They note as well that what economic class people grow up in, 

what educationa l resources arc available to them, and what f~lmily cu lture they arc born into makes 

a much greater difference for slIccess in life than cth nicity. When cultural differences are removed 

from cons id erat ion, ethnic differences become negligible. No gro up is morc industrious than 

an other for reasons that can be saiel to be genetic or ethni c. Indeed, it is more likely the case that 

the particubr culture of an econol11ic class plays a greater role in determining what an ethnic 

group seems to be cap;lblc of or not. 

2.13 Conclusion 

In this section, an attemp t to present the propositions, deliherations, debates and arguments of 

some of the most influential scho lars and ITse,lrchers in cultu re and the media has been made. 

Pnwiding the wider discllssion on popuhlr culture ,lnd schools of thoughts with in it, this section 

h<ls attelllpted 1"0 present a compre hensive discllssion on popular media products, music videos in 

p;lrticubr, rep resentations, ide ntity format io n ,lnd ;H.lo!cscents. The significance of media in the 

I s<,lient task of adolescents' development, cultural id ~ ntity in particular, the cultivation effect 

symbolic images of television has on adolesce nts' conce ption of soc ial reality and the strategic 

impo rta nce music videos assume in adolescents lived reality have all been highl igh ted in the 

chapter. 
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CHAPTER THREE 

RESEARCH METHODOLOGY 

3.1 INTRODUCTION 

This study tics to inspect how Traditional Ethiopian Music Video C lips pro mote the culture of 

Nations and Nationalities and how do you th of Addis Ababa become accustom ed with these 

culture represen tations in the traditi o nal Ethiopian music video clips. To pull off this end, th e 

study employs a q ualitati ve research methodology. This chapter, thus, presents all the 

methodological discussions of the study. T he chapter also atte mpts to justify the resea rch design 

the study lIses to investiga te the research quest io ns. It also discusses the sampli ng techniq ues used 

both for the participants of the study as well as the media texts under investigation, the mus ic 

videos in thi s casco Also will included in this chapter is the discllssio n of audience resea rch. This 

section also presen ts a justificat io n for the lise I advantages and concerns on the three data 

gathering methods used, i.e., Q ualitat ive Content A nalys is, Focus Group D isclI ss ions and an in 

depth fo llow up interv iews . 

3.2 Why Qualitative? 

As sta ted ~ l hovc, the ;l iln of this medicI study is to investigate how tr<ldirional Erhiopian music 

video clips promote the cu lture of nati o ns and nationa lities and how do youth of Add is Ababa 

beco me acc ll sromed v./it h these culrure rep rese ntati o ns in the rradirional Ethi op ian music v ideo 

clips. The srudy, rhus, will e mploy <I qualirative research method o logy ,I S th e prim,lry method to 

bring ,lhout rhe research objec tives. Qua litative research traditioll has been <lpplied and proved to 

be successful in many 1l1ed i,\ and comnHlI1icatioll audie nce stud ies for substanti,d reasons. For one 

thing, the choice of qU<llitative research as many media resea rch scho Llrs, lik e Fossey et.ai 

(2002 :717), stro ngly ;Irgll e qua li tative resea rch methods in m,ISS co mnHlllicati o n rese;\rch are 

geared towards 'attending to Cluestions co ncerned with develo ping an und erstanding of the 

meaning and experience dim e ns io ns of human life and socia l wo rld from the perspec tive o f t he 

soc ial ,letors themselves'. 
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This fundaillental philosophical underpinning in qualitative resea rch is espoused in to 

communication research, as Morley (1980; cited ill (Ju nter, 2000: 54) believes, mainly because of 

'a growi ng recogn ition that audienccs should be allowed to express the ir thoughts and their 

(eelings about media content in their own terms.' 

The objectives of the resea rch und ert,lken, according to some communication researchers like 

St relitz (2005), also playa s ignificant part ill th e choice of qual itative resea rch methods. As the 

main aim of this particular study is to uncover How do traditional Ethiopia mus ic video dips 

promote the Erhiopi<ln nations and natioll<l li ries culture and I-Iow do youth of Add is Ababa 

bl'come accustomed with th ese culture represe ntati ons in the tradit ional Ethiopian music video 

dips the choice of qualitative approaches is best justified '(or ljualit,ltive inquiry is interested in 

how sig nifying OCClirs and what it means for those who cngage in it' (lindlof, 1995: 22). Mo ran 

( 1<)96:3), also argucs that audience rcsea rches arc best sc rved by tjualitarive methodologies if the 

aim is 'to uncover how audience memhl'rs inter,lct with thc mass media'. 

In media :'tlldie:, of thi:, kind, choo:,ing (or ljU ,!li t,ltivc methodologies arc also encouraged by so me 

cumpen:'ation and divergent re:'earch rradiriotls ljua litatin' method:, provide to rcsc;lfcher:, OVt' l" 

lju,lIHirarivc mcthods. i-),thl,ic ,lIld Muurun COO I) :>rro ng!y arguc:> th,n ql1,t!it,\rivc Ilwthods pro\'idc 

comlll lln iclti oll re:'carchers, who 'Ire kCl' n to in\'l's tigatc how 'signifying occ lirs and what it llH'ans 

for those who e ngage in it', with th e upporrllnity to d l':,c rihc ,Ind lInderstomti, rather than expl:t in 

hlllll.ln hehavior. B'lhhie and Mout'o n (200 I) ,t!so 'lrguc as to so me of the compe nsatio n:' the 

ljualir;ttive ml'thods prese nt (or COllllllll !lic lri ol1 ITst'a rchers saying: 

The ljualitative rt':,earchcr normally r,lkl':' ilHlucth·c itpproach to his/her ohject of stud y rathe r than 

beginning with an existing theory or hypothesis. The resea rcher heg ins wirh an immersi()n in the 

natur,d se tting describing events as acc urately as possihle ;IS they occur o r have occurred, and slowly 

btlt surel y hllilding second order. lit or Sil l' constrll cts it hypothes is <lnd ultim ately a theory thOlt 

will make sell,e of the invest igation (Il:lhhi al1ll Moutoll, 200 I :271). 

The s ignifican t' dif(cre nce hetween lju;t!itati\T and quantitative resca rch ITaditioll s alsp extc nd :, to 

their flexibi li ty and concept ion of rc,t!ity. 
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It is stro ngly Olrgul'd hy NOltOlsha ct al.,( 2005:4) , thOlt qUOllitOltivc methods Olre typicOl lly l110re flexible, 

a ll ow ing greater sponta ne ity ;lnd adaptat ion of the inte ra cti o n between the resea rcher and the 

s tudy pOlrticipOlnr, while quantitative resea rch methods are fOl irl y inflexible. Participants in 

qualitative research have t h e opportu nity to respond more elaborately and in greater deta il th an is 

typica lly the case w ith qUOlntitOlt ive methods, as t he relationshi p between the researcher and the 

participant is often Ie" forma l than in quantitat ive research . DC Ol con et 011 (1999:7), 0111 the same, 

argue that there is ;\ significant dispar ity between the two researc h paradigms' conception of social 

real ity. They conte nd ed that pos itivists talk about 'producing' research 'findings' as though the 

social 'CKfS' they arc inte rested in were always there, waiting to be uncovered by the cor rect 

mcthodo\ogicd procedures. In contrast. interpretive researchers (qualitative n::scarchcrs) ins ist that 

all social knov.dcdgc is co~prodllccd out of th e multiple encounte rs, c()nvcrsat i ()n~ and ,lrgllmcnts 

they have with the people they arc stud ying. 

The two rcse;lfch p<lr;H.ligm~, according to Babbie <lnd Mouton (200 J :270), ,,1:;0 are at v;lriance in 

the llndcr~tanding and ;lppli,l l1 ce of ~etting. The quant itative research practicc:; employ artificial 

~etting~ ~lIch ;\~ ~et"t ing lip \;lh()J",ltory conditi ons, assliming subject:; to gr()lIp~ ilrH.1 dr;\\ving ~'1I11ple~ 

where iI:-> l]u,diLlt i\'c rcsl'ilrch in :->tudying ilttitllde~ and hchilvi()r~ i~ hl'~t ~c lyed within thc n;ltural 

~etting without any inrC]"\'l'IHion:-> . 

\Xlhil c explaining dw other ~igni(jcant disparity betwccn the two ilPproac he:-> in tludil'll CC stlldie~, 

Mytton (I ,)9,): 12G) in hi' hook Handhook on Radio ;md Television Audiencl' Rl'sl'Olrch, ;Irgele, 

that 'qu,mtitativc [T~earch tcnds to (OCllS 011 individu;d heh;lvior within a houschold o r family, 

wherea:; lju;diLl\·ive re:;earch in f()c ll~ grollp~ put:; the re:;pondcnts into;l social setting in wh ich the 

personal influencc:; that operate in soc ial sett ings are reproduced and Gill he ()h~c rved'. Thu~, the 

choice of qu;ditiltivc as the foremost research methodology of this stpdy i~ just ificd, as it has 

become 'il gruwing trend to li se tjU;t!it;ltivL' method ologies to uncover how audience memhers 

interact with the I\1;ISS llled i,,' (MOl'Oln, 199G:3) . like wise, ;IS Schroder l't ;d. (2001: 122) argues, 

rcception re~l'arch of :; uch kind is prcllli~ed on the belief th'lt neither thL' \ellliotic ;llnlys is o( 

media text~ no r tjucstionnaire,based il n ;dysis of llH:: di;1 gratifi c ltions i:-: c lpahlc of gr'lspi ng th e 

complcxitic:-> of ti l(' media ex peri encl'.' 
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Conseq uen tly, the prescribed ",ethodological approach to rece ptio n analysis is some kind of 

qualitative interview, in which v ic\Vc r~ laudiences l ve rbalize their experie nces o f media mate rial. 

Q ualitative resea rch methodologies arc a lso closely associated to phenomenology. The 

phenomeno logica l theme , as Bryman (1984:70) stro ngly believes, is important to qua litative 

researchers as it takes the actor's pe rspective as 'the empi rica l po int of departure'. As to how to 

address this questio n o f method o logical appro priate ness , Bogdan and Tylo r (1975: 13·14) o ffer a 

lo fty advice . They recommend that the task of the phenomenologist, and for LI S, the qua li tative 

methodo log ists, sho u ld be to capture, human behavio r and th e process of interpretation as 

naturally as it comes abo ut. In o rd e r to grasp the meanings of a perso n 's behavior, the 

phe no menolog ist shou ld attempt to sec things (rom that person's poi nt o f view. Babbic and 

Mouton (2001:271) al", strongl y argue th"t" lju"litative rese"rche r shou ld be mllch more th"n a 

m ere p"rtic ipant obse .v a.H and moder" rOt . They firmly believe t h"t the rese" rcher 'has to make a 

deliberate attempt to put him/ herself in the shoes of the people they afC observing and stud yi ng 

and try and understand their actio ns, decisions, behavior, practices, ritual and so on, from their 

pcrspcctiH: ' . 

In light of thi s disclission, g,lbhil' ;1l1d MUlltOI1 (200 1 :271) :-; rrongiy ,HgllC that pl uv itlillg 'tl lick 

d c::.c rip tio!l'-;\ lengthy description d',11 Clp tU["CS the se nse of ;H . .: rions ,IS they OCC lIr , placing l'Vl'IHs 

in contexts that arc undcrsrandahlc 10 the ,letors t he mselves, is the most importa n t pro tllH.: t of a 

phCnotncl1olog ist or a qua li t;ltivl' rl'sl',l fchc r who c lrcfull y condu cted slIc h a task o( c lpturing 

human hehavior. As opposed tn thl' tjua n t ital'ivc researc her who see ks to ilnalyzc variahles ;1Ilt! the 

relationsh ips between them in iso \ario ll or in anific ial se ttings primarily (o r the s;lkc of insuring 

ge neral izability, the thick descript ion hcstows qualitative researche rs to gilin ;1 ri ch and co mplex 

understanding of a spec ific social (()llfl'xt or phe nomcno n than elic iting data th'lt can he 

generalized to othe r gcographicd areas or pO PlIbtio ns (Natasha cr aI. , 2001:2). 

