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Abstract 

This thesis entitled Western Influence on Ethiopian Media as Reflected in Amhalic Movies: Content 

Analysis of. Films Produced from 2001 to 2005 by Ethiopian Filmmakers Living and Producing in 

Addis Ababa was done by Marsema Tari ku as a thesis for the Addi s Ababa Un ives ity, June 201 4. Its 

purpose was to explore via content anal ysis, the existence of westernization influence in Amharic 

feature films released in Addis Ababa over the last 5 years (2001 to 2005 EC). In fact, with the use of 

quantitative content analys is and qualitati ve in-depth interviews, the existence of thi s influence and its 

mani fes tation modaliti es as refl ected in the 15 fil ms' tota l viewing and the 12 in-depth interviews with 

several people within the di fferent walks of the fi eld were examined. 

Though cinema is at its early days in Ethiopi a in general , and in Addis Ababa in palticular, we have 

reached a ti me when an average of 5 films are reported to be launched every week in Addis Ababa, 

showing a very fas t nu merological growth . Mo reover, the number of film watchers has also increased 

remarkably. Since cinema has a strong power to in fl uence youngsters and even elders a lot, a scholari ly 

study is necessary to idemify, understand and try to influcnce the kind of messages and potenti al 

in fl uences that are at play in these Amharic fi lms, with a particu lar interest to the connotati ons. 

Indeed, the content of the films were ana lysed with a particular focus on the occurence or absence, 

frequence or rari ty of celtai n selected attributes deemed to dep ict westem influence. These attributes 

were the setting, the event, the characterization, the costumes, the hair styles and colors, the sound tracks 

as used to show aspects of life style and language as seen through the use of Engli sh in the dialogue, the 

subtitles or the casting lists. 

Findings confi rm the ex istence of an influence, but of rather American nature, more than western . 

Moreover, the fi ndings suggest that the Ameri canization mostly is depicted tlu·ough covert ways of 

th inking, instead of the overt ones that account for costumes (84%), sound tracks (59%), events (52%) 

and ha ir styles by men and women combined (50%). These American influences were deemed influence 

and yet not influences refl ected and imposed by the films per se, as they show the ways life is currently 

unfo lding in the city of Addis Ababa, therefore influencing rather the film makers, rather than 

filmmakers generating the influence. 
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Results further indicate that the influence has 3 kinds of characteristc s as to the influence 's potential 

consequence on the audience. Accordingly, the different types of influences were classified in terms of 

their perce ived result as beneficial , harmful and neutral. The conclusion here being no influence is bad 

just becaus," it is an influence so long as it contributes positively towards the social development 

somehow. Some imperfections were thus found tolerable in this sector whi le others not, as they threaten 

the local content and national ways and beings. 

On another finding thoug ht, influence per se, regardless of its being positive or negative, was found to 

likely threaten creativity and originality as the Amharic fi lms were said to have many copy and past 

fro m story lines, values, or life styles of Hollywood films and from one another. 

Addi tionall y, it was found out, that cUITentl y, the cinema sector does not have any responsible body 

trying to coach it, aside from the individual filmmakers, struggling randomly in trial and error, al so 

prioritizing the income aspect over the quest for al1istic creativity. 

Through the in-depth interviews, the inj ~cling of Ethiopian clcments and ways into the fi lms was one 

outstanding solution presented to fight the Ameri can influence that is threatening to swamp about 

anything on its way as imposed by the Ethiop ian filmmakers themselves upon themselves. 
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CHAPTER ONE 

1. Introduction 

This chapter introduces the topic of the study - Western Influence in Amharic feature films . It 

establishes the background, states the problem and identifies the objectives along the research questions. 

The rational behind this 'study, will also be presented here, identifying its significance and describing the 

limitations that were faced on the process of making it. 

1.1. Background of the Study 

The Ethiopian society is diverse. It has its own history, culture, language. psychology, philosophy, 

religion, music, literature, alts, and even society, unique to the country. It is celtainly very different from 

the western $ociety. It is even very different standing out from the African continent, as it is the onl y 

African country which had never been colonized despite the short occupation by Musso lini 's Italy 

(1936-1941). For this, it is a country that served as a symbol of African independence throughout the 

colonial period, also being th e founder member of the United Nations and the African base for many 

international organizations. 

Despi te of this, the world has often seen Ethiopia as a country in need of foreign disaster assistance as a 

country perpetuall y threatened by drought and famine. This image is forever in the minds of the World 

following the widely known " We are the World" song spearheaded by Michael Jackson but also way 

before, by the BBC program that was done on the Ethiopian Famine, by world fa mous British j ournalist 

Jonathan Dimbelbey. Ethiopians now know the country needs a strong image building work to show the 

famine was just a one time occurrence with the country striving now towards a renai ssance even if at 

times, struggli ng with temporary drought. 

Ethiopia is indeed different with its multifaceted realiti es . Even within itself, according to the ethnic 

background, the religion , th e culture and the customs and tradit ions, it s interests are d iffere nt. Ethiopia 's 
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potential lies in the fact that it has a different hi story, different origins, different rel ations, different 

traditions and customs in addition to the country being also known world wide fo r its athletic heroes, its 

landscape, its being the craddle of human kind, its being the home of divers ethniciti es, the Ethiopian 

Airlines , its, many religious tou ri st sites, and so many other factors . No purpose is thus served in 

succumbing to the western influence or to the currently pointed problems of its films , being copy pasti ng 

from foreign customary practices and va lues without first weighing the pros and cons and its 

appropriatness on the existing local ways and beings; And most impol1antly, at the expense of local 

content developpements, 

With the purpose of moderni zing the country however, many influences are currently at play changing 

the country to the better or worst tlU"ough noticeable and not so obvious modern isation attempts. This is 

seen by not on ly the acqui sition and transfer of knowledge in the fonn of science, technology and 

education but also in the fo rm of imitati ng the styles, values and ways of life of the western world for 

instance at the expense of what was or what cou ld be to steer a social progress. 

In light of thi s, when it comes to films, there has been a positive change in Ethiopia fo ll owing the major 

turning point in the early 1990s in the country' s hi story as Ethiop ia 's media consumption practices 

changed from previously censorship and revo lutionary content of art works with the former Soviet 

Union towards a free market economy and freedom of express ion. In fac t, following the Governmental 

change, after 1991 , the EPRDF redefined foreign as we ll as internal policies towards liberalization of the 

market and as Emrakeb Assefa in her thes is puts it: 

The ' Iron Curta il ' proh ibiting the di ssemination of Western symboli c products wi thin th e 
country was then lifted which in turn led to a surge in demand for Westem predominantly 
American media texts. This led to the importation of Hollywood films among other things 
to Addis Ababa. Following this, there was a time when the informal video houses were 
showing primarily American action movies in Addis Ababa, as there was a significant 
shift in Eth iop ians' film s consumption practices which were prev iousl y limited to 
watching films produced by socialist countri es mainly the fonner Soviet Union. 
(Emrakeb, 2006, p. 1) 

As the protecti on lifted, access and utili sation of western goods had their free way in the country, with 

their own possible influences. One aspect of the goods that were then imported were in fo rms of film s as 
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hollywood found its way to the market. However, thi s was curbed during the last decade or so, wi th the 

increase of Ethiopian filmmakers emerging involved in the area, making video films in the local 

language, Amharic. Following thi s positive development, the hobby of watching American films shifted 

towards the watching of local Amharic films in Addis Ababa with many youngsters being attracted to 

the movie watching and the movie making as well. The current question being on how benign and how 

Ethiopian, the films watched in Amharic, are now. 

Beyond the remarkable increase in the number of Ethiopian films, produced in Amharic language, that 

provoked an increase in the number of private cinema houses reaching thi s year the figure 20, and also 

provoking an increase in the Amharic film s' audience receptivity, there seems to be progress ively a 

question ari sing on the added va lue, the level of creati vi ty and origina lity of these films along their local 

meaning on the audience, the loca l market, and the growth of the Ethiopian film industry in general. 

Whil e the question of the ex istence of an Ethiopian Film as an Industry st ill is a question debated among 

the professionals of the field , more discussion and studies need to be made on the identity of Ethiopian 

films as reflected from their content , story line and messages . Dawi t Lakew (2008, p.38) argues the trend 

of the Amharic films is urban-tailored, geared onl y to Addis Ababa and some few major cities in 

Ethiopia, therefore missing the link in between the urban and the rura l areas and disqualifying them from 

being typically Ethiopian. 

Film is sa id to be one of the most ex pensive art fOlTI1S both to stud y and practice. It is expected to be all 

the more so in Ethiopia, one of the poorest countries, where the overall cinema infrastru cture does not 

seem yet establi shed and developed ful ly with funding probably being number one issue in filmmaking. 

The lack of professional training institutions/centers/professional s seems also another added critical 

chall enge keeping the Ethiopian film s in what man y ca ll "c reat ive inerti a" as most of the films cont inue 

to rel y heavil y on copy pasting. 

In fact, Hail e Gerima, the internati onall y acclaimed Ethiopian film director and intluential professor at 

Howard University in Washington DC, who won several internationa l award s for hi s films Sankofa, 

(1993), and Teza (2008), reported ly said that ··the Ethi opian cinema has yet to be born". 
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In fact , according to the issue of the 23'd of September 2006, the Addis Journal, a weblog of at1S and 

culture, li fe and society, Haile Gerima had al so said in a di scussion held at the Addis Ababa University 

that he has "not come across anyth in g that can be called cinema and has a sense of Eth iopian hi story and 

cul ture" while he was speaking of the Amharic movies done by the Ethiopian filmmakers liv ing and 

producing locally. 

This lack of a "sense of Ethiopian hi story and culture" has been frequently critic ized as Ethiopia seems 

to be succumbing to we~tern influence preventing it from using its own resources and potentials. In fact, 

Dawit Lakew (2008, p. 38) substantiated that the video productions currentl y on di splay "neither 

promote the cultural fauna and flora of Ethiopia nor even adequately rep resent the social reality of urban 

1 ife". 

Despite of thi s, the sector of Amharic movies, according to the local officials and people in the fi e ld, is 

nevertheless booming, contributing loca lly enormously in generating litera ll y millions in tax revenues as 

well as in hall rentals and advel1ising. 

As the Ethiopian Filmmakers Association (EFMA) Director, Tesfaye Mamo puts it, "with the ri ght kind 

of Governmenta l suppOl1 and encouraging policies from the Addis Ababa Bureau of Culture and 

Touri sm", as combined with co llaborative efforts and professional traini ngs for the film practitioners, 

'· the film domain could grow into a multi-million dollar industry." 

In fact, in the overa ll general local process undergo ing toward s development and democratization of the 

country, cinema has got its own roles and responsibi lities to play out, in so far as it is made with a 

community sense, to inform, educate, mobilize, and sensitize peop le by provoking national thought and 

di scussion around relevant issues, even when done lightly, under comedy genre. In other words, films 

that give country insights on intercultu ral issues and that provide snapshots of social and cultural norms 

also showing the li ving environment, the potentials and resources as well as the unique features of the 

ways of life of the loca ls would have an added value at the loca l, regional and international levels 

provided that the makers do not succumb to too much western influence. 

16 



1.2. Statement of the Problem 

Films that address issues of real relevance, and that matter in the daily lives of Ethiopians, for 

Ethiopians, and films that show the social and cultural ways and values and living conditions of 

Ethiopians in their diversity and uniqueness would be an impetus for the generall y encouraging 

developmental efforts undergo ing currently in the country - going for quality, over quanti ty and aiming 

higher than just the local markets. 

Ethiopian soc iety is diverse within itself needing to show its different ethnic, religious , cultural, 

traditional , hi storica l, social and customary riches needing for some to be preserved while for others 

changed towards modernity that goes in line with the fast changing local and global world. 

However, cUlTentl y, a great fear expressed seems to be that there is too much of western influence in all 

walks of life, with Ethiopians taking the fate of g lobalization and westernization willingly equating the 

phenomena with being modern. A question to ponder on should be for this thesis, does thi s 

westernization tendency also show in the Amharic movies that are done by Ethiopians living and 

producing in Addis Ababa. And if not, how much of the traditional di st inctiveness of Ethiopians has 

achieved to be refl ected in these films by balancing between cultural preservation and modernization at 

the expense of westerni zation. 

Ethiopian films and filmmakers are expected to make a positive contribution indeed with their films and 

have a say on how we go ahead with moderni zing while still remaining ourselves, whilc applying 

sc ience and technology to the artistic medium. 

The literature around westernizat ion shows that the negociation with the tension of the western influence 

can equate to negoc iating with local identities. Inspite of thi s, to the knowledge of the researcher, there is 

a very limited literature available on Ethiopian cinema in general and there is no study yet introduced 

around the concept of westernizat ion by replication in the context of Ethiopian feature films. There is no 

study yet ei ther on the specifi c identity problematics that are arising on the Ethiopian context in the 
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current globalized world. However, when it comes to the documentary film category, Dawit Lakew 

(2008) had done a critical overview of Film art and practice in Ethiopia, with a special emphasis on the 

current trends in which one of hi s conclusions were that "owing to lack of profess ional film training, the 

works of almost a ll the directors (patticularly in the fiction category) are inclined to be imitative of 

Hollywood 's filmmaking paradigm" adding that: 

"Since the films tend to be imitative, there is a great danger that they will ingly import not 
only undesirab le, but also influencing social forces. For instance, none of the films has 
used an original music score of a national source, but those just bon·owed from 
Hollywood" (2008, p. 93) 

In promoting Ethiopia and Ethiopian cinema, it seems on ly logical to believe that the Ethiopian films 

need to possess distincti ve features in style and themes to be able to stand out from the avai lable 

international crowd, but also be able to promote the country and tend towards the eagerly strived for 

target of image building. The films made by an Ethiopian are thus expected to be showing the Ethiopian 

perspectives on the realities of life in Ethiopia or elsewhere, making their statements through rich altistic 

expressions via a unique and di sctinct story telling. Only thi s way can films be made to become more 

useful , meaningful and relevant to citizens and the world with positive impact as they are sa id to be 

doing in all the li teratures . 

To achieve this, Ethiopian filmmakers of course need to be open to experience the World Cinema, and 

the Third cinema films as exposure to these would mean improvement on attistic quality, better 

international attention and recognition and positive inspiration. In fact , tlu·ough experiencing other 

African, Asian, European and Latin American film s, Ethiopian fi lnunakers might draw lessons and get 

inspired to strengthen their own story telling style, and traditions and specia l features shown 

cinematographically, while adapting it to their conditions to reflect those best and engaging in the global 

mo vement of Third Cinema. 

This however, needs to be taken causious ly, as getting inspired needs to be done keeping ones own 

positives and remaining the same whil e at the same time changing some features as globali zation and 

weste rnization are not something natu ral, obvious and even inevitable as many tend to believe 

nowadays. 
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Therefore, thi s study aims at showing whether there is a western influence in the Amharic films or not, 

and if there is, to try and identify how this influence manifests itself in the film s' content, to finally be 

able to make comments as to which influences are better kept and which better left out and what the 

influence trend seems to be on the national local content generation and general local va lues reflection. 

1.3. Objective of the Study 

1.3.1. Major Objective 

Because Amharic film watching is becoming currently a major pass time among the Addis Ababa youth, 

identifying and eventually monitoring what messages and lessons are impm1ed through the fi lms should 

be a major national concern. 

Therefore, the major objective of this study is to examine whether westernization exists in the Amharic 

films and if it does, discover how thi s influence is at play and its possible trends through what is seen 

from the film s' content and the interview poin ts with significant people working in the area. 

1.3.2 Specific Objectives 

The specific objectives of this study are to: 

Find out if Amharic films bear western influence or not; 

Assess the ovel1 / covert elements that reflect this westerni zation, if the films bear influence; 

Examine the overt / covel1 elements of localization, if they do not bear the influence; 

Study the nature and characteri sti cs of the influences, ifany; and 

Analyze the trend of what has been found as ex istence or absence of west em influence. 

1.4. Basic Research Questions 

The basic questions guiding the study are the fo llowing: 
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I. How does west em influence manifest tlu'ough the film contents, if influence is deemed to exist, 

in those ones produced during the last 5 years? 

2. If there is no influence, what are the features of the localization observed? 

3. What are the nature and characteristics of the influence if any? 

4. What seems to be the di scovered (westemization vs localisation) trend over the years? 

1.5. Significance of the Study 

This research project attempts to find out the existence of westernization in Amharic films to then 

identify how this influence manifests itself and noting any indications for possible trend. In doing so, 

this study is expected to have the foll owing important contributions. 