T hi s thick descr ip t ion along with ;\ prolo nged c ngagc ll1 c nt with the issue of t he stud y 'lIH.l h;lving ;1 

persisten t observat ion wh ile e ngagi ng with the suhject , according to C uba and lincoln (cited in 

Bahbie and Mouton, 200 I), ",,,illtain, till' ohjec tiv iry and tran ,fe rahility o r t he research. 
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In addition, thc~c thick description is not only import;lIH to take co n text as imperative for the sake 

of <l better description and eventual unde rsta ndin g of events and action':'> under s tudy, out also 

provides the boundary for ge neralizing results fo r that particula r co ntext . The next sections 

enlighten a brief history of a ud ience research 

3.3 Research Design 

3.3.1 Overview of Audience research 

Different ,ICCotllHs of audience research have documentcd that audience researches have came in 

to being in {"he carly 20t h ce ntury. They prevalent assumption among audience researches at that 

time was rh;n the 1l1<lSS mcrii;l were so powerful that they can se rve as tools of persuasion (Ross and 

N ightingale, 2003}4·75) . S u ch long established audience ITsea,.ch approaches cons id ers audiences 

a~ pa,-.;:-;ive recipients uf media mc~sages as presented by the media. Out o( this school of thought 

cIl1crgcd 'h ypodermic needle' theory otherwise known as the 'mc\gic bullet' theory or 'transmission 

heir' theory whic h st rongly argued thilt all m embe rs of the audience rece ive medi;1 messages in a 

homogcneous m;1Il11L'r and their reactions whether 'imlllcdi'ltl' or direct' happen ;IS a result of the 

Jl)C '-;S; I.!.!l'S the)' h,\\'l' rece ived. (Wi lli;lllb, 2003: 171). T hi:-: ll1 mkl, h (nvC'vc r, j.-.; criticized fDr ignoring 

the \';lri; l hil i ry of media conIT'nt,-.;, dw variability of Jleople ',..; I"l'SPOl1SivCl1c'-';s to mediil co ntents, <HH.l 

the independent C()!)l1l'C ri ol1 of ,Ill forms of comllHlI1i cat' jul1 ( l\iu11lcr, 195<); c ited in Staiger, 

2005:44). It, i:-: ;d~u viliCiL'd for undermining the 'ludiencc\ ahility ro \elcct iun, interpretation and 

lise o{ media contl'nt' (I\:"an and l)avis, 2006 , 2(1). (Jilt of s ll ch liahilities of powe ,.{lIlmedia and 

dirn:t effect, limited e(fect~ approach e111e rged. 

In the lilllit'l'd e ((l'ct~ I1HKkl 'llldi e])cl's were reg'lrded ;l~ 'indi"idllab who cuuld interpret wh;lt they 

~aw ,lIld h1card in line with their own ;lI ready est<lhli~hed 1K'lil'(~'. lin light of thi s, th e medi;l we re 

found to have (ewer roles th an previolls as~ulllpti()n in ch;mging hehavi()r~ hut 1110re in reinforcing 

existing he li efs (Williams, 2003: 174). This nlOdel also emphas ized the ro le played hy opinion 

I l'ade r~ ;lIld aq . .:: ued interpe rsona l conncts as more imporLlIlt than th e media in in!luencing 

; \ lill i l' 11 Ce~. 
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As a res ul t this limi ted e((ects model came to he ca lled the two-ste p flow theory (C roteau and 

Hoynes, 2003:24 1; W ill iams, 2003: 174). The two-step fl ow theory confers with the hypodermic 

needle theory as bot h believed in the influence of media bu t the (or m er strongly paraded (or 

'enforc ing ex ist ing attitudes and op inions' no t in c hanging them. 

T h is approac h , howeve r, has undermined the co mplex ity of th e cO ll1municat io n process and the 

tn ,mll er in which influ ence occ lIrs. It abo conside red influence as the autho ri ty of o ne perso n over 

the o the r overlooking o ther facto rs. It also fails to provide accu rate explanatio ns co nce rning the 

mak e u p o( th e inte rface betwee n the op in ion leaders a nd audie nces. T he t heory has a lso faced 

cr iti c ism (or laheling 'the majo rity' of the audi ence as pa" ive. (Wil liams, 2003: 176) 

After a brief conside ration of s lI ch changes in aud ience researc h , He rta Herzog developed a new 

model of audi e nce research, i.e. lI scs~a nd'g ra tificatio ll :' theo ry in 1970's. Th is approach accepts 

audiences as a(tiq~ rc( ipi cnrs of media IlH.:ssagc and entirely foc li ses its exa mination o n Ithe lI SCS to 

wh ich people put media and the gratifica tions they seck (rom that usc' (Baran and Davis, 2006: 

262-263). T he theory cra(ted an approac h th at ce nte rs au di e nces at t he heart of studying med ia 

effects wirh 1'Illpi1;lsis on how <llldicnu.~s tl se th l' Illl,tli;, to p!e;\Sl' Olll'S soc ial and psyc hologi ca l 

Though thi s 111 .. :ory ;H.:knowledgcs th l' ilUdil'llCl'S' alli 1it y to pkk preferred content and IlH~SS;Jgc 

(rom the media, it is crit icized fo r ha si ng :-iolely 011 intii vitiu;d as the 'unit of analy:·;js' as this malic 

the theory ignore the social aspect. It also (ailed \"0 wirncss whether there is cffcct or nor in a given 

audience resc'arch (Wil liams , 2003: 17H-17<)). Recent aCCOllllts o( au d ience research have 

dnC tl llll'l1tl'ti th e p;l ratligm shift (ro m wh"t medi;\ !lH.'ssagcs do to audi ences to wha t audi ences d o 

with 11H: <.Ii<1 IlH .. 'ssagcs. This paradigm shift (ro m l1ll' ti ia texts t'o ;lu di l' lKl'S vested pn.J crc rH.:c 011 

I I 
reception ;lnalysis hy mcdia comm un icat ion studies o( "his tillll'. 

3.4 Philosophical U nderpinnings of J\eccp tion Analys is 

III the shifr towilrds ex pl ori ng wh at audicnces think of the influ c nce th e mcd ia have brought ill 

their lives, reception analysis clllerged as ;\ qll, di ta tivc H.-scan:h ilppro;H.:h h;lsing irs argu llll'llt Oil 
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' individual, soc ial and cultural facrors' (Willi," m, 2003: 193). Recept io n studies grew po pular in 

the 1980s givi ng a spec ial e mphasis upon t he ways that <ll It..Iicnccs receive med ia messageS j how 

they react to thei r reading, lis tening and v iew ing; and what audiences do with that expe ri ence , ilnd 

w hat mea nings they make of it (Watso n and Hill, 1')84:246). As o pposed to the ea rly models of 

audience research rece ption analysis "pproach view audie nces as 'a mul t itude of different groups 

with their own histori es , habits, ;111d soc ial interact io ns.' This recent and 'latest' approach, 

according to Will iams (2003 :198· 19')); 1\0" and Nighti ngale (2003:76), ha s com e out of the 

notio n that 1lll<.I icnccs arc more powl'rful ;lI lll h;l VC the freewill of choos ing w hat and when they 

wa nt to watch, listen ;lnd re,lLl a parric ubr Illcdi<l ou tput. 

Accordi ng to \X/ illiams (2003 : 19')), rece pti o n anal ys is emphasizes "the abili ty of audiences to 

;lp pro pria tc the Illcimi ngs th ey wanted from popular m edia a n d cultural fo rms", McQuail 

(2000:367) al so strongly argues tha t recept io n s tudy' e mphas izes m edia use as a reflect io n of ;1 

particular soc i o~cllltur;d cu ntext and as a process of g iving mean ing to clIlrllr;d products ;Inti 

ex pe riences in eve rychy life'. E,nly recc'prion sttldies, li ke Ang's (1')8 5) st tl dy o f S"OIP lJpl'rOl 

'I )all<ls') also witnessed that th e gain PI' plcas.un: fro m po pular Ill edia and cultural fo rm s GlsrL'd 

rece ption ilnalys is to dw ahilil"Y of alldiL' Ill'l'S tu apprppriatl' th e Ill L'allillg:" thl'Y w;lIHed nut unly ill 

In rece ption analysis, th is it conClir with U:"L'S- ;lnd- g r;ltifi c ltion ;Ippro<lc h , alidiencL':" ;lrL' 

co ns ide red ;IS ""ct i\'L' producers of 1l H'; lning", nor con SUIlH.:: rs of Illedia Illea nings. They d ecodL' 

med ia texts ill wa ys whi ch ; IIT rebtl'd to their soc i;11 ,1I )d c lIltllr,i\ c irc ulll s ranccs and till' way:" 1"11;11 

they in d ividuall y eX Ilc'r il'IlLL' those cirLulll'tOlIlCC'S (hske, I ,)H7: 7 1). 

This lIndc rs tanding o f th c <ludiL'[lCL' ,IS ilcti\·e producers o f meaning en'lilles reception n::sL'; lrciwrs 

I I 
to cO ll sider audie n ces ti S soc ial suhjects. \X/ritin ,!..! ;Ihollt th e power of iludiel1ccs ;IS soc :;l1 subjects 

Fi ske argues: 

T he soc ial su bject hil S ;1 his t·ory, livL's in ;, particular soc i;d (o rm ;ltio ll , (;1 mix o( CL1 SS, gC llliL-r , 'Igl', 

rcg ioll, etc.), ;l nd is co nsr itlltcd hy a co mplex c ul turtl l hi story that is hoth soc ial ;lIld tL'xnt;li. The 

su hject ivity results (ro m " rcal" soc i;li L'x periL' l1 cl' ;lIl d (rom m ediatcd or texl"ualexpe ril'Il LL' .. 
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Thi :-; :-;oc ial suhjectivity is more influe ntial in th e co n:-> tru cti o n o ( mea ning:-; than the textu ally 

produ ced subj ectivity which exists only at the moment o f reading (198 7, ( 2). 

Though it co ncurs with the uses- and- gratificatio n resea rch in the approach to studying what 

people do with media, and textual analys is which draws on the forms of se mi o tics and discourse 

analys is, rece ptio ll analys is attempts to go beyond the psych ological rclev:lI1ce of media content. 

Recepti on an a lys is, :15 Je nse n (I988:3 ) argues, also thri ves to create an un de rstanding o f what 

ope rates, in the mind o f the audi ences , behind the ideological a nd o ther soc ial implicatio ns o f 

media texts. 

Further more , rece ptio ll ;lnalys i:-; , <l Cl:o rding to Jense n ( 1988), ha :-; mad e two ve ry impo rtant 

cu nrrihuti o n :-; to audi e nce researches in media and communicatio n :-; tudi cs . T he first most 

im portant co ntri butio n i:-; th at rece pt io n beco mes a relat ively open act ivity of making se nse, u so 

that aud ie nces refo rmulate o r perhaps, oppose what is argu ably the d o minant meaning of the 

medi il text". T his b rings abo ut th e fa ct that audiences may create their own preferred associatio n 

betwee n mcdi il d isco u rses and eve ryday di scou rscs that dev iates fro m the \::x pected ' text meanings. 

like wise, it assert's the fa ct that rece pt io n can be c haractl'rizl'd ;lS 

"an ongoing <Inti compl .. ,x process of affir m ing ur refn rlllu iating clt'l.'gor ies of u lll lerstand ing," in 

whi ch Illcdia ,\llli rheir con tcnts ",liT no t just il CCO l1 l1{'S o f rl';liiry hut' reso urces (o r d aily li vin g and 

(or s iw ilting o ill's r if in rel ati o n to a range of soc ial ;md po li t ica l iSSli l'S and , poss ibly, acting o n 

the m"( lhicl , 1981),5). 