There are only few studies conducted around the nascent but fast growing Ethiopian cinema as made in 

form of Amharic films. However, local film watching behavior is becoming accentuated, practiced as a 

hobby which seems quite healthy at first sight. Therefore, primarily, because films have a powerful 

capacity of impacting the audience for the better or worst, this study would be imp0l1ant in identifying 

what really is being generated as meaning by the Amharic movies, with a potential influence on the way 

the young and not so young audience thinks, feels and behaves for an eventual possible monitoring by 

the concerned bodies. 

Amother added value of this study is that it would trigger the much needed strategic dialogue and 

networking wi thin the field as currently, beyond looking for the field for it s lucrativeness, little seems to 

be the rea lization of the impact of a concerted collaborative eff0l1 on the field's structure , policies and 

awareness to the growth of the fie ld. 

Cinema in fact, if it is to grow into an industry, should engage and commit responsib ility of all important 

and relevant stakeholders. This study's most impoI1ant contribution might thus be the awareness creation 

and pondering on the fact that this issue of westem influence on the films is a bigger issue of national 

imp0l1ance that needs to be addressed in time. In other words , there needs to be a positive involvement 
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from the Ministry of Culture, and Tourism side, the filmmakers, the academicians, and journali sts to 

contribute their pal1s. 

It will by extension also tr igger viewers to start refl ecting on what they are reall y watching and how it is 

impacting them without them knowing it or rea lizing it, or at least giving it a thought. 

In fact, thi s study will hopefull y also lay foundati on or trigger other researches to be done around the 

issue of identity in fil n)s, it can be replicated on those Ethiopian films that are being produced in 

Oromi fa and Tigrigna languages, or the impact of the Ethiopian films done so far by al ways exc luding 

the films as made by the d iaspora as it should be noted that those are of different genes . 

And again, thi s study can also serve as a stal1ing point to have a stud y from the perspective of each 

stakeholder focusing on whether there is a cinema industry or not. 

Like John P Meyer (2008, p. 23 ) puts it in hi s stud y on globalizati on and culture, thi s stud y tri es to 

specify and create awareness that exposure to other people and cul tures is desi rable for the fil mmakers in 

this globalization period where the world is becoming a village. However, this exposure, as it becomes 

an infl uence that is obstrisive to the indigenous ways is what needs to be fought against as undesirab le. 

Finally, as there has been almost no substantial study around the issue of Amharic fi lms, and its social 

responsibility beyond its entertainment pUllloses, this study will provide the preliminary understanding 

on how the sector is cUlTently functioning as led by who m and Why. 

1.6. Scope of the Study 

This study is delimi ted to cover the feature fi lms issued in DVD and made avail able from 200 1 to 2005 

EC, as made by filmmakers living and producing in Addi s Ababa, Ethiopia, in Amharic language. 

In fact, three fi lms from each year within th is 5 years pe riod of time will be randomly chosen and 

analyzed to explore whether they depict western influence and if so, how. 
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This is thus, not a study covering diaspora Ethiopians ' productions or the audience impact or recept ion 

survey. 

The research topic domain as identified with such concepts as globalisation, westernization by 

replication, modemization, third world film, local content and genre will be defined as their meanings 

attributed and confined under thi s research. 

1. 7. Limitation of the Study 

During the data gathering process, this study was faced by several difficulties that will be hereafter 

called challenge instead of limitation as there was a solution found to curb them. However, stating them 

here would be impol1ant as they show the limitations of the sector, and the way it is functioning, for 

highlighting the need to do this better. 

The first challenge thi s study faced was the unava ilability of any exhaustive li st, of the films that were 

produced and screened during the study period. The only avai lable li st being the one of films evaluated 

for publie vis ion by th e Fi lmmakers' Licens ing and Regulation Department of the Addis Ababa Culture 

and Tourism Bureau, this Iisfhad to be used to draw the samples of thi s study. 

The other challenge this study faced, during the fi lm gathering, was the set of realities concerning the 

inexistence of the fi Ims listed by genre and the fact that the DVD bear almost for all, no specification on 

what kind of fi lm that was categorized to. Also, there is no DVD bearing dating specification whatsoever 

on either its making, it publication or release dates. 

Again the study had to find solutions for the fact that there is no centralized location (video library) 

where copy of all films are made available for people to find and consult them, and there is a majo r gap 

in the ways data compil ation and sto ring system is used by the mandated 3 concerned bodies, namely the 

Addis Ababa Culture and Tourism Bureau, the Mi ni stry of Culture and Tourism National Archive and 

Library, and the Eth iop ian Filmmakers' Assoc iat ion. 
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There is a proclamation in the country in accordance with Ariicle 55(1) of the Constitution of the Federal 

Democratic Republic of Ethiopia (Proclamation No. 17911999 The Ethiopian National Archives and 

Library Proclamation) that requires any publication items to be submitted in 3 cop ies to the Ministry of 

Culture and Touri sm, National Archive and Library, in order for the Agency to collect, systematically 

organize, preserve, and make the information resources of the country avai lab le for study and research 

purposes. This study has found out that this proclamation is however, not systematica ll y implemented 

and followed up on, as only those willing to do so, or informed of the proclamation come to submit their 

publications as national,reference and archive documentation. The films that were sampled from the 

available list of evaluated films for release by the Addis Ababa Culture and Tourism Bureau were thus 

purchased or copies difficultl y traced back from their owners or from other sources. 

Despite of these potential limitations, or challenges, thi s study could best do the research in a 

representative way because the quantitative content analysis of the chosen films was backed up by the 

qualitative in-depth interviews to interpret the data as what it wou ld mean. 

On the interview side, the major limitation had been found to be the subject area in which profess ionals 

in the field do not feel free to make comments when they are recorded or when they know their names 

would be cited. Therefore, a decision had been made, considering the major potential danger of havi ng 

repor1ed the situation, by keeping confidenti al ity of who said what in either recordin g or name revealing. 

This resulted in bulky exhausti ve note taking of the overall interviews where everything had been 

written down. However, this had the advantage of the informants being relaxed, frank and very sincere 

in their remarks and ideas. The fact that the author of this study also has dealt with the different aspects 

of the fi eld and its profess ionals also was an added advantage to have people open up, and for what they 

sa id be interpreated as to its oven and coverimeanings spec ified to limit speculations. 
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CHAPTER TWO 

2. Review of Related Literature 

This part presents the review of related literature in order to see the issues at stake within thi s thematic 

area and the different related studies and arguments emanating from the different reading to gIve a 

background against which the study's resu lts will be later d isc ussed. 

To the researcher's awareness, there have not been any stud ies conducted in-depth to analyze the 

ex istence of Ethiopian film industry in general and the identity issues related to the featu re films 

currently done except the one done by Dawit Lakew Abebe (2008) spec ially focusing on documentary 

films. Moreover, though there are few researches undertaken around the viewership of Ethiopian film 

and the v iewersh ip of Hollywood and Bollywood films, with also the influence of Disney films on 

children no studi es have been undertaken so far on the other side of global ization that occurs via 

replication, as influence imposed by the national filmmakers themselves on themselves, leaving aside the 

works of the Ethiopian diaspora which is believed here to belong to another gene. 

2.1. Film and Society 

Films are taken at times just as yet another entertainment or leisure time activity, or just as another 

lucrati ve business. However, these days, many filmmakers in the world are recognizing the need to try to 

do more with their movies, to make use of them for far reaching indi vidual , social , local, regiona l and 

even international benefits. Indeed, films need not stop at their reality evad ing level known as 

'·escap ism" or at their economic benefits while they have the potential for much more. To show the 

di fferent reasons as to why people go to the movies, it seems best and succinct to quote the below by 

Steven J. Ross as quoted by the Film Foundation Organisation on its online publication entitl ed 

Historica l and Cultural Contexts: 

"Most of us go to the movies to have fun: to laugh, cry, boo, cheer, be scared, thrilled, or 
simply to be amused for a few hours. But movies are something more than just an 
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evening's entertainment. They are al so hi storica l documents that he lp us see - and 
perhaps more full y understand - the world in which they were made." (Steven J. Ross, 
2002). 

It is argued widely by scholars (Abrams, Bell , and Udri s: 2001) that "the more something is linked w ith 

our identity, the more va lue we assign to it"; thus showing the values o f film in so far as people can 

identify themselves with it in tenns o f its relevance to their everyday realiti es. The moving pictures can 

closely or remotely refer to the ways dail y life unfolds for the majority of people, how social relations 

are woven, and intelwo;ven, how di fferences are solved, similarities culti vated, fu ndament al questions 

raised, rights cate red for, how soc iety at large and famili es in pal1icul ar are fo rmed, changed or kept as 

they are, helping people make sense of their sUlTounding and their immedi ate but also wider world . 

It is an intem ati ona ll y acknowledged fact that fi lm is a very powerful medi a, and thus only justi fying the 

need to use motion pictures as far as their potential all ows. Daw it Lakew (2008, p.44) states " film is a 

pan art in its ability to incorporate all branches of art-li ke poetry, dram a. a rchitectu re and music ... that 

can capture and celebrate the cul tural, social , politi cal, hi storical, and economic reali ties of a given 

nati on". 

In looking at the A mharic movies, that are getting myri ad in numbers, a question comes in mind as to 

thei r quality in how much the films can be said relevant to the local aud ience in terms of how much 

external influence the fi lms bear or not , boosting or underm ining the Ethiopian ways and manners, and 

serv ing a purpose beyond entertainment. 

In fact, with movies hav ing become ever popular compared to any other form of al1s, the role of film in 

society has increasingly become phenomenal. As Abraams, Bell and Udris put it in their book StUdying 

Film "A rguabl y, film was the major ali fo rm and enterta inment o f the 20th century and shows no sign o f 

givi ng up this status as we enter the 2 1 st Century" (200 1, p.12) . 

As a refl ecti on of soc iety, both present, past, or even future, tilm follo ws on soc iety but al so sometimes 

ideally leads the way. Some fi lms can steer di scussion and create debate, and conversations making 

place to diversity. 
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In this sense, many scholars reiterate the fact that cinema has become a "powerfu l vehicle for culture, 

educat ion, leisure and propaganda". As ea rl y as 1963, a report for the United Nat ions Educati onal 

Scientific and Cultural Organ ization (UNESCO) looking at Indian Cinema and Culture, with the author 

Baldoon Dhingra quoted a speech by the Prime Minister Nehru who rep0l1ed ly stated, "the influence in 

India of films is greater than newspapers and books combined." 

This is not only true in India but also elsewhere with films imagery impact overrunning on read ing. In 

fact , contemporary reseilrch has also revealed more profound aspects to film's impact on society in 

general. In a 2005, on li ne paper by S C Noah Uhrig (University of Essex, UK) entitled, '''Cinema is 

Good for You: The Effects of Cinema Attendance on Self-Reported Anxiety or Depression and 

Happiness" the author describes how, "the unique propel1ies of attend ing the cinema can have decisively 

positive effects on mental health ." Th is stud y in fact revealed how ci nema attendance can have 

" independent and robust effects on mental wellbeing because visual stimulation can queue a range of 

emotions and the collective experience of these emotions through the cinema provides a sa fe 

environment in wh ich to experience roles and emotions we might not otherwise be free to experience." 

In another rather groundbreaking study, Konlaan, Bygren and Johansson (2000) found that " frequent 

cinema attendees have pa l1iculariy low mortality ri sks" - according to them those who never attended 

the cinema had morta li ty rates nearly 4 times higher than those who visit the cinema at least 

occasionall y. They have indicated that their finding holds even when other forms of social engagement 

are controlled, suggesting that "social engagement specifically in an al1istic milieu is impol1ant for 

human survival." 

2.2. Film as a Medium 

The available literature in film stud y shows "messages conveyed via films have the potential of being 

better retained than any message coming out of other medium". Th is has so far been explained by fil m's 

appeal to the emotions with its reality elements in attent ion grasping manners. 

Many scholars have indicated that films are widely popu lar due to their relatively easier accessibility and 

their use of audio visual, co lor, specia l effect, etc that gives them resu lt in "pervasive power for lasting 
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soc ial influence" . In fact, as one Indian scholar in the fi eld , Payal Kamat (2012) stated in hi s Sh0I1 essay 

online ent itled " Film as Mass Medium", film can stimu late values of good life and citizenship as also 

participatory virtues of developmental activities. 

Films attract indeed the masses as they do not require any literacy level, and as they combine visuals, 

movement, sound , acting, music all in one. Therefore, media expe11s and deve lopment communicators 

feel films to be ab le to communicate effectively and create impact in thi s way, proving to be the most 

effective mass medium in countries like Ethiopia. For this to be real ized however, it is never sa id enough 

that the films will need to serve the purpose of entertainment, also catering for using the medium to 

communicate powerful messages on socia l, cultural, political, and communal chall enges along country 

promotional critical story lines. 

As one form of medium, that uses visual s and orals to communicate meaning, fi lm uses its own language 

to tell a story. In the words of Vassili ou (2006, p.2) " film can be considered to have a film grammar 

wh ich film directors can mainly fo llow. For instance, edit effects such as fades, wipes, transitions 

between shots call be seen as punctuation in film grammar". 

The visual part of the fi lm message is highl y complemented by its sound part, which is likely to come in 

the form of dia logue, or in the form of an y other add itional accompanying sounds such as those caused 

by movement of characters or obj ects that wi ll give aud ience a lot of information, helping them follow 

the story. 

As much as meaning is created by the fact of showing or not showing an image, it is also likely that 

other sounds will be added to the film to fu11her emphasize the meanings that are intended to be 

imparted. 

In fact, many scholars in the fi eld have explained th at filmmakers use a range of techniques to present a 

narrative tlU'ough the medium of film, a narrati ve being according to the Oxford Online Dictionary a 

cha in of events that are (usua ll y) causally inter linked and orga ni zed in time and space. 
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The language of fi lm is used (usually) to tell stories. A film's form is determined by the 
ways in which the story is told by the film, and is a combination of style and content. The 
content is structured by the narrative and style is the language of film shaped by the film 
techniques employed. (Abrams, Bell and Udris, 200 I, p. 92) 

Yet the richness of a film language is in its ability to be interpreted differently as per the cultural 

background and the individual difference of the aud ience. And the value in a film is its possible impact 

at the time the film was made and years later, a lso "provid ing insight to the customs and values of a 

society and how those va lu es mayor may not have changed over time" . 

2.3. Films and Globalization (Westernization) 

In today's world of g lobalizat ion, where everything is sa id to come down as a village, access to 

infol111ation has become ·key to the development of any society. The increasing attempt to control 

inf0l111ation and the amount of information on the web are showing this. Not surprisingly, therefore, 

there have been several efforts by some countries struggling to ensure their dominance through the type 

and amount of information they provide to their people, but mostly to people in less developed areas 

ramifying that way their indirect co lony. 

Like in the different lines of li fe, where globalization is taking its toll to the detriment of local products, 

services or thoughts, filmmaking seems also having its fair share of the problem with seemingly 

increasingly dominating influence of Hollywood films in local film industries. 

Globa li zation is a widely debated concept that is seen from different positions and perspectives as 

neutral , positive and negative, by different scholars. It is defined with less connotoation of positi vity or 

negativity as "a social process in which the constraints of geography on economic, po lit ica l, soc ial and 

cu ltural arrangements recede, in wh ich people become increasingly aware that they are reced ing and in 

which people act according ly" (Curran and Gurevitch, 2005, p. 84) 

Indeed, for almost 30 years now, considerable debates have been ex pressed around the concept 

essentially focusing on two extreme tensions involving the g lobal and the local interactions and the 
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impact on the cultures. These debates were known to be between proponents of cultura l homogenization 

vs cultural heterogenization. 

For some it has been viewed as the intensifi cation of world-wide social relations with 
welcome changes while for others it has been viewed as a concept difficult to define as its 
cause and consequences are merged and difficult to separate and say which caused which. 
Still others, which are known as intel11ationalists, altel11atively known as skeptics, 
globalization is a myth or at any rate is much exaggeration as a di stinctively new 
phenomenon and emphasise continuiti es between the past and the present. (Co ltrane and 
Pari s, 200 I , p. 22) 

From 1960 to present times, Westernization has stal1ed being widely regarded as a pal1 of the ongoing 

process of globalization. In fact , in the realm of culture and soc iology however, globalization seems to 

be another variant of westel11 domination where the United States of America has a leader role. 