To ac h ie"e thi s end, as W illiams (2003: 179) dec\an's, recept ion an:.I \,sis ha s deve loped, as a 

Ill erhod, from a combinatio n o f traditi o ll,d qu ,liit<lt ive rC~l' t1rch strategi es, T o rhis end, Jense n 

(1 ()HH:3} a rgu e~ that rece ption a n alys is "com hines il qu ali ta tiive ,lp p roac h to medi a as texts, 

prod ucing and c irc ulating meaning in society, with ;1Il e lll p iri cal inte rest in rhe rec ipients as co­

prod uce rs o f meanin g". Schrode r e t a l. (2003) al :-;o 'l r.!,!lll' rhat rece ptio n ,lllaiysis best wo rks in the 

(r;11lH' work of qu ,di t,lt i\'e research rr;lLiitions . They hc li l'\'l' th at qualitati ve d atil gath ering meth ods 

are reasonahl y applicable in rece ptio n studi es . bte ndi ng rh e ir argLlIlll' nt Schrode r et a\. (2003) 

writ l': 
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Reception re~e ;lrch i ~ pre mi sed o n th e be lief tha t ne ithe r the se miot ic analysis of m edia texts nor 

que~t i o nn .lirc-based analys is of media gra tifications is capable o f gr;l~p ing the co mplex it ies of the 

media experience. Consequen tly, the presc ribed m eth odological .lpproach to recepti o n analys is is 

so me kind of qua li tative interview, in wh ich v iewe rs laudi e ncesl ve rba lize their exper ie nces o f 

media mate ri al ( 2003 : I 22) . 

T ho ugh proved to be a wo rking approach to studying audience in te ract io n with med ia messages, 

rece ption anal ys is is also cr it ic ized for sho rt of indi cating the 4prcsence or ahse nce of effects and o n 

its depe nd e nce o n th e 's ubjecti ve in te rprctation o f ,lttdi e nce reports' ,IS well as their lI SC of 

qu alil"ative fcse;l fch tll e thpds which prevent the findin gs from describing CilllSC~ (Ba ran and Davis, 

2000: 27H). The next secti o ns provide a disclission of the three different qualit<ltive data gath er ing 

methods employed in the st udy. 

3.5 Data Gathering Methods 

As d isc l1 ssed ahove, thi s research em ploys it qualitat ive re~earch tradition. The IlH.:: thods in 

qualitative tTSe;lrc h appro;lC h , ;IS Je nsen (19HH:4) arg ues, 'in dif(erellt '·;Hii.'tics has most frequ cn tly 

hel' 1l l' lllpl u)"l'd tu prohe thl' <l udie ll ces' experience of the media. Ross man and Rallis ( 19<JOj c ited 

in Creswl, ll , 200): IHI ) .1Iso stro ngly argue that thl' hosts or tl'c hni qltl's lIscd in qUCllit;ll"ive 

methodology ;Irl' 'inreract i,'e ,I nd Ilutll:lI1 i:-; ti c'. The most rcic'·'lllt ,'" r il' t ics or qu;dil"ativl' researc h 

Illcthods (or till' dccoding of recepti o n an,dysi:-;, as Jellsell ( l lJHH) illttminil rcd in hi :-; writing, is 

group itHCrvic\\'s. hKlI S ( Jrottp Inte rvicw~ being the pri lllid·y tools or d ;lI';l gilt hl' rin g a rc ll sed along 

with an In-de pth Indi vid ual Interv iev.ls o r key informant inte rvicws to cor rohur;lte the infor m;aion 

ohtained (rom the m, A lso llsed as <l method is a quali tativl' co n tent ,lila lysis whi ch provides <l 

pre limin;l ry 111 .1p or !"i ll' Ill cd i;l co nt l' IHs unde r invest igation. Also included in d lL' fo ll ow ing 
I 

sections is :/ disc uss ion on ril e h;lckgroullds and ~a mplitl g t'ccil ni q u l's llsed in th l' thrce foreillost 

qu alitati \'e d ata garheri ng m eth ods nam cly Focus (~ ro ll p I nterv il.'ws, I n-dl' pth [nd ividu<l 1 I tlt l.' rv i l.'w~ 

and qU<llitative content ;In,d ys is. 

45 



3.5. 1 Qualitative Content Analys is 

As a basis fo r recept ion studies that principally e mploy focus groups and in·depth intervi ews, a 

technical pre-acquaintance of the researcher with the media text under investigation, as Schrode r 

et ai. , (2003: 154) strongly contends, is o f paramou nt im portance. This is mainly imperat ive to 

conduct a mean ing full and focli sed co nve rsati on with informants about what is w ith in the med ia 

tcxt dur ing the tim e of data co llec tio n . S uch pn>acquainrancc, a qua litat ive conte nt ana lysis, is 

ve ry im po rtant in audience studi es , as I-\;Jrt ( 199 1 :60, cited in Strclitz 2005: 5) suggests, in li ght of 

the view that meaning is defined by both the text ,md by its audiences. All the same, Jense n and 

Rose ngren (1 990: 2 14, cited in Strelitz 2005 : 5) argue that rece ptio n analysis is a blend of 

'co mpa rative empi rical ;ln aly~i~ o( mcLli'l discourses and with audien ce disco urses - content 

strllctllres w ith the structu re of audie nce responses rcg.l rd ing conten t,' 

Content analysis, accord ing to Deacon et ai. , ( 1999), is a technique used for gathering and 

an;liyz ing the content of texts ;11 H.1 how they arc comb ined . Conte nt refe rs to words, mea n ings, 

picru rcs, symbols, ideas, th e mes or any llH.::ssagc that Gill be communicated, Q ualitative contenr 

a!1,dysis, ti S Srrclitz (2005:6) argul'S, ,Hlopl"s an inrc rpn.'r;lri ve approac h tha t attempts to ex pl ore rhl' 

ways in which languages ;lIhl illlagl-'s , Lll" PITsl'IHcd, comhined and lI ~ed in media discou rses. As 

opposed ro CO li nting the frcquency of P, I rriCll \; \ r rheilll's in j\ g iven med ifl d isCOll rsl' in q u,lIHiclI iVl' 

conte nt analys is, qualitative (onrl'llt ill1;liysis pro\'ides a guide through the explorarion of possihk 

m Cill1 ings rh at are em he dd ed in rill' n 'prcsclltatilHl of any g i\'e n media discourse, Q ualitari\'l' 

conte nt ana lysis, likew isc, is \ ~e ry helpful 1'0 draw rhick desc ript io n fo rm the two ext reme e nd s of;\ 

spect rulll - the d ominant text and the dOlllinillH audiencc view as Aberc ro mbie (1996, c ired in 

Stre litz 2005 : 6) refers to th em. 

T hough qualirarive content 'lIliliys is is hestowed w ith s ti c h op portunities, Schroder et ;11., 

(2003: 126) ",h' ice th"t it i, nec""" r), to "[',t,, in fro m" det"i1ed p rel im in"ry textu,,1 " n"ly, i, "nd 

just f< lI11ili ar izi ng o neself w ith the text suffic ie n riy eno ugh to be "ble to pursue cultural )'cse;II'c h 

thar motivates the project wo uld he e no ugh, 
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Strel itz (2005: 5) also ;lrgll es that qualitative content ,H),dys is thus co nstituted of rudimentary 

textu al analysis with the so le purpose o( preparing the researche r for th e role of interview 

facilitator in the sllcceeding foc lls grou p and in-depth indiviciuai interviews. 

The content 'Inalysis is also basicall y ll sed to produce a \ubstant ial desc riptio n' as to how meaning 

is o rgan ized in the t raditional Ethiopian music video clips and how these images speak to the 

,1l1Liie nce, and hence to exa mine the ways in which every da y and soc ia l life is m ed itated through 

meaning. In doing so, the conte n t analysis has attempted to look at the assumptions( rnadc abollt 

the ;llldiencc) that li e behind the conte nt, the modes of ;Iddress and the socia l pos itions, in terests 

;l11d objec tives o f those who produ ce them to prod uce <I rea so nably good piece of implicit and 

explicit messages cmbedded in the music videos (t'dor\ey, 1992; hlirclough, 1995). 

3.5.2 Sampling of Music Videos 

The s,lmpling st ra tegy of t his stud y is purposivc in nature ;IS the primary (ocus of qu;ditative 

research is not to ge neralize results and thu s to have a ITpIT.sl'nt<lti vc s,lInpi e is not c rucial (Hansen 

et al 19lJH:241). As the purpose o f this study is to explore ho\V tr;lditional Ethiopian music video 

clips pr01llo te . ..; culture of n;ltions and n;ltionalit"ies o( Et"hiupia, rhere is'l nCl,d to get some samples 

oj" thl' 1l111...:.ic \·id eo clips to conduct a ljll;J!irati\\' COIHl' [H .tnaiysis. These music video clips 'Ire 

'-;l, ll'cted to meet th e purpose of rhe ITs~'ar(h :-:t";I!ellll' I1!"...:.. Tlw...:.e mu.-;ic video clips seleCt"ed 

purposi\"l'ly hased on rheir way of sho\Ving.1 cc rLlin cu lturL'. ThL' ITsearciler will attempt tu '1I1.d ys is 

sOllle illustrious rraditi(lnal Et hi opian video clip.s transmittcd in Ethiopian television Amharic 

ellrert,linllll'nt l)J"og r'lln. It is well known that Ethiopian is the home o( multi Nations and 

Nationalities th'lt have different culture, thus it is di(ficult to study all cultural music video clips 

rhercfo re I stick myself on few traditional musi c vidco clips. The aim of choosing Ethiopian 
I 

tl,lev ision I"':' lwctusl' t"iw st;ltion il.1S the po("enti;d r() get in tou ch with the audiences that I h;lve 

ITqlll'stell. 

3.5.3 Focus Group Interview 

Th is study l'lll ploys (OCllS g roup interv iews, 'IS rlw foremost mnhod oj" lhu collection, mainly 
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media messages thruugh co nversati o n and inte racti o n with each o the r (Hanse n et ill 199H). Focus 

gro ll p d isC LI ss io n, as an 4inte ractive and humanisti c' method in qualitative research, has been 

closely associated \virh the 'rece pt io n analysis '. Though established lo ng ago , (OCli S gro up 

interviews have been frequ ently applied to audi ence resea rches to uncove r how aud ience members 

interact with the ma" m ed ia (Moran , 1996 ; Deaco n e t aI., 1999 and Hanse n e t aI., 1998). N atash a 

and colleagues defin e foc us gro up as Ha qualitative data collect io n m eth od in wh ich o ne o r two 

researchers and se\'l~ ra l parti c ipants meet as a gro up to discllss a g ive n resea rch top ic" (2005: 64). 

Lunt and Liv ingsto ne, o n the o th e r hand, state that t he focll s group m eth od "involves bringing 

ro gether a gro up , or, Ill o rl' ofre ll , a se ri es o f gro ups, o f subjects to disc ll ss :111 iss lI e in the p rese nce 

o f a mode rator" ( 1996:HO). St re litz (2005 : 12 I) a rgues that with in the fram ework of q ua litative 

recepti o n sfudi e;-; , focus gro up inte rviews have co n t ributed a lo t in 'info rmation r ichn ess'. Building 

o n this argume nt, he wri res: 

... gro up di sc ll ss io n o n iI par ticul a r topi c o r set of t he mes lies at the hean o( (oc us g ro up research . 

T he in te rac ti o n between res po nd e n t::. see n to p rud uce data ,111<.1 in ::. igIH::' th ,lt wou ld not nl'ce::.sa ril y 

arise in indiddll al il1l e lyil'ws a:-; t he g ro u p di ::'C li ss io ll is see n ro ::.t im ul atL', elicit ;1Ilt! l' b ho ratl' 

n.::spunscs (ro m rh t· in tc rvicwl'l';-; (Srn,lirz, 2005 : 12 1). 