The concentration of communication resou rces among a few dominant actors in the 
developed world and the consequence flow of cultural production fro m these actors to 
locales around the world is seen as resulting on the growth of unifo rmi ty and 
homogeneity brought about by the consumption of similar materi al and cultural products. 
In thi s perspecti ve, globalization is conceptualized as a phenomenon that results not in the 
emergence of an open international order, as often assel1ed by its supporters, but rather in 
the pervasive transfer of meaning and va lues to diverse transfer of meaning, and values to 
diverse cultura l media players such as the USA, who dominates the global med ia 
marketplace. (Curran and Gurevitch, 2005, p. 87) 

Therefore, in other words, as a highl y debated and differently defined concept, globa li zation for some 

has spat ial and temporal interconnection concept, whil e for others it is the internationalization of 

civilizati on and st ill for others it is the express ion of the ways in which the cultural communications has 

changed. All the debates however, go ing on around globali zation , tend to focus on the cultural 

implications of the phenomenon. 

The debate about the impact of global media involves the question of cultural, national and individual 

identity. Wi lli am (2003 , p.2IS) says "the global media that resu lts from the globalization phenomena 

poses a threat to the nation, promising to erode those imagery boundaries that distinguish one group of 

people from another." 
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As globalization has started to intens ify and the US Government has been actively 
promoting free trade agendas and trade on cu ltural products, this led Holl ywood into 
becoming a wo rldwide cu ltural source due to the boom of the American multinational 
media appeal but also due to its unique ability in making big-budget films that appeal 
powerfu ll y to popular tastes in many cultures. (McMichael, 2010) 

Equating the word westernization to Americanization of the world, Kevin William exp lains the impact 

of American movies to the loca l va lues, ways and traditions by saying that "The Americanization of the 

world is the consequence of the way in which seemingly harmless media products such as Hollywood 

films or children's cartoon characters reinforce aud ience's attach ment to consumerism and the American 

way." (2003, p. 219) 

Over the years, the meaning of globalization was differently used to mean moderni zation, cultural 

imperialism, Americanization, European ization, or even colonization. Depending on the meaning given 

to the word, countries took and are taking different reactions as iso lation, protectionism, Dr rep lacement, 

adaptation Dr replication. Most sow the phenomena as a direct threat to local diversities and identities, 

while others accepted it conscious ly or subconsc iously as a modernization express ion. Still many voices 

are being heard with thc motto: Modernization without Westernization thereby showing the mutual 

exclusivity of each concept. 

Ammond and Grosse (2003, p. 286) as quoted in Tewodros Worka lemahu study in 2007 on reception of 

global med ia of Disney by Ethiopian children in Addis Ababa, deem that globalization has unfavorable 

ends to soc iety. They summarized the problem of globalization as being the danger of a loss of national 

identi ty as a consequence of the homoganisation of life styles around the world. They explained thi s as 

follows: 

A peril to national identity as exhibited by the reduction of the number of languages used 
around the world, with English stiking solid blow to all other languages by bocomin the 
lingua franca of the internet whil e the general number of vemacular languages used in 
multilingual countries is decl ining; and a threat to national sovereignty as a result of the 
abi li ty of multinational firms to circumvent the powers of un i-nat ional Govemments. 
(Hammond & Gross, 2003, p. 286) 
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2.3.1 Globalization by Replication 

Aside from the direct dumping of Westem or American products to the developing world market, there 

is thi s effect were globalization takes place by the locals themselves whi le they are adapting the 

western! American ways into their works thereby leading to more or less dangerous cloning of other 

cultures in lieu of local ones . It is suggested in the literature that not only media formats undergo this 

kind of domestication and adaptation process, but also that the contextual frame within wh ich thi s occurs 

is fundamentall y national. In the words of Thomas (2003, p.39) "The practice of television programs 

cloning among developing countries must be contextua lized within pal1icular cultural and economic 

contexts. This is critical to understanding both the apparent divergence and convergence of practices of 

the television industry as well as of reception by audiences as compared to those of the developed 

world". 

In addition to shifts wi thin media polic ies and markets, a major development associated with 

globalization wi thin the last decade has thus been according to Cunan and Gurevitch in Mass Media and 

Society (2005, p. 97), the expansion of media formats, first developed in the west (usually in the USA), 

ranging from television news to soaps, talk-shows, quiz shows and, most recently, reality television into 

varied national contexts. 

In one study made on western ization influence on Japanese sites of attractiveness of Japanese women 

and westernized represe ntations of feminine beauty by Darling-Wolf (2004, p. 106), the American 

influence is equated to a "phenomenon of internalized colonization" which shows the concept of 

westernization by repli cation. Though cultural influence is a complex process, the replicat ion aspect of 

the globalization seems even more dangerous as it might be operating at the subconscious level with the 

one replicating it not bei ng aware of it readily. 

For many critics of globali zation, thi s development has once more resurrected concerns regarding 

Western cultural imposi ti on (via replication), of "American media formats that structure local audience 

and subject them to the commercially driven , consumer-ori ented di scourse that such programming 

usually entails". This phenomenon is even more dangerous as westernization conducted by the national s 

themselves by the processes of domestication and adaptation of the forei gn elements to the loca l context. 
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It is suggested that not only media formats undergo a process of domest icat ion and adaptation, but al so 

that the contextual frame within which this occurs is fundamentally national. 

It will thus be interesting to assess the ex istence and the range of such western izati on or Americanisation 

by rep lication in the Amharic films trying to understand thi s phenomenon in the context of the rapidl y 

growing number of films in Addis Ababa in tel111S of its eventual possible impl ications on the audience. 

As one good example of westernization by replication, thi s study wishes to quote here Fikre To lossa (Ph. 

D.) from his online writing entitl ed Alienation: A Result and impact of Western result and Impact of 

Western Education on Ethiopian Intellectuals in order to show when thi s phenomenon st3lted in our 

Country as spearheaded by our hi storical western izing leaders who equated westernization with 

modernization in fact. This writer contends that Western education has alienated Ethiopian intellectual s 

by taking them away from their history, culture, language and soc iety. 

Emperors Mcnilik II and Haile Selassie I introduced Western education to and in Ethiop ia 
in the 19th and 20th centuries spearheading it with the sole purpose of modern izing 
Ethiopia by the acquisition and transfer of knowledge in the f0I111 of science, technology 
and educat ion . . . Emperor Menilik II who had culti vated th e love for technology when he 
was growing up at the COUlt of Emperor Tewodros who was himself a fanati c for 
technology, particu larl y weapons' technology, set an example to hi s peop le by doing 
menial works, demonstrating an interest in engineering, and even himself repairing 
watches, dri ving car, encouraging hi s wife Empress Taitu to ride bike, introducing 
electricity, tel ephone, telecommunications, cinema, railway transpoltation, etc. to hi s 
country. Following in his footsteps, Emperor Haile Selass ie laid a modern infrastructure 
and stressed the impol1ance of Western education. (Fikre, 2008, p. 2) 

This study is interested in examining the social aspect surrounding globali zation, rather than its 

economic or political implications. The existence and extent of such soc io logica l western ization by 

replication therefore needs to be identified in the context of the rapid growth of the number of films 

produced in the country. While it seems good and even advisab le to replicate in technological and 

sc ientific fi elds, it seems less so, in terms of keeping up the cultural , soc ial and local identity and 

di vers iti es of a country like Ethiopia land ofmany ethnicities. 
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2.4. Film Defined 

Film also known as movie, moving picture, or motion picture, is defined by Vassiliou (2006, p. 7) as "a 

fonn of enteltainment that enacts a story by a sequence of images giving the illusion of continuous 

movement" . Film is in fact a form of arti stic express ion and an industry, consisting of "cul tural codes, 

images and messages" that simu late reali ty, and in doing so, achieve in enteltaining, infonning, and/or 

educating, the audience. 

Socia l issue films on the other hand , can meet the goal of inspiring, persuading, chall enging, 

en lighten ing, and enriching the audience, assuming that the spectator is actively involved in the process, 

than j ust mere watching, as suggested by the uses and gratifi cation approach developed in 1970s. 

Most fi ction and enteltainment media do not try, or claim, to accurately and truthfully 
represent reality. They provide people with pleasure and fantasy, which allow them 
escape from the tri als and tribulations of their everyday li fe , their reali ty. It can 
nevelt heless be argued fictional entertainment media fonn s provide insights and pass 
obselvations on the palticular social conditions in which they are made (Williams, 2003, 
p . 12l ). 