As o pposed to indi\'idual intl' lyiews, th e ch ie i' adV<l IH,lge of foc ll s group inre rvil'\\"S is rill' de li i>l'r;Hl' 

and pu rposefu l usc oj inrl'r; lct iull in order to gCl1l' rtl te d ata (Me rto n et aI. , 1990; Kitzin gcr, 1996; 

Mo rgan , 1(96). h h.': lI S .!,! ro up in re l'vil'ws eIlCOllr<l .!,!e parti c ipants to infl uen ce each u rh l' l" thro ugh 

th e ir prese l1 Cl' and t he ir n:ac ti o ns to wh,lt othe r people say. Because not everyo ne will h: lve the 

sam e \'iews and l'xpl' ri e nces in as peCl"s like age , ge nd e r, edu cation , ;! ccess to reso u rces, and o rh l' J' 

(actors, a v" rie ry of vie wpo ints will like ly be eXI,,-e>sod by parti c ipants (N atasha or aI. , 2005:52). 
- I I 

I"oc tls gro up intl'n: il'w:-, h,lve ;In edge ove r ind ividual interviews in s ll ch ;I way tha t they offe r 

d ynami cs ,lIld W,ly:' or "l' li c iting, stimulating, and c\ ,lbo r;lt ing audi ence inte rpreta tio ns" (I LlIlse ll l' t 

aI., 199H:2(2). Thl' n; \1"lIr; 11 inre r;lc ti o n ;l nd d yn am is m , a gro u p in tl' !yiew ex hib ited, is muc h dosl'r 

in re;lli ry to evcryday li(e ex pe rie nces he rte l' than pe rso nal ;lCCoUtHS conveye d in indi vid ua l (o rlllal 

in tl' tyi l'\\'s. T hi ::. l'xpli cit" usc o( dl l' g ro up inte r<l c ri o n to produce d ;lta ;I nti i!) s ight::. less ;l cce::.s ihlc 

o rlwr\\' isl', as Mo rg;lIl ( l lJHH : 12) ;lrg Ul'S, is "!"Il l: h;l1lm'Hk of (ocus groups". 
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T ho ugh foc li s group is best favored fo r the 'i n fo rma t io n ri chn ess ' it bestows , it s till is fa ced up to 

t he challe nge o f group dynamis m . In (ln y \Vell~go ing focus gro up d isc li ss io n o ne person may 

do minate the discli ss io n in a way it might affect the gro up inte ract ion. Such do minatio n in a 

gro up interactio n can be controlled, as Hanse n e t aI., (1 998) ad vice, by a ski llful m oderator. 

Group dynami cs arc such that opin io n and parti c ipati o n a rc no t equally we ighted; some people 

have di sproportio nate influence. But rea l life is like that: o pinio ns arc n o t as mu ch the prope rty o f 

individuals as pllbl ic~opinion polling would have ti S think o pinio ns arise o u t o f inte ractio n an d 

op in ion Ieade " h ave dispro po rt io na te infl ue nce" (c iteel in Hanse n e t aI1 998:263). 

A lso noted as a c rit ic ism o f foc us gro up discll ss io n is the room it hacks for 'subjective 

inte rpretati o n of audie nce reports' by resea rchers (Baran :lI1d Davis, 2006: 278) . 

3 .6 Sampling anel R ecruitment of Gro ups 

The sa mpling strategy o f this research is purpos ive in the m anne r that partic ipants were se!t.::cted 

'on the basis of t he ir ;lbili ty to provid e relevant dat,\ o n the a rea unde r invest igati o n' (H o rsburgh , 

2003:3 11 ). As 'rand o mness and representatiYl~nl'ss are of less conce rn than releva nce' in 

qll:d ir;ltivc rl'sl';Hc h , I \v ill e mploy 'sn owh.lll' <llld 'tlll'orct ica l' s<l mp ling tcchn iqu cs. A n y sa m p ling 

pracricl' in qualitarive audi e nce studi es, as I LlIlscn ct a I. , ( I ~9H: 265) argue, sho uld co nside r 

'n;lrur;d! y ex isting groups o r co m m uni t ies' ,IS ;1 fu reg round (o r gro up inte lv iews. In lin e of th is 

though t, I wil l s tar t m y sea rch fo r ado lescen ts viewe rs of trad it iona l Ethio pi an music video cl ips 

fro m an entertainm e nt p rog ra m a ired at the e nd o f M;lY last yea r o n ETV, howeve r I will foc lls few 

infa lll o lis di ps ai red at thi s pe ri od of t im e. 

I also used rh eurl' ti c d sampling tec hniqu e p;lr,dlel to the snowhall samplin g at th e preliminary 

I 
stages o f the foc lI s gro up inte rv iew to select th ose ado lesce nts with a relatively high ex posure (3~4 

ho urs pe r d ay as (,erb ne r ( 1978: 11 0) d efi ned it) to traditi o nal Ethi o pian 111 us ic video cli ps. As 

Mo rga n ( 1998) argues, t heoretical sa m pling is em ployed as a tec h n iq ue ill foc us gro up discussion 

t·o bring toge ther peo ple who have simiLtr ch;lra crerisrics . Theoretical samplin g, as Deaco n et aL, 

( 199<): 52) argue, "delihe rate ly see ks o u t respo nd e nts who are 111 0st like ly ro aid th eml'tic: t! 

d evel0Pllle nt hy l'X tl' lHJ ill g and eve n confou ndi ng e me rgi ng hypo thesis". 
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I will employ preliminary ,:.;c reeni ng quest·ion to purpos ivciy select adolesce nts who have active 

ex po:, u re to tradit io nal Eth iop ian mus ic video clip~. 

3.6.1 T he Interview Guide 

To effectively e mploy foc lI s group di:,cllss io ns, in a quali tat ive research framework , a well crafted 

interview guide play, a 't rategic role (St rclitz, 2005; Deacon et.a l. , 1999; Wimmer ami Domi nic, 

199 1; H a m e n et aI., 1998). An intervielV guide , accordi ng to Hungwe (c ited in Ha,,,en e t al. 

1998), i ~ princi pally a menu of th e topic:" issue:, and area~ of discuss io n to be cove red, and it give:, 

a directio n to the sequ e nce of issll c:, to he covered , the nature and ex ten t of prompting ,llld 

prob ing in th e foc us group di scll ssions. The purpose of interview guide, as Dilo rio et al. (1994) 

co nte nd, is to direct group discllss ion and to stimu late co nver:,atio n abo ll t the research topic. It 

a lso :,erves a:' a mea ns to e nsurc that a ll the des ired information fo r th e research is collected. 

T hough foclls grou p discuss io ns an.' kn ow ll (o r the g reat room they prov ide (o r the flexibility <lnd 

open ness of the discussions, an inl"lT\·iL'w gu ide v.,I ith tllelHtS o f top ics to be cove red in the rl':,earch 

, hou ld be p repared. 

T hus, resea rche rs, as Hanse n cr ,d., ( 1t)9H, 24) ;H.h-i ce, 1l1llSr "draw lip an interv iew guide or I1wllllal 

(or the modera to r to work (roll\ ;IIHI fullu\\''' which t"undallll'IH; dl y help focus ril l' di.-;n l.-;.-; iull. Thi s, 

;1:' they go o n argllin.!.! C;1I) he dOIll' Ull rill' ha:, is of" th e definition o( the research prohlelll ,lilt! iss ues 

,lilt! phello lll e na to he illn'srig; ltl'd . I will prepare all in tl'n 'icw guid e bas ica ll y referring hack to rill' 

basic ITsl'arc h q Ul':'t io ns this ITse;lrch artl'lllpted to all SV,Icr a nd hased o n so me o f" the philusophic;d 

conceprs in audience H'll'pt ion prOCl'SSL'S. I will also deve lo p th e inte rview gui dl· ill con for mi ty 

with sO lll e uf th e thenH's in th e ~lt;l lit; lt i\'e conte n t ana lys is and the essay qu esti ons used in the 

preliminary :,c rce ning of '-;,lI11pli l'g ;lIld recruitment of grou p:,. T he the mes of th e intervie\l,,I guidc, 
I , . 

<1'-; Ki ngry e t ;d. (1990) ad vicc, ,Ire developed and orga ni zed fr o m ge ne ral to spcc ific, and simplc to 

com plex. T he gu ide wi ll he co nsisted o ( 0pl' l) -en ded qll estions th at <I re phrased in unhiased ;md 

particip;IIHS ca n eil....; il y llnd ersra nd wh,lt is he ing asked . Se p;lr;lt'e inte rview gu idcs Olppropr i,ll"e (o r 

each inrerviewee wi ll ;li so prepa red (o r rill' individ ual in~depth in te rviews. 
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3.6.2 The Role of the Moderators 

The foremost task of any moderator in foc us group interviews, as Hansen et a1. (1998:272) argue is 

to "'facilitate', 'moden-lte', and 'stimulate' disclission among the participants". In other words, the 

moderator is there to learn from the group and not the reverse . My role as a moderator will be 

limited to facilitating the group discuss ions and to stimulate ideas. I will try to make the 

discussions sOllnd as natural as poss ible . 

3.6.3 The Interview Setting 

The effectiveness of the group discussions, as Hanse n et aI., (1998:271) argue, can also be 

influenced by the interview sett ing used during the group discussions. They also argue that it is 

basic to conduct the discussions on the "participant's turf rather than in a bureaucratic setting". 

Researchers w.;ing discllss io ns as chief means to gathe r data must attempt hard to find a place 

wh ich subjects would find 'familiar', 'natural' and 'no11# threatening', and not 'strange', 

'bureaucratic', and 'formal'. The researcher will use need analysis pull quotes before the 

discussions to decide the interview setting 

3.6.4 In·depth Individual Interviews 

This study lIses ilH.kpth interv iew to in\'estigate the themes and ideas that are ll'\e l1tioned in the 

focliS groll p interview in more detail hy havi ng a one to one interview with the partic ipants of the 

focliS gro up . In depth interviews, as Wimmer and Dominic, 199 1: l48) arguc, 'provide very 

detailed info rmation abollt the reason \vhy respondents g ive spec ifi c answe rSj ela borate lbtil 

concerning respondent's o pinions, v<l llIes, mot ivations, recollecti o ns, experiences and feeling,:.; are 

obtained'. The informati o n obtained from focli s gro up discll ss io ns, as Maclin and Pose! (cited ill 
I 

Strclitz 2005) advice, should be corroborated with other data gathering methods. In light of this 

argument, the purpose of condu ctin g individual interviews, in this research is, to further deepen 

and exp lore somc inte resti ng issues that have arisen in the focus g roup discussions and not to find 

out completely new ideas. 
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In-depth ind ividual interviews can be rewarding for both participants and the interviewer. In-depth 

interviews bestow participants with 'the opportunity to exp ress themselves in a way ordinary life 

affords them and for researchers the privilege of having people who are virtually strangers entrust 

them with a glimpse into their personal lives.' Useful for learning about ind ividual perspectives, in­

depth interv iews are effective for getting people to talk about their personal fecl ings, opinions, and 

expe riences. Besides , they he lp the resea rcher to gain insight into how people interpret and order 

the world. "We can accomplish this by be ing attentive to the causa l explanations participants 

provide for what they have experienced and believe and by actively probing them about the 

connections and relationships they see between particu lar events, phenomena, and beliefs" 

(Narasha , 2005:29). 