As already indicated, beyof1d its entertainment value, fi lm is thus widely accepted as an important agent 

of social izati on as part and parcel of the media. In thi s sense, Kevin Wi ll iams in Understanding Media 

Theory (2003, p. 6) states that "the media he lp us to learn about the va lues, beli efs, and norms of ou r 

societies, as we ll as ass ist us to deve lop our own sense of ident ity" . He adds that "the med ia mediate our 

interaction with other social institutions and with each other, acting sometimes as source of confl ict and 

at others as a source of consensus. 

How meaning is produced to create either consensus or conflict depends on the baggage the spectators 

bring into the film from thei r cu lture and previous experiences. According to Abrams, Bell and Udris 

(2001, p . 220) film is seen as one "chang ing medium among many, consumed in a vari ety of soc ial 

contexts", so that holV meanings are produced will depend on the individual and hi s/her soc ial history as 

we ll as the spec ifi c film text. 
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Therefore, the meaning actuall y imparted may di ffer from the meaning intended by the filmmaker, and 

the meaning interpreted, from viewer to viewer, according to cultural differences. Nevel1heless, 

Vassiliou (2006 , p. 7) is of the op inion that despite the differences, there exists a consensus in the 

mean ing making as he says "what the viewer interprets in film content may vary; however, there will be 

enough common elements to enab le us to discuss the essence of the story with others". 

A film thus tells a story in its own audio visual way, tlu'ough the use of characters, objects and locations 

known as existents, along the use of several other effects. According to Vassiliou (2006 , p. 2) a story 

uses a plot, and characters, in such a way as it grasps attention, making believe what is happening on the 

screen, with fee lings of identification with the actors and the story of the fi lm. A plot is for him a term 

used to describe everything visible and audibly presented in the film . 

2.5. The Techniques of Film 

It is reiterated that a director needs to make a number of deci sions, in the process of the filmmaking. 

From script choice to actors, from camera angle to shot content and arrangement, the Director makes 

constantly choices and dec isions nonstop. However, this does not mean everything is dependent on the 

director's dec ision as there are certain things that are dictated by for instance the film conventions 

established overtime in shaping the film setting of the film genre (meaning the type or category of the 

film) that tends to require pal1icular decisions to be made, thus restricting the director's freedom. 

As much as a story can be told in several di fferent ways, one point of imp0l1ance stated in many of the 

existing literature is the need to be aware that despite the kind of techniques used by the filmmaker, there 

are different possible interpretations of the same film by different spectators, depending on what 

previous baggage they bring into the film in terms of their cultural backgrounds and past experiences. In 

other words, Abrams, Belt and Udris say that "shots can be polysemic"; thus they can have many 

meanings. In other words, film like any art can serve beyond the purpose that its creator aimed it for, and 

can be intellJreted in differe nt li ghts as per the onlooker' s prior experience, and perspective and values. 
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During the phases of production and post-production phases, the language of film consists of the 

following 4 techniques that are llsed to produce meaning: Mise en Scene, Cinematograph y, Editing and 

Sound, each with their sub techniques . However for the purposes of relevance to this study, on ly the first 

one wi ll be se lecti vely defined in detail and described as below. 

2.5.1. Mise en Scene 

This French term is said ;0 origina ll y be developed in relation to theatre. Its literal meaning is 'putting on 

the stage' referring to all the things that are put in front of the camera. What is to be fi lmed and how, is 

the concem of mise en scene. Abrams, Bell and Udris defined it as referring to 'placing within the shot'. 

"The mise en scene of soc ial objects in al1ist ic representations add to their symbo li c values says Carlos 

Grassi (2008, p. 7) in hi s writti ngs about Cinema and Daily Li fe objects. 

A significant part of the meaning produced by a film comes from the visual content - thi s 
is to a large extent how the story is told. What a shot consists of is therefore cnlcially 
impol1ant. As James Monaco writes, 'because we read the shot, we are actively involved 
with it. The codes of mise en scene are the too ls with which the filmmaker al ters and 
modifi es our reading of the shot' (Abrams, Bell and Udris, 2001, p. 93) 

The elements covered by mise en scene are: setting, props, costume, perfOlmance, lighting and color. 

But in addition to choosing what is to be included in a shot, someone also has to dec ide how the 

elements are to be ananged. In other words, composition is also central to mise en scene. 

2.5.2. Setting 

According to Abrams, Bell and Udris ' ·the setting provides the space in wh ich a ll the other elements of 

mise en scene are situated and like props and costume, sets up expectations for the viewer and can 

instant ly produce meanings". Th is is said to be especia lly the case with genre films . Setting can be 

provided by film ing on a specific natural real location, in a setting that actually exists, or by set design 

where the location is built fo r the specifi c purpose of the film, happening in for instance a studio. 
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2.5.3. Props 

These are the inanimate objects that are placed within the setting. They may remain just static or may be 

used by the cl1aracters in the film or be direct ly active. Props "may simply serve to strengthen the effect 

of the setting by mak ing the environment in which the acti on takes place visuall y more convinc ing." 

(Abrams, Bell and Udri s, 200 1) 

2.5.4. Costume 

Costumes help filmmakers create an actor's character. They can place an actor within a particular 

Historical period , indicate social status, class or lifestyle, and even determine what is possible and what 

is not with that palticular character. There can therefore be an overlap between props and costume. 

Costume all in all helps onlookers define the genre of a film as well. 

2.5.5 Performance 

Performance is whatever an actor does within a shot, contributing significantly to the meamng 

generated. In addition to the direct acting, how the actor moves, behaves, dresses, speaks and interacts 

around can signi fy hi s Iher personality characteristics, and social status. Moreover, the actor's facial 

express ions and gestures also add up to show some inte1l1al emotions contributing further to the 

'meaning making' . 

Despite the body language or non-verbal communication of the actor, and the speech patterns of 

different actors, the palticular film may however have a particular other unintended meaning due to what 

the audience already kno ws from what the actor had prev iously performed in anothe r fi lm or the actor ' s 

personal real life. Therefore, prev ious roles and personal li ves of actors at times come into play and can 

act as noise in a film, when th e audience tri es to interpret the meaning of an actor's current performance 

in li ght of previous film roles. 
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2.5.6. Lighting and Color 

Lighting is said to illuminate the above-mentioned elements in a shot whi le itself also becoming an 

element within the shot. It has long been suggested that the human eye is drawn towards movement and 

towards the brightest area in a shot. This therefore illustrates the importance of movement and light in 

films. 

--.lighting according to Abrams, BeJI and Udris in SJudy-ing Ellm (2001) is us_uaUy thought Qf in te1111S of 

high key ("balanced") lighting and low key ("chiaroscuro") lighting. High key lighting is usually used 

when a relatively normal, everyday Scenario is being filmed. Illumination exposes detail and provides 

visual infonnation. 

However, in many films a mild and subdued atmosphere is called for if suspense and fear of the 

unknown are required. The latter is often achieved by providing a lack of visual inf01111ation and by 

hiding detail; this can be obtained through low key lighting by lighting from one source so as to create 

shadows and strong contrasts. 

Color has long been thought to have a psychological impact that affect mood; for instance, light green is 

believed to be a relaxing color; while red is a 'restl ess' one. But in addition to thi s psychological effect, 

colors can also symbolize emotions and values, thus producing meanings in a text; for instance, the usual 

meaning behind black having its corll1otation of evil or red tending to show passion or revenge. 

2.5.7. Composition 

After selecting the above described elements for including them in a shot, the film director then has to 

place or position them as required. The arrangement of elements within a shot is known as composition. 

This term is fmiher explained as below: 

Symmetrical composition places elements of a similar shape and size in similar posi tions 
on either side of the shot. A symmetrical composition achieves an overall balance by 
having each side of the shot generally equate with the other in terms of areas of visual 
significance. A balanced composition is usuall y regarded as visually pleasing as opposed 
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to unbalanced composition, which may make us feel uneasy or uncomfortab le. (Abrams, 
Bell and Udris, 200 I, p. 96) 

2.6. Historical Development of Films 

Film that had emerged experimentall y in 1895, as a new form of communication, has nowadays certainly 

fl ou ri shed, im posing it 's self as a globa l industry. Though several camera and projection attempts had 

been experimented in other European countri es li ke in Gelmany around the same time, it is the French , 

brothers, Auguste and Louis Lumiere who are widely cred ited for having produced the first fi lms and 

hav ing held the first public screening on 28 December 1895, at the Grand Cafe, in Paris. 