The participants for in-depth interview arc selected by thei r art icu latio n and ideas they raised in 

the (OCllS g ro up discLission. As an in- depth interv iew is e ffect ive in a sma lle r sample, abollt nine 

participants will be chosen for the in-depth individual interviews. I use to collect data from the 

prod uccrs of the mus ic video clips and the Ethio pian televisio n music ed itors to find out what 

operates in their mind when makin g the videos and airing the v ideo, 

3 .7 COlldus ioll 

In this ch''1)ter , I have attempted to discuss the methodologica l frameworks of the research. T he 

c hapter also presents background argurn c nts and s,unpling procedu res in the foremost qualitative 

rc~carch methods lI sed in the study. The overa ll jusrifications and sampling concerns o f 

Qualitative co nte nt analysis, foc lIs grou p disclissions and in-de pth interv iews arc also prese nted in 

depth. The inte rvie w guide, the roles o f the m ode ra tor and th e interv iew settings c hose n are also 

highl ighted . 
I 
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CHAPTER FOUR 

FINDINGS AND DISCUSSIONS 

4.1 INTRODUCTION 

Th is thoro ugh med ia study focuses mainl y o n scrutinizing how cu lture images in the music video 

clips help adolescents' o utlook towards Ethiopian Natio ns and Natio nali t ies cul ture. \-l ow do 

tradi t io nal Ethi opia music video clips promo te the Ethi opian Nations and Nati onalities culture 

and how do youth o f Addis Ababa beco me accusto med with these culture represe ntatio ns in the 

trad itio nal Ethio pian mus ic video cl ips? T h is chapte r thus prese nts the findings and discliss io ns o f 

res ults o f the s tu dy pursuing collect ion of raw data. The d iscussion is o rga n ized in six diffe rent 

sectio ns. 

Music has been an important part o f the activiti es o f humankind since the beginning of reco rded 

history. T o day, mlls ic is impo rtant in wa ys that we re unimaginable during ea rl ier times. It plays a 

vir; 11 ilnd importan t rolc in th e li ves of human be ings. It is found eve rywhe re in Oll r worl d on 

telev is ion an d r;,di oj in o ur homes, ilUtOtr1Obiics, airplanes, and offi ces . 

Hu mans use music in a , 'ariery of W;lYS (or everything fro m personal ente rtai nment to 

conte mplative ;lctivit ic:->. Mu:-:ic h a~ the powe r to in flue nce psycho logical aspects of heh;\vior hoth 

consc io us ly and u lKonsc io u:,ly and acq uir ing kno v..dedge of Illus ic Illay create a deeper se nsit ivity in 

h uman:-: for the ir enviro nme nt and :-:oc ial cu lture an d it is bel ieved to e nrich li fe. 

In o rd er to sati:-: fy the di ve rse aud ie nce ETV relea:-:c:-: seve ral mu sic that co uld corre:-:po nd to th e 

Natio n:, and Nati o naliti e:-: of Ethiopia . lk:-: ide:-: Ethiopia televis ion has an age nda whi ch say:-: 

'Pro mot in g the Ethio pian Renai :,san te' . Acco rdin g ro rhe o rg,lIl izat ion, in ord er to accotn pliAh irs 

mo tto p;lrti c ipa ting the Na ti o ns and N <ltio na li tics o f Ethio p ia is highly esse nti al. 

T he o rganizati o n :->aid in o rde r to e n ha nce the developme nt of the country each Na tio n:-: ,11 HI 

Na tionaliti es of Ethi o p ia mll st ha ve <l sc nsc of bel o ngings' . Thi s co mes whe n we furn is h instant to 

this nati o ns and natio nal it ies. In (act Ethi op ia te levis io n and Rad io has e nte rtain ing and se ri o us 

progr; lIlls th.\ t reve.lis and in trud uu.:: rh e na tio ns ;IIH I nati o naliti es of Ethi op ia . Fo r ins t";lIKe 
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"Hagere" is one of the ETV's programs which uphold diffe rent nations and nati onalities to the 

rest of Ethio pia. Often times this is in a documentary format. The other and th e main focus o f this 

research is the enterta inment desk particularly the music section. As mentioned earlier ETV has an 

entertaining program in diffe rent format fo r instance in documentary, drama, music clips (both 

foreign and 10eCl I), h osting artists and other ente rtainment program. 

Thi.~ shor in E1V's intTO. lr wi tnesses £TV 

gi\!cs tlTioriry of the traditional Ethiopian 

nmions and nmionaLiries music ddeo dips 

Figufe 1 Screen shot of one of the scenes in 

ETV:~' in' ro 

The last five years the music industry is contro llecl by the Ethiopian Nations and Natio nalities' 

Illl"i J. What makes thi s happen is the fact that untri ed cu lnire has been revealed th rough video 

cl ip:, and beca use ERTA is giving a special air tiln e fo r this Illu sic. Moreover people arc becoming 

mo re interested to the newly released mu sic beats, lyrics, melody, tempo and videos that give you 

an idea about the unprecedented couture. 
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The researcher interv iewed some of the jo urnalists who wo rked under the ente rtainment program 

of the Ethiopian televisio n. Amo ng the lll is Meskerem . She hosts Illusic and produce other 

enterta ining programs. 

[NT: How often do you re lease traditional Eth iop ian Nations and Nationa lities music video dips? 

And do you have any special edito rial poli cy concerning this issue? 

M ES KEREM: We have seve ral en te rtaining programs one o f is releasing different local and fo reign 

music video cl ips. In fa ct we give prio rity fo r Ethiop ian music spec ially the traditional o ne. Under 

the entertainment sectio n H ibre T hreat , Ehud Mezenagna (Sunday entertainment program), 

Hiber, Arihibu, existed. W e rel ease at least two traditio nal music video dips o n Sunday 

entertainment program. Bes ides we release in Hibre T hreat. Based on the gusts interest we release 

video clips in Arhi bu . Howeve r H ibe r is dedicated to the natio ns and n ati onali ties of Ethio pian 

music video clips. W e nbo release th ese mu s ic v ideos as <l fille r of void between programs. 

As far as our edi tor ial po licy is co nce rn ed, the fa ct that Eth iopia is th e home of na t ions and 

na t ionaliti es ETV has an ed ito rial policy which deals abo ut the natio ns and nati onaliti es cul tural 

IT'llI sie. Priori ry is given for !"hese N~lri u ns 'lild Nationalities. 

Pro mo ting the N at io ns and Na tio nalities o f the co un try is the key age nda of the o rgani zario n 

INT: How do you eva luate the aud ience rece ptio n (o r the recentl y released trad itio nal Ethi o pian 

mu sic video clips of the Nat io ns and Na ti o naliti es? 

MESKER EM: O h ' T he audience rece ptio n is very huge. O ften tillles we eva luate au di ence reactio n 

through their phone call, mail and in person. ~4()s t of the ,wdicnccs requ est liS to carry on 

releasing this vid eo cl ips. Most o f the audi e nces who n::: ql1cst this afC yo ung fel lows. 

Genera lly the re is a huge acceptan ce am o ng o ur audiences for the newly released video clips. 

INT: Do you have a strong editorial poli cy that banned video dips whic h misrepresent the culture 

of the Nfltio ns ;lnd N ationalities? A nd do you have an ex pe rie nce conce rning this iss lle? 

55 



MESKEREM: Yes we have a strong edi tor ial po li cy co nce rning th is issue. We don't give air time 

for all video clips which delive r fo r us. In order to display we ca re too much. The journalist who is 

go ing to host the videos and o ur ed itors mo nitor the cli ps before med ia consumptio n . 

W e have banned seve ral video clips who didn't meet our media's editoria l po licy. 

INT: What do you expect the video cl ips to be and what arc the criterial 

MESKEREM: First fa ll the clips shou ld be clea r from all kinds of contradictions. 

For instance we don't all ow music video clips which give you an idea about only the 

represe ntati o n of o ne religion. Bes ides there arc so me vi deos whi ch revea ls a particular culture 

unfairly for instance if the video clips is highly western '"1<1 if the re is derogat ive fo reign language 

re mix we banned it. 

Moreove r few video clips have lyrics which may offend the possesso rs o f that culture. We also 

control the costu me, chorog raphy, and the mllsic itse lf. 

In ge neral we banned video clips which improperly add ressed the cu lture of Nations and 

Natio nali ties . If the re is an y reasonable compliant conce rn ing these cl ips we accept w itho ut any pre 

cond iri()[1s. 

INT: In yo ur archive and library do you have old traditional music video clips or all arc new. 

MESKER EM : Yes we have o nly a few traditi o nal music video cl ips peo ple to peo ple a campaign to 

promote the Ethiop ian cu lwre and the people is o ne of the documents that you could find in our 

archive and there arc some o ld clips shot live fmlll theater halls. Bu t most o f arc produced with in 

this fi ve yea rs. 

Kamuzu Kassa, A composer of more than twenty differe nt Nat ions and Nat io nali ties music, 

in cluding, Zum ba m, Hibongo stro ngly articu lates the fact that the contempo rary music in Ethi opia 

arc produced to espouse the ( ulwre of Na ti o ns and Nationalities 

INT: You arc composi ng substanti al tradit iona l Illusic of Nat io ns and N ati o nalities of Ethiopia. 

Do you really e ndeavor to emu late the actual dist inctiveness of th e mus ic? 
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KAMUZU , Well , we al ways attempt as m uch as poss ible to express the music in a very su itable 

manner. 

I mea n based o n t he cu lture of the people that I planned to produ ce music. I o fte n times study 

the rhythm, melody o f the mus ic I am going to p roduce . T hi s gives me a n opportuni ty to 

reprodu ce in ve ry good manner. I know th is is a se rious wo rk beca use if yo u fai led to compose in 

the correct manne r it will bring yo u a dispute fr o m the people o f that particula r cul ture. I also 

co nsu lt people who a re native and indige nous to the cultura l music. Most of the m usic I am 

produc ing Hrc fro m the place I belo ng so I did n't get any d iffi cult ies to arrange and com pose . 

INT: How do you eva luate othe rs music compos ition style 

KAM UZU, Wel l, t here are so me good compose rs who tried to create the orig in al culrurc and there 

arc some composers who try to produce mu sic w itho ut having a good knowledge o f the nature of 

the beat , rh ythm, tempo and mel ody. 

All in all it is go ing we ll. These days you have an o ppo rtuni ty to liste n and watc h d iffercnt cu ltural 

music which has hecll hiding from the aud ie nce fro m the p:lsr rime. 

INT: \Vh"t is th e audi ence respond I 

KAMUZU: Uh , the ;llJdicncc is ve ry s: lrisficd. Most people: always e ncourage m e to keep o n and 

have prospect to compose untried mu sic for th e future. 

In the differen t W;IY that people ca n have a mixed b;H.:kgrollnd , with parents originating in 

differenr co nti ne nts, so tou mll s ic call be a b lend o f in nll e ll ce:'. A particubr rhythmi c pattern, o r it 

charactcr i ~r i c ill :, tJ'ulll c nr, i:, cnough to g ive a traditi o nal fee l to mu s ic , eve n whe n it h a~ bcc n 

I co mpo:,cd recc ntl y 

Sintaye hu S isay is a we ll known film director in particula r he is well k now n (or h is rece ntly 

n:: l c:l~cd mus ic video c li ps . A year ago he gave an interview to th e Ethiop ia n te levisio n concer ni ng 

his cli p producti o n . The program who hos ts S intayehu wa s Kine Hiss (C riti c ism of Art) o f a 

Saturda y mornin g ~ how w ith a jOllrnali :, t' Elisac A man . 
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INT: You arc infalllous these days. You arc among the people who brought change for Ethiop ian 

music video clips. What is the secret o f your success? 

SINTAYEHU: Well, there is no mystery I always try to create the fitte st image for the lyrics and the 

melody of the music. I invest my time and mo ney to produce good video clips. Particulorly if I am 

working ethnic music video cl ips I care too much. I always go to the place which the music is 

dea li ng with so that I can capture a good image which can create an aesthetic bea uty. 