Film had thus seen its first beginnings in Europe, pal1icularly in France, and since then, the area was 

highl y dominated with film products fro m France with PatM Freres, England with Cel il Hepworth 

Company, Denmark with Nordisk and Italy with Cines. 

However, according to Bordwell and Thompson (1997, p. 97) and also according to Abrams, Bell and 

Udri s (200 1, p. 11 9) thi s European domination was dislUpted at the height of the First World War, which 

knocked out France and Italy out of the competition. This was then a time, at which the United States 

took over, thereby becoming the " Worl d Capital of Films" as th e dominant industri al force in the world 

film production . 

The Hollywood film industry is said to have changed over time, from a highl y structured and centra li zed 

factory-like production system, to fragmented independent productions. Although there is no consensus 

among the scholars on the real demarcations of these different evo lutionary eras and nature of 

production of the Hollywood, the years 1930 and 1949 are largely described as its Golden Era. 

Between 1929 and 1849, the United States underwent seri es of crisis w ith the hi storical Wall Street crash 

of 1929, and the Great Depress ion among others. However, these and the Second World War were 

blessings in di sgui se for the American Film sector, as during th is time of despair, Holl ywood as an 

escape from the depress ions is reported hav ing flouri shed more, having been " left untouched by the 

Government, as it was deemed an essential industry" (Abrams, Bell , and Udris, 200 1, p. 24) 
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From 1948 to present times, the film production that was initially dominated by a small number of 

companies, with little competition, became fragmented with film production dominance by new and 

smaller companies . 

However, film production at the stat1 of the 2 1 S{ century still remains dominated by 7 major studios; 

namely, Warners, Paramount, Disney, MCA/Universa l, MGM/UA, 20thCentury FOX and Colombia 

Tri staI'. These major on~s have continued to control domestic and intemational distribution. Accord ing 

to Abrams, Bell , and Ud ri s, 2001 , p. 27) together they produce 33% of films in the Unites States but 

receive 90 % of revenue. 

The UNESCO Institute for Statistics (UIS) global cinema survey conducted in 2007, on 99 countries, 

and published under the online Balancing Act of Africa Website (IS May 2009, Issue no 54), indicates 

that " lndia remains the world's leading film producer by num ber of film s made but N igeria is c losing the 

gap after ovel1aking the United States for second place. 

The survey estab lished that Bollywood produced 1,09 1 feature- length films in 2006 compared to 872 

producti ons (in video format) from Noll ywood. In contrast, the United States produced 485 major film s. 

However, accordin g to the survey, by revenues, Holl ywood probab ly still held the top slot. 

These three heavyweights were according to this study, fo llowed by eight countries that produced more 

than 100 films: Japan (4 17), China (330) , France (203), Germany (1 74), Spain (ISO) , Italy ( 11 6), South 

Korea (110) and the United Kin gdom (104). 

2.6.1. The Third Wol'!d Film Industry 

African scholars conceIve African cinema making by Africans as a child of African independence. 

Accord ing to Cham (1996), African cinema was born in the era of nationalism and struggle against 

colon iali sm and neoco loniali sm deeply concerned with issues of cultural and national identity. 
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Neo co loniali sm is cultural imperialism, with the media one of the vehicles for the 
transfer of western va lues and attitudes ... the global box office hits of Hollywood fi lms 
and the global television soap opera shape the cultures of the nations of the global south, 
ensu ring their '·western ization" . These values confli ct with local cultures, often leading to 
erosion of local va lues, and tlu'eatening national and cultural identity; (Williams, 2003, p. 
2 17) 

This being the general continental context in Africa, Ethiopia is no exception on the westernization 

threat, though co lonizati on wise, it is the only African country which had never been co lonized despite 

the sh0i1 occupati on bY, Mussolin i's Ital y (1936-1 94 1) and her diaspora film producers being the only 

ones achieving in reaching out to the international arena. 

As desc ribed in the BBC Africa profi leI' in 19 June 20 13, Eth iopia "served as a symbol of African 

independence throughout the colonial period, and was a founder member of the Uni ted Natio ns and the 

African base for many internati ona l organ izations". 

Regarding the status of fi lm on the continent, Damien Chalaud, one of the organizers of the Festival 

Yues d ' Afriq uc in Montrea l as quoted under issue no 54, on 15 May 2009 on the online news of 

Balancing Africa stated "African countries like Cameroun, the Ivory Coast, Ghana and Burkina Faso 

have made good film s, thanks to the new poss ibil ities offe red by digita l cameras" . He also indicated that 

the new generat ion of scenario wri ters jumped over the 35 mm stage, usuall y reserved fo r the eli te, to 

onl y use digital which is more practical to express itse lf. 

Accord ing to Chalaud therefore, in sp ite of financ ial restri ctions, certain countri es of the Afri can 

continent have both quality and quantity in tenl1S of their productions, th ese being led by the Maglu'eb 

countri es and South Afri ca. 

South Africa in fact , is speciall y known for its arumal Durban Internationa l Fil m Festival (DIFF) which 

takes place in Durban, KwaZul u-Natal province, in South Africa. It is one of the oldest (35 th edition in 

20 14), created in 1979, while the Fespaco, the Pan African Film and Television Festival of 

Ouagadougou, in Burkina Faso was created in 1969 achieving in mobilizing the talks around African 

films on the continent. 
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The UNESCO Institute of Studies (UIS) survey (2009) also provides a unique perspective on how 

differe nt countries and regions are transforming traditional approaches to the alt and industlY of 

filmmaking especially in video and digital fonnats. 

In particular, the exp losive growth of No ll ywood attracts considerable attention, 
especia ll y in developing countries looking for altematives to the U.S. or European models 
of film product ion and di stribution, which require considerable investment. To begin 
with, N igerian filmmakers rely on video instead of film to reduce production costs. And 
as the survey points out, Nigeria has viltually no formal cinemas. About 99% of 
scr e.enings occur 'in informal settings, such as home theatre. 

This UIS survey also reveals another key element of the Nigerian success story: multilinguali sm. It 

indicates that about 56% ofNollywood film s are produced in Nige ri a' s local languages, namely Yoruba 

(31 %), Hausa (24%) and Igbo ( I %). Nevertheless, English remains a prominent language, accounting 

for 44%, which may contribu te to Nige ria' s success in expo rti ng its fi lms. 

Mbye Cham, Gambian Associate Professor of African Studies at Howard University, in hi s online 

article, "Reweaving Afr ica 's Socia l Fabric th rough its Contemporary Ci nema" highlights the soc ial 

responsibi li ty of African filmmakers as the "cha ll enges of soc ia l and po li tical reconstruction and 

renewa l" . He particularl y says that since '· they are palt of the intellectual elite with a sharp awareness of 

the internal dynamics of their soc iety and the la rger wor ld w ith whi ch it interacts", arti sts in general, and 

film makers in particular shou ld play the ro le of the "most seve re critics and challengers of this elite as 

well as the socio-po liti ca l status quo". 

In such a continent as Africa, films can thus be made to become more useful , meaningful and relevant to 

citi zens with positive impact. For thi s, filmmakers need to be a step ahead , acting responsibly and being 

aware agents of their own national values, identi ty, history, traditional customs and patrimonies, to be 

the ones to lead the public opinion in a way to be able to give what is needed, instead of what audience 

wants. 

It is significant to stress here aga in the ideology of art by Cham who expla ins the limitations of the 

immediate po li tical impact of Afri can filmmakers' work in Afri ca as thi s is perfect ly appl icab le to the 

situation of the Ethiopian filmmakers as wel l. He explained that the ro le of the artist is "not to make the 
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revolution" but to "prepare its way" throu gh clarification, analysis and exposure, to provide people witb 

a vision and a belief that a revoluti on is necessary, possible and desirable". 

This fact makes it difficult to classify Ethiopia under the wider African continent context of the third 

World Cinema movement wh ich thus "ca ll ed for a politi cized film-making practice in Africa, Asia and 

Latin America, since its first appearance during the 1960s and 1970s, taking on broad issues of race, 

c lass, religion , and national integrity." 

As Teshome Gabriel summarizes clearly, Third Cinema "seeks to a) deco lonize minds, b) contr ibute to 

the development of a radical consciousness, c) lead to a revolutionary transformation of society, d) 

develop new film language with which to accomplish these tasks" (Teshome, 1982, p. 3). 