INT: W ha t extent do you care not to lose balance and fairness 

SINTAYE HU: Yeah, as I have told you I ca re too much because if you missed something th"t wi ll 

be a d isaster. As profess io nal I have to portray th e rea l image of the particular cul ture based on its 

mu sic. In fact sometimes I create fictional characte rs who reveal the culture costume, chorog raphy 

and in order to show the image of th"t culture but I rea lly care no t to mislead the auclience and 

not to offend the peoplc of that cu lture . 

INT: How clo you evaluate the audience reception? 

SINTAYEHU: People te ll me th"t I am doing wel l. Not only me, there arc some good di rectors 

who arc joini ng the industry. I think this ente rtainlllent sect ion is growing parallel with the Illll sic 

Most peop le to ld me they become aCt.~ ll sroJllcd with some cultures watching my v ideos. 

The case o f the Ethiopian music video clips , howeve r, 11<1S a different climension. 

Some univers ity stude nts who took part in the focus g ro up discussio ns revealed th at they don 't 

have in terest to watch th e rece ntl y rclL~ f1 scd traditional mu sic video clips. Th is, as Rahel , Heldana , 

Tigist, Eshctu and Dawit stare, is main ly !lec-Iu se o f the voca li :-;t:-; and dancers fea tured in the Illw;ic 

video ,He boring rather than entertaining. 

RA H EL: I rea ll y despise watching traditiona l Ethiopian music video clips most of the time. In ("ct 

there arc :-;0111 C tradit ion al Eth iopian Illus ic video:-; clips that arc ca pable of gran t me co ntentment. 

But Ill O:-;t of the v id eo:-; arc tedi o us comparc to the westerns mu s ic video clips so I prefe r w;ltchin g 

the wes ter ns instead of th e newl y (;Ibri ctl ted bor ing Ethiop ian music v ideo clips. 
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HELDANA: O h l I don 't usually wa tch both modern and traditio nal Ethio pian mll sic I prefer 

western music. But sometimes I do have situat io ns I am forced to watch this clips. I am not 

profess ional to judge them but I don't have any impression for this music . May be I may watch for 

the future. 

DAWIT: Hip Hop is my favorite music genre I don't like any other music includi ng Ethiop ian 

music. But the fact that I am living in Ethiopia I have an exposure to watch and listen these music 

not volunta rily bur invo luntarily for instance when I am in the dub, ncar by the music shop and at 

home but I don't take time to listen these music by myself the fact that I am not the kind of guy 

who ente rtain myself in eve ry music. I am selective that's why I put myse lf as a fun o f Hip Hop 

music. Hip 1-1 01' music video dips give me profound pIcasure. 

Most yo ung people afC bceotning accusto med w ith fo reign culture and igno ring the ir own culture. 

This proved in Habtamu's resea rch . These encoun ters revealed the fact that music video d ips 

becoming sites of 'co py cat ' effect. 

T hough this term appli ed part icularly to 'violence ' and media, I wo uld like to use the term to refer 

to the act of the ado lesce nts taking I"n ost o f the stu ff go ing o n Ill lls ic v ideos. T his has mu ch been 

re fl ected in cl o th ing, walking mann ers, using ges tures <1111.1 or COllrse treatm e nt of the (lppos irc sex . 

Music videos as previo usly argued as the 'i mpo rters ' of style , Hip I-lop in particular. This oblivious 

role of the music videos has deve lo ped a sense o f appeal and fantasy which forces most of the 

ado lesce nts li ke Yarcgal and Yona s to 'copy cat' the existing appeal and style fro m the mus ic videos 

(Ha btamu 2008:83) . 

While th e loss of trad it io nal music in th e fa ce o f the rise o f popu lar m usic is a worldwide 

phcno l11qno n, it is no t o ne o ccurring at a unifo rm rate th ro llgh ~ut the wo rld. While eve n many 

tribal cultures are losing trad iti o na l mll s ic and fo lk cultures , the process is m ost advanced "where 

industr ialisatio n and commerc ialisat ion of cultu re are most 'H,.lvan cedIl YI Yet in na tio ns o r regions 

where traditi o nal mu s ic is a badge o f cu ltural o r natio nal id enti ty, the loss o f trad iti o nalllllls ic can 

be slowed; thi s is held to be true, fo r insta nce in the case o f Bangladesh , Hungary, India, Ireland , 

Latvia , Turkey, Portugal , Br ittany, and Gali cia , G reece and C rete all o f which retai n th eir 

tradition al mu sic to some degree , in some s llch areas the dl'di llc o f trad iti o nal m ll sic and loss of 
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trad itions has been reversed. Local government often sponsors and promotes performances during 

tourist seasons, and revives lost traditions. 

4.2 Music Production 

Alike to all the arts, music has its own language ca lled the elements of music. These elements are: 

Melody, Tempo, Dynamics, Harmony, Form, Timbre, Rhythm, Melody is the tunc of a song 

Tempo: is the speed of a song (Toynbee 2000: 73) . 

Some amateur young musician who took part in the focus discuss ion has d ifferent perspective on 

the newly released trad it ional Ethiopian music video clips. The first ones are amate urs who did n't 

despise the newly released cultural music me lody, rhyth m and tempo these are Yared, Andom and 

Alemayehu. 

MODERATOR: How do you eva luate the newly released traditional Ethiopian Nations and 

Nationalities' music video clips? 

YARED: The clips arc not bad bur as a musician I don't rea lly like the newly released music 

melody, tempo and rhyt hm . Most composers not all arc imperfect to reveal the music in the 

appro priate or o riginal mode. Thcrc(on::, though thc video cl ips arc good because I hate the music 

composition style I don't usually watch the clips. 

MODERATOR: So, what do you think the solution is? 

YARED: I think compose r must have an exper ience about the real rhythm, tempo and melody of 

the music of Nat ions and Na ti ona li t ies of Ethiopia. An ab ili ty to play certai n instru ments doesn't 

mean YO LI can play and compose all music without having an ex posure so mUSICian must crca te 

exposure to ad:lpt themselves to the mu sic they want to compose. 

MODERAT OR: How do you eva lua te the newly re leased traditi onal Ethiopi:lI1 Nations and 

Nationalities' music video clips? 

ANDOM: T hey arc good but some we ird composers and voca lists arc usi ng the accepta nce of the 

music of Nations and Nationa lities of Ethiop ia as a ladder fot shortcut success and chea p 
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popular ity that makes me annoyed. So in order to save myself fro m disco ntent I won't watch these 

clips usually. 

MODERATOR: Would you elaborate the most critical problem that could be vital to solve 

ANDOM: Mixing foreign language , C hanging the melody, cha ngi ng the original beat and rhythm 

arc the most crucia l problem that ought to be solved quickly. 

MODERATOR: Thus, what do you think the solution is) 

ANDOM: It is good to be honest' Profess io na ls in the mus ic industry sho uld be strictly 

profess ional. They have to work for the sake of the profess io n nor to be popul ar in overn ight. They 

have to take t ime to co mpose accla imed cul tural music so that they could contribute something fo r 

the growth of N;ltio ns and Natio nalit ies mu sic. 

Th is indicates adolescents do n't li ste n cultural IlHlsic nor o nl y by weste rn influ ence but beca use 

they don't have flavor to the music prod ucti o n. Bu t it indica tes they have interest to liste n and 

watc h. Melocly, Tempo, Dynamics, Harmo ny, Form, T imbre , Rhythm, must be recorded in the 

audition prope rly (Toyn bee 2000: 73). 

The G I Se of the Ethiopian mus ic video dips, h oV./l'\'l' r, h;I S ;J d ifferent dimens io n . Some you ng 

amill'cur vocalists who took pa rt in the foclis group disc llss io ns revealed that th ey arc highly 

impressed by the newly releasee! Ethi o pian traditional mus ic video clips. These are I\iruk and Ki fl e 

MUDERATOR: How do you eva lua te the newly re leased traditional Eth iopian Nati ons and 

N;lrion:liirics' Illll sic video clips? 

I\[IZU K: [ am ve ry impressed by the newly released Illusic video clips. They eve n inspired me to , , 
have sllch kind of clips. A:::. a v()cdisr I have a plan to work 0 11 it. I have neve r heard :tnd watched 

th ese music d ips frolll the past but now wherever you go yo u could find these mu s ic clips on rhe 

telev isioll, VCD. So I al11 happy with that. 

KI FLE: Yea h I was born in Addis and I rea lly dOll't kn ow the rest o f Ethiop ia . 
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But now beca use this video clips I am accustomed with d ifferent cu lture. This gives me a huge 

pleasure n ow at least I kn ow something what Ethiopia looks like. 

Music videos are booming not on ly as a form of entertainme nt, an art form, but also as a powerful 

cu ltural age nt, o n which adolescents mostly embark their salient developme ntal tasks Jenifer 

Hurley (1994). Kimberly Thelen (J 999: 17) also strongly argued in her study that qua ntita t ively 

assessed three pa tenti.d domai ns of youth music video processing: soc ial competence, negnt ivc 

identity, and ente rtainment o nly. She finally be able to prove her hypothes is that adolesce n ts wh o 

watched mu sic vid eos we re morc like ly to recognize and rela te to the socially competent behaviors 

demonstrated in the music videos and then rewo rk the 'competent behavio rs' to fit it in to the ir 

set of soc ial beh aviors tha n simply watching for en te rta inment only. 

4.3 Choreography 

Cultural musical instrument of Konta 

This music video focllses entirely on 

showing cultural instrulllcnts of nations 

and national ities of Ethiopia. These 

kinds of images arc becom ing the 

fashions and fads of the trad itional 

Ethiopian music video clips. 

figure 2 Screen sho t of o ne of the scenes ill 

lVondyie Abebc :,' (lVolldil) /(onta music 

Choreog raphy is the com pos ing of dances and the plann ing of move men ts for da ll cing. Bes ides 

the steps and move ments planned (or a dan ce, or a written reco rd o f them is call ed C horeography. 

Moreove r it is the careful planned or executed o rgani zation or people, thin gs. C ho reog raphy is th e 
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most essentia l scene for every traditional video clips. Even for the modern music cerography is 

highly essential. 

Choreography is the art of composing dances; aiso, the movements and patterns of a dance 

composition. C horeography can refcr to the anonymously created patterns of fo lk dance and non­

Western class ical dance; most typically the term rcfers to spec ially composed theatrical dance. 

A choreographer must accolnn1odate the requ irements of mu sic, costu me, decof, and sometimes 

the choice o f dancers. SOln etimcs preexisting music is used j sometimes n111sic is newly 

com miss ioned , in which case the choreographcr may choose to work closely with the composer. 

Similarly, choreographers may bccomc deeply involved with crcat ing the story, dcsigning decor and 

costumes, ilnd planning lighting. 

Accordi ng to (Toynbec 2000: 80), Choreographcrs vary widely in their specific proced ures. Some 

formulatc thc dance fairly completely beforc worki ng with the dancers; others create most of thc 

da nce by guid ing and observing dancers' improvisat io ns whi le trying out ideas; still others develop 

a gencral structurc and then dec idc on spccifi c combinatio ns of steps by working thcm out using 

the dancers' bodies. Some lI SC extensive notes, drawings, ;l nd dance notation (for exa mple, a system 

known as Laba notati on). Some have a mental phn; others work by instin ct and improvisatio n. 

Some stud y musical scores; others simply listen to th l' music. Often the physique and skills of a 

particular dancer suggest ccrtain move ments. (Jncc the d;lnce composition has been formulated, 

the choreog rapher must then teach it to the dan ce rs, demonstrati ng and then watc h ing as the 

dancers imitate . 

Choreographers must kn ow thc tcchnique and moveme nts of their dance idiom. Familiarity with 

I\ ther dancc styles is useful; for example, a ballet choreqg rapher is aided by havi ng kn owledge of 

va rious fo lk dnnces, historica l dnncc, and elem ents o( modern dance and jazz dancc. Knowing 

other kinds of body moveme nt is a lso helpful, s ll ch as acrobatics, pantomimc and gesture, motions 

of fight ing, and athletics. Historica lly, choreog raphers learned their art through long 

apprenticeship. In the 20th century such apprenti ceship is somcti mes supplemcnted by the formal 

study of dan cc composit io n. 
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In this context, it is very important to exam ine more closely the inclus io n of tones o utside o f the 

traditional spheres. We feel joy wheneve r we hear ze/cn music. It is very commo n to feel compelled 

to dance in response to the flaming fire of the beautiful melod ies. U n like the ingltrgllrD, zcfcn music 

is not rich in poetical articulati o n. Instead, the art of regeda and iskista, such as shaking the 

shoulders, jumping and holdi ng sticks to mention some, shares the basic characte ristics of all the 

dances of language groups. As two grou ps of women and men solo dancers se lectively stand in the 

middle of the circle of the crowd to lead the dance, the solo ists give the crowd directives of both 

melody and dance. Their number and pos itions vary from group to group , some folk songs have a 

single solo ist dancer, and others have couples o r more. 

T he music video is a unique m o dern cultural form. As a commu nicat ive text operat ing in the 

rea lms of mass media and popular culture it is made of up numero us visual, aural and technica l 

facets, wh ich like in ;1 TV adve rtise ment, pack its short running tinlc with meanings both explic it 

and implicit. These numerous facets can be a,"' lysed as a collection of symbols and codes which 

relate to each other, th e viewe r, and the wider culture in which the text ope ra tes. As sllch th e 

'meanings' tha t arc encoded in the mll sic v ideo arc dependent o n a shared understanding of these 

s igns ,111<.1 codes. By the nature of the music videos form itsel f - its llH' of non/ nilrrativc and 

editing erc. 

It allolVs for mu lt iple perspectives, a freer more flex ible nature of identification/interpretation 

(Asl inge r 2005) and encourages the ide" o f a more "ctive viewer (Smyth 2006 0438) 

Some cho reographers particularly the se ni or one arc dissatisfied w ith the newly :-;ee n choreog raphy 

in the Eth iop ian na tions and n~lt ionalities traditi o nal mu sic vid eo dips. They ~aid that young 

c ho reog r<l ph cr~ arc mi xing unknown cu lture . Artist Yalew Bekclc is a Jlen~i()ner artist he app roved 

this s ituatio n. 
I I 

INT: How do you judge the choreography show n in the newly released trad itional music videos of 

nations an d nati o nalities? 

YALEW: hrst fa ll the re is " good sta rt. l3 ut sOlll eth ing always o ffe nded Ill e some young 

cho reogra pher arc s poiling the o rig inal and bea utiful danc ing style of the coulltry. In filct these 
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young fellows SLImmoned this as modernizat ion but this is wrong. fu an artist we have to show the 

or igina l sequence of steps, and step arrangement with some art istic beauty. You don't have to mix 

other's dance style with us ours is enough. In fact when I say you have to be o riginal it doesn't 

mean you can't improve it profess ionally. You can improve professionally for srage performance 

and clip consumption but you have to maintain the original vibration. 

INT: What is the relevance of showing perfo rming choreography on the music videos' 

YALEW: Well , musie without dance it will be dull. Showing cultural dance has an ample 

advantage for the audience and the exquis iteness of the music videos. Through choreography you 

can display costume, relig ion, rhythm, and diffe rent "ppro"ch of the cultu re of a particular nation. 

However some contemporary choreographers arc different perspectives Abiote is one of them. 

O nce while he was giving his interv iew to the Ethiopia n television e ntertai nment program (ETV2) 

he replied, 

AllIOTE: I know that there arc some complaints from the senior choreographers. This is partly 

tru e we may not be perfect as a young fellow however we arc trying o ur best to promote and to 

show the dance of different Nations and Nationa lities of Ethiopia. Person.lIly I tr ied my best to dig 

out the ori ginal cho reography by going to the or iginal place and I hope for the future we will be 

ncar to perfection but the current situa tion is not (rustrating as others sa id . 

Some youth of Add is Ababa who toc)k part in the focus discussion "re happy watching "n 

orga ni zed choreography on the mu sic videos Asman.:: is one of them. 

MODERATO R: Do you w"tch tr"ditional nlllSlC video clips' If yc, what is impress ion for the 

choreography? 

ASMARE: Yeah I d O' The clip, give me 'Ill opportunity to experience different kind, of dances 

from different Nations and Nationalities of Ethiopia. As a city boy I was n' t familiar with most 

Ethiopian cul tu ral d"nce but now there is " good start. C urrently I am c" pable to dance some of 

the clances becau,e there "re somc clip, which arc "v"ilable on Eth iopian televis io n every time. Not 

on ly me most of my you ng fellows bccoming adaptive with most cultu ra l dance of the country 

thanks to th e new released d ips. Nowadays, wherever you go it easy to watch cultural music videos. 
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B"scd on his · witness we can com prehend that music videos arc playing a great role to promote the 

cultural dance o f the N at ions and Nat ionalities o f Ethiop ia. Most o f young fe llows of Add is are 

becoming accustomed with Ethiop ian ClIltur~ 1 dances. The dips have a great impact not only to 

young people also fo r the children. 

4.4 Cos tume 

T his music video foclises entirely o n th e dances and 

chants of nations and natio nalities of Ethiopia 

particularly the Silte dancing style. These kinds of 

images arc becoming th e fashio ns <lnd fads of the 

traditio nal Ethiopian music video cli ps . 

Figure 3 Scree n shor of o ne of the scenes in Ali Nure's 

Silte music 

Accord ing to (M icrosoft Ene lrta 2009) costu me is th ings worn to (Over the body reg ional or 

histor ica l dress: the clothes trad iti o nall y worn in a particular place o r duri ng a part icula r period in 

the past clothes for parti cular activity: th e clothin g appro pria te fo r a part icular act ivity. 

Ethiopia is trul y a Land o f discove ry - br illiant and beau t iful, secretive , myste rious and 

extraordi nary. Ab<hvc all thi ngs , it is a country of grea t an tiquity, with ;{ cul ture and tra ditio ns 

dating back mo re th"n 3,000 years. All this ti me costume is th e most cruc ial pa rt of revealing 

nat ionali ty. All Ethi op ian nati o ns and natio nalit ies ha ve the ir own costume. T hough they have 

simi lar (orm bu t most of have the ir demo nstration thro ugh costume thi s makes the country a 

mosa ic cou ntry. Except some o f the spo iled v ideo clips most o f them are showi ng the costumes of 

the or iginal culture of th e natio ns and nat io na lities of Ethi op ia. 
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Abegaz Habta mu is a shop ow ner at Shi romeda (a place where cultural costumes sold). He sa id due 

to the newly released cultural music video clips most customers and other new customers ordering 

clothes they have seen in the clips. 

ABEGAZ: These days' traditi onal clothes have big sell. Some years ago most people order the 

Amhara, Oromo, Tigre costumes however now Hadya , Wolayita, Sidama and other Nations and 

Nationalities cultural costumes are also demanded by our customers. I think the reason this why is 

because of the newly released cultural music video cl ips. What makes me to say th is is because 

when they order they say have you seen this and that clip yeah I need that o ne people always o rder 

me this way. 

I am happy with this situation because now people are wearing cultural costumes not o nl y in 

holidays but also everyday as a no rmal costume thanks to the new Ethiopian traditio nal music 

video clips. 

Yacob Anjclo is born in Sho ne (Wolayita Sodo) he is s imilar but partially different perspective with 

Abegaz. 

Yacob: It is good to sec d ifferent Na ti ons and Nationa lities cnstlllll C via clips. Most of them :Ire 

good . Fo r instance o ur costulll e (Wo layita Solin) is becoming po pular in m ost part o f Ethiop ia th at 

give me a grea t pleasure fo r me and for the whole Wolayita peo ple. But I have a little bit doubt 

abo llt so me o f the reaction s. I mean some designers arc mixin g the o rig inal costume with western 

costum es and it is los ing its o riginality. T hat is not good at all fo r QlIf costume cu ltu re we have to 

maintain o ur traditio ns w ith o ut mi xing any o the r cu lture. A ll in all it is a good start they have to 

ca rry on. 

The other person who provides hi s ourI'ook is Pa ulose Tege ne. He has similar idea with YacoU. 

Pau lose is a graduating class student at Addis Ababa U niversity. 

PAULOSE: I came from !-Iadya. Few years ago o nl y few people kn ow abo ut Hadya. Most of the 

people of Ethiopia don't know what Hadya's costume looks like, but now these video clips give us 

an oppo rtunity to promote our costume. In particular Hibongo (a song infamous in Ethiopia now) 

gives an ample opportuni ty o the rs to sec o ur clot h . [ am learning at Addi s Ababa U nive rs ity most 
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of my friends belo ng here. In the past they don't have any knowledge about my village now they 

know much about wh ich is equ ivalent with me. 

This is the change brought by the newly released cultural music video clips. Now, most people 

including high ranking officials, artists wear our cloth this gives me a huge pleasure. 

4.5 Religion and Belief 

This music video focuses entirely on the 

costume of natio ns and nationalities of 

Eth iop ia particularly th e the Borena Oromo 

dancing style. These kinds of images are 

becoming the fashions and fads of the 

traditi onal Ethiop ian music video clips. 

f'igurc 4 Screen shot of onc of the scenes from Mudd" 

by Abbllsh Zallaqaa, whkh shows the Borena Oromo 

costume 

According to (Microsoft Encarta 2009) Religion is a system of beliefs that goes beyond human 

powers ideals or beliefs that gu ide the way people live. Religion and be li ef are the key clements of 

culture. 

The neJ ly prod uced cultural video clips reflect this th ought. Most of them reveal their religion 

and be licf via their music video clips. 

Among the participants who took part 111 the foclls group disc liss ion Samrawit and W intana 

believe that the cultura l video clips give them a glimpse for the religion and belief of nat ions and 

national i tics. 

MOD ERATOR: do you frequently watch cultural music video clips if yes what do you grasp) 
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W INTANA: Yes I do! You can grasp much stuff. But what makes me so exc ited is the fact that 

now I become accustomed with many rel igions and beliefs of Nations and N;Hionalities . I do n' t 

know much about this befo re but now I am able to know our diverse people's religion and belief. 

This is not o nly for the fo re ign tourists I myself find it strange and interesting. 

MODERATOR: Do you frequently watch cultural music video clips if yes what do you grasp) 

SAMRA WIT: I grasp a lot. I know only few major religio ns however due to this video clips I am 

now accustomed with a varieties of religio ns and Bel ief. Particularly the belief is ve ry surprising. I 

know that there arc so many cultural Be liefs in o ur country but I don't have vis ible informatio n 

about that. Now let alo ne for me even I can exp lain for others. This is rea lly good! 

Figure 5 Screen shot of Olle of the sce nes in 

ALi N ure's Silte nUln'jagc.! song 

T his music video foclises e ntirely 0 11 the spiritual marriage of nat io ns an d nationalities of Ethi opia 

particu larly the Si lte people. T hese kinds of images arc becoming th e fa shi o ns and fads of the 

traditi ona l Ethiop ian music video clips. 
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4.6 Scen e ry and topography 

Though Scenery and topography are not elements of cu lture; however it is very essential to go 

through the value of the newly produced video clips in promoting the landsca pe, topography and 

other valuable things of the nations and nationali ties of Ethiop ia . Ethiopia has a variery of 

topography and landscape. Its geographica l gif it trigge r the tourists mind . In fact let alone 

foreigners most people of Ethiopia don't know what the real Ethiopia looks like. However the 

recen tly produced video clips paving the way for the promotion of the actual Ethiop ia 

4.7 Conclu sion 

T his music video focuses entirely on 

showi ng the natural gifts of the Nations 

and Nationalities of Ethiopia part icu larly 

the Konta. These kinds of images arc 

becoming the fashions and fads of the 

traditional Eth iop ian music video clips. 

Figure 6 Screen sho t of one of the scenes in 

IVolldie~~· /(011(,1 Ail1sic 

This ch;1ptc r presented a co mprehens ive disclission on th e major findings of the study. In this 

sect io n an attempt to reflect lip o n the findings and their propositi o n with respect to the 

rydo lcsccnt aud iences of Addis Ababa is Illade. The IlHlSic/vidco clips under investigation arc found 

Ollt to pro paga te v ideo clips wh ich encouraged a new for m of pro mo tin g the culture o f natio ns 

and national it ies of Ethiop ian. The music video clips, discussed in this section of the resea rch, 

demonstrated cu ltural d issemination and propagat io n . T his section in gene ral presets a 

comprehensive explanation of the findings (rom the qualitative conte nt analys is, in-de pth 

individual interviews in a contcxtualizcd mann er and foclIs g ro up discll ss io n . The next chapter 

prov ides il co nclusion and summe ry of the overall srud y. 
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CHAPTER FIVE 

CONCLUSIONS AND RECOMMENDATIONS 

5.1 INTRODUCTION 

This chapter summarizes some o f the most imperative issues and findings that came up in the 

discussion o f this research . T he fi rst pa rt o f this section summarizes what bas ic research issues this 

research have bee n all about, how it was undertaken and the major find ings the study came about. 

The chapter also p rovides a scope o f subjects and themes that may have a potenti al wo rth fo r 

further research. 

5.2 Summary 

The main foclls of thi s research was o n investigating h ow traditi o nal Ethio pian natio ns and 

nationalities music video cl ips illustrate culture and how these images arc negot iated by the 

adolescents o f Addis Aba ba. The study has developed a theoretical underpinning tha t ''''s uln es 

po pular medi a pro du cts; mll s ic v id eo clips in this casc , dictate the un derstanding o f culture o f 

N atio ns and na tio na li ties of ad olescent aud ie nces . G iven this goal , the s tud y attempted to exami ne 

how the im age ma ke rs dcpi(t cul ture, im ages of C ostumes, C horeograp hy, religioll, to pograph y in 

the Inusic videos they prod uce and how arc the adolescent aud iences, in the midst of the ir lived 

reality, make meaning abo ut the ir nati o ns c ultural assets from their c\ ;lil y consumpti o n o f mu sic 

videos. 

Us ing a quali tat ive content analys is guid e adapted form early model Saka moto et al (1999), and 

Fu ll erton and Kendri ck (2000), th is research explo red in-depth in to the ways image makers put 

together culture image!' il~ the ir do min ant di scourse o f the practices o f Na ti o ns ;lInd N ati o naliti es. 

The research, with utm ost carc and dilige nces in sampling, adapted an inte rpretat ive app roach to 

deconstru ct the cultu re im ages in the tradit io nal Ethiop ian Inllsic v ideos. 

My investiga tio n in th is rega rd dCI110 nst ratcs th at most o f the mu sic vid eos de pict the culture o f 

natio ns and nati onalities in unfair and unbalanced way to the ad o lescents of Addis exce pt so me of 

the best clips shown in the Ethi o pian televisio n. 
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All the same, the study d iscovered that traditional Eth iop ian music videos are serving promoting 

culture. T he research has documented a considerable account of the costume, rel igion, and 

Choreography. Most of the images also illustrate the topography and landscape of the particular 

nation. 

Moreover, the research revealed that the modern Ethiop ian music video clips are acting as 

oblivious age nts of western culture. In this regard, they de pict identity by mixing the image of the 

western with the Nations and Natio nali ties. 

5.3 Conclusion 

T his paper presented a comprehensive discussion on the major findi ngs of the study. In this pape r 

an attempt to refl ect up on the find ings and their propos ition with respect to the adolescent 

aud iences of Add is Ababa is made. T he mus ic video cl ips unde r investigation are fo und out to 

propagate video cl ips which encouraged a new fo rm of pro moting the culture of nations and 

nationalities of Ethiopian. The music video clips, d iscussed in this research, demonstrated cu ltural 

disseminat ion and propagation. This paper in ge nera l prese ts a comprehensive explanat ion of the 

findin gs from the quali tative content analys is, in-depth ind ividual interviews in a contextualized 

man ner an d (OC li S group disc lission . 

5.4 R ecommendatio ns 

T his study has been conducted with the chief ai m of explori ng how culture images in the music 

video clips help adolescents' outlook towa rds Eth iop ian Nat ions and Nationalities cul ture. How 

do tradi tional Ethiopia music video cli ps promote the Ethio pian Nations and Nationalities culture 

and how do youth of Addis Ababa become accustomed with these culture re prese ntations in the 
I 

traditional Ethiopian music video cli ps. 

T hus, I have got an o pportunity to meet media workers, Jo urnalists, music program Edito rs, 

Directo rs' Composers, C horeogra phers and the adolesce nt audiences. All these professional and 

the adolescent audiences are responsible of the mak ing of good quali ty video cl ips. T his srudy 

de pict tha t though there is a good start but there arc q ui te a lot of problems comi ng with the 
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boom of traditional music video clips. So, all the stakeholders including the audience must have 

consider the following recommendations provided by the researcher 

C ulture is a very sensitive isslle for the people who own that culture. Though there is a good start 

in the production of traditio nal Ethiopian music video clips, still huge problems are hinder ing the 

situation. The following po ints portray this: 

• Most composers and voca lists are usi ng the ex isting circumstances as a ladder to get cheap 

popularity the fact that the newly released traditi onal music video clips are having acceptance 

from th e public. To penetrate and to be infamous mal profess ional are using th is situation as 

an opportun ity to benefit them. They don't give priority fo r the music productio n instead they 

look afte r oppo rtu nities this directly spoil the video clips. Thus, this profess ional should give 

priority for the origina l music production so that they can achieve overwhelm ing success. 

• The other is video dip directors. Though there arc few finest professiona ls, most of them failed 

to portray the actual image of Nations and Nationalities. The first one is following the western 

style, is o ne of the prob lems of these directors. They also portray something st range to that 

cul ture. This p"per prese nted some of the best images. T he p"per depi cted the qua li ty of best 

videos. The e minence o f a good vid eo is shooti ng image by going to the o riginal place and 

showing the orig inal costume, C horeography. The other qu"lity is t"king time . If profession,,1 

t"ke time they can produce a qu"lity videos. 

• The Ethiop i;ln Television and Racli o is a huge media organization in the country. This 

orga ni zatio n is the on ly <l nci the maj or nat ional station. All responsibilities fall en on the 

shou lder of this organization. Though there is a good sta rt still the station lacks air tim e for the 

music video~' o f N;ltions and National ities . Eth io pia is a huge COLI ntr)l so th e organ iza tion 

shou ld ex pand its air tim e to these videos . 

• According to this paper most of the adolesce nt o f Addis arc giving their attention to the newly 

produced cultural music video clips. Sti ll the audiences have responsib ility to pay attentio n to 

his cu Itural "$Sets. Some of the young youths extremely westernize themse lves because they "re 

ignorant to these cu ltural videos. In o rder to en hance the promotion of the Nations and 
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Nationalities ado lescent audiences have a hu ge respons ibili ty by giving and paying attention 

and considerati on to their cu lture. 

• All in all stakeholders must work hand in hand to promote Nations and Nationalities of 

Ethiopia for the entire people of the country outside the country. Since culture is the stepping 

stone of the myste ry of the growth of different Nations, theses stakeholders must give priori ty. 

5.5 Scope for Further Research 

Tak ing the themes d iscussed in this stud y as a po int of departure, this thesis could serve as an 

initiation for researchers in the field for fu rth er srudy. The study is based on interviews with media 

workers, i. c ., Jo urnali sts , mus ic program Edito rs, D irectors' Composers, C ho reograph ers and the 

adolescent audiences. Further resea rch could see the value and fairness balance of traditi onal 

music video clips fro m the perspectives of lyric writers, song writers and singe rs. T his may ge nerate 

morc insight into trad itional music vieleo clips in Ethiopia. 
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Appendices One 

An Interview Guide for the Foclls group Discllssion 

How often do you watch Traditional Ethiopian Music videos? 

Why do you watch Traditional Ethiopian Music videos Music video clips? 

How do you watch them? 

What is interesting about them? Why? 

Do you sa tisfy watching trad itional Ethiop ian music videos via ETV' 0 .. do take any other option' 

What do you know about the Nations and Nationalities of Ethiopia before? 

How do you deal with the images in the music video? Do you lea rn anyth ing about Nations and 
Nationalities culture? Do you like the images in the music video clips? O r hate it? 

How do you think the music videos help you r find out {or kn ow your identity and your attitudes 
towards the ent ire Ethiopia? 

Do you think music video dips are unju st in scriptin g culture o( Nati o ns ilnd nati o naliti es? 

Do yo u think the cul tures revea l in Music video clips arc rc;d! 

Do yo u watc h music vid eos other than trad itional Ethiopian mus ic videos? 

Wh ich exceptional music v id eo do you like most' Wh y? 

W hich pan o f the mus ic video's images do you like most? W atching the chon.~og r, \phy , the costum e, 
rciigion and bel ief, or topography and natura l phenomenon? 

[s there any spec ial culture you remember most {rom the music videos you watched' Did this I 
I 

trigge r you to go and to watc h the cu ltu re? 

How do you evaluate the newly produced traditiona l Ethiop ian music videos' A re they go ing in 
th e right track or failing? 

Thank You Very Much for Your T ime! 



Appendices Two 

In- depth Interview Guide for Journalists Video Clip Directors, Music 

Com.posers and Choreographers: 

For the Journalists: 

Describe the process (if any) you go through to get official permiss ion to play certain music' 

W ould you exp lain the circumstances in which so me music pi eces are banned? 

What kind of mus ic video is pro ne to banning' 

Do YO LI sec nny rationale behind banning 1l111Sic videos? 

What is the rati o nale behind showing Tradi t io nal Ethiopia n music vieleos' 

C an YOll explain some p ~Ht i c lllar s ituatio ns under which YO LI were ca utioned nor to put Oil view a 
music vieleo? 

Wha t arc your crite ria fo r playing the traditi o nal m llsic videos? 

W h ic h kind of trael it io nalmusic video is more prefe rable to put on show' 

Do YO ll rhin k that mu sic videos can pos itively in flu ence the audi e nce in pro mo ting the culture of 
Nati ons and Nat ionali t ies of Ethi o pia' 

Do you have any edi to rial po li cy concerning the promotio n of the c ulture of nations and 
Na ti onalitief of Ethio pia' 

How much air time do YO li give for traditional Ethiopian Illusic videos? 

W hat was the experie nce of the statio n in the past abo llt sho wing mu sic vid eo s? 

W hat is the react ion o f the people toward s the video clips shown by your statio n ' 

T han k You Ve ry Much for Your Time! 



For the Video Clip Directors: 

Do you make an effort to keep the originality of the cu lture? 

What is the rationale behind shooting a video for music? 

How do you evaluate other's work? 

Do you think the video production for the traditional music is going swiftly with quali ty? 

What is the aud ience reaction about your music videos) 

Thank You Very Much for Your Time! 

For Music Composers 

Do you make an effort to keep the originality of the culture) 

W hat is the rationale behind compos ing cultural music) 

Do you think your music portrayed in the right manner via video clips) If no why) 

How do you evaluate other's work? 

Do YO LI think the music compositio n for the traditional music is going sw iftly with qua lity? 

What is the audience reaction about your cultural music? 

Thank You Very Much for Your Time! 

For the Choreographers: 

Do you make an effort to keep the originality of the wlture) 

What is the rati ona le behind crating Choreography for cu ltura l music videos) 
, 

How do you eva lua te other's work? 

Do you think the C horeography of the traditional music is going swiftly with qua li ty) 

What is the audience reaction about your C horeography? 

Thank You Very Much for Your Time! 
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