Many scholars express the cinema of these countries as Thi rd Cinema says Teshome. Despite the ethnic 

and political diversity of Third Wo rld countries, their cinema tends to have several common 

characteri stics that identify it as part of a coherent international Movement. 

However though very different, Ethiopia shares aspects of this movement and can be encompassed in the 

term of Third Cinema in the sense that it al so shares the present aim of Third Cinema, ignoring 

geographical borders, being to continue in seeking its own place in a global context. 

The Ethiopian context can also come to fit what li terature in thi s field exp lains as "Third cine ma is not 

the cinema of the Third World but is the cinematic express ion of the desi re to express themselves and 

their identities, even though a general tendency of politics and culture is pushing towards a way of 

homologation and annulment." 

Ethiopia, in this sense, though different and unique in many aspects, indeed shares the cont inent long­

term difficult s ituations of the film sector in becoming an industry, as filmmakers' work is more of a 

stru ggle for survival rather than an alti stic expression of being. 

Though some view Third Cinema as a project of a particu lar revolutionary period which has now ended, 

its legacy is visible in films being produced today in the Third World as well as by Third World diaspora 
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populations now located within the First World and in organizations using the power of medi a for soc ial 

justice. In ShOI1, Third C inema is still alive-and just as powerful. 

Literature around this notes the di stinction between Third Cinema and Third Wo rld Cinema. Th ird 

Cinema be ing defined as "an aesthetic and po li tica l project whi ch is gui ded by ce rta in princ iples in o rder 

to cha ll enge power structures" whi le "Thi rd Cinema fi lms are genera lly prod uced by fil mmakers located 

within the Third World regions o f Afri ca, Asia, and Latin America and intended for audi ences in these 

regions. However, Third Cinema can also include films made by film makers located in the so-ca lled 

First or Second Worlds as long as they adhere to the guiding principles and are made in SUpp0l1 of the 

Third World perspective ." 

2.6.2. Local Content Generation 

In its research report entitled Coll ect ing and Propagating Loca l Deve lopment Content as publ ished 

onli ne in May 2002, UNESCO defined local content as '"the expression of the locally owned and adapted 

knowledge of a community where the community is defi ned by its location, cul ture, language, or area of 

interest. Many others li ke Abdu l Wahed Khan (2003) also be li eve local content needs to be " re levant 

and comprehensib le" to local users defining it as an "express ion and communication of a commun ity' s 

loca ll y gene rated, owned an d adapted knowledge and experience that is relevan t to the community's 

situation". 

There is currently a strong movement that re iterates the impo l1ance of '·th inki ng global and actin g local" 

arising fro m the need fo r any media to understand its local audi ences to be able to generate more local 

content. To avo id the current "cloning" of the Ameri can fil ms, and a lso to tu rn v iewe rship into money, it 

is repeatedl y indicated in the li teratures that African fi lmmakers and broadcasters must understand their 

audiences. T hi s w ill help them to acquire cont ent th at suits their needs. 

Though technology and knowledge transfers are deemed acceptable and even necessary fo r the 

advancement of the continent in general, and the countri es in particul ar, contents adaptat ion / repli cat ion 

from elsewhere, overshadowing local know ledge ancl indigenous capab ilit ies had been matter of 

resistance and contention. 
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Generation of locally relevant content, based on the local needs, will in fact, in turn, empower the 

community, and the youth as it will be relevant and comprehensible triggering criti cal thinking, in the 

actions towards the genera l development trends, also being pal1 of the decision making in the pal1icular 

country. 

Kwame Nkrumah, the first president of Ghana, is cred ited as one of the popular figures who stood 

agai list the so ca ll ed fl 09d of ' westerni zation ', "a systemat ic way o f di sseminating American values and 

interests tlu'ough the likes of the global television music ofMTV, the global news ofCNN and the global 

box office hits of Holl ywood whic h confli ct with local cultures undermining loca l values and identiV' 

(Wi lliams, 2003, p. 217). 

In fact, generating and promoting local content across all media and information channels has become a 

leading point of discussion globally in general, and in Africa in pal1icul ar. This is highl y believed that it 

wi ll help in the di stribution of African content in new market all owing fi lms to be interact ing at various 

rcgional and internationa l festivals , thus finding other channels and markets. 

2.6.3. Historical Development of Ethiopian Films 

According to many historical documents, film production has almost no history in Ethiopia. In fact, it is 

reiterated that perhaps, it is at its crad le stage. Accord ing to Temesgen Gebru 

Scanty prociuctions of fi lms were made by prociucers fro m France, Britain, USA, and 
Canada between late 1950s and early I 960s. These productions were tai lored as teaching 
material s for Haile Sell assie I University. Moreover, two films with the standard of 
motion picture [35mm black & white film] were made in late 1960s - Gu mma [by 
Mitchel Papatakis] and Hilut Abatua Manew [by I1 ala Ibsa] (Temesgen, 2008, p.3) 

It is written th at 'ASTER', a feature film produced between 1989-90 by the then Ethiopian Fil m 

COlvoration (EFC) is the only film produced during the Derg regime that ru led the country fro m 1974-

1990. The reg ime according to hi sto rical documentations rather utilized the EFC for producing 

propaganda documentary film s to introduce the Ethiopian masses to the soc iali st ideology. 
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According to some sources ' Yesat Erat ' by Temesgen Yalew and ' Senayit ' by Manyazewal Endeshaw 

were the other attempts through video technology that cou ld be cited as the li sts in the area some ten 

years back. 

There was a maj or turning point however in the ea rl y 1990s in the Ethiopian hi sto ry as Ethiopia ' s med ia 

consumption pract ices changed follo wing the Govemmental change. After 1991 , the EPRDF redefined 

foreign as we ll as intern al policies and as Emrakeb Asefa (2006) in her thes is entit led "A n in vestigation 

into the popularity of A meri can action movies shown in in fonnal video houses in Addis Ababa, 

Ethiopia" puts it the change of political atmoshpher then of free market and freedom of express ion, 

liberalized the market into accessing ane! utilizing westem video technology among other things . 

In the last couple of years, however, the number of Amharic fi lms produced in large numbers and 

sc reened in the capital city's emerging cinema houses are increasing at a remarkab le rate and it seems 

that with thi s, there is a new film producing behavior and with it , a new fi lm watching behavior ari sing 

from the audience, and thus would be interesting to stud y the film text as to the kind of possible 

meanings communicated in tClms of possible westernization perspective . 

The current phenomena of an avalanche of Romantic Comedies as popular alt all over Add is Ababa, as 

produced mostly by young Ethiopian fi lmmakers attracted to the field more by its fin anc ial gains than by 

its altisti c expression, is also another case in point for scrutiny as a sign of the quality and relevance 

Issue. 

As 20 I 0 jury prize winner at Cannes, Chadian film Director Mahamat Saleh Haroun sa id in hi s interview 

wi th Guardian on Febru ary 25, 2013, African d irectors have a responsibility to be "bruta ll y honest" 

when dea ling with the prob lems of the continent. In fact Haroun said regard ing comedy on the continent: 

I laugh when I see Afri can comedies because things are so serious. Do you think we need 
that in Africa? When we have things like in Mali happening? Cinema can't be a luxury; it 
can't be an art of entertainment. That's a luxUlY we should leave to others, but not 
Africans .. . Fil m-makers must wake people up, and take palt in thinking about Africa's 
future. They must push our capacity to thi nk abou t our own destiny. 
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Haile Gerima, the Ethiopian film director and professor at Howard University in Washington DC, 

reportedly said that the "Ethiopian filmmakers are not looking into their own aim pits. But they are 

ashamed of their own culture and identity which is why they are not depicting it". 

In fact, according to the issue of the 23'd of September 2006, the Addis Journal, a weblog of al1s and 

culture, life and society, reported Haile as having said in a discussion held at the Addis Ababa University 

that he has " not come across anything that can be called cinema and has a sense of Ethiopian history and 

culture" other than what, was produced in earliest t imes with Guma, Hirut Abatua Manew, and Aste r. In 

fac t, he pointed at that time that many of the current filmmakers confuse films with theatres and show 

theaters with close-up and call it cinema. After almost a decade, of this remark, it would be interesting to 

see how current films have evolved on the span from 2008 to 201 2. 

Here, the kind of argument seems to be kind of there was a professional beginning, but there is no more; 

in just li ke so many other areas of the country, where it is reiterated as having had its go lden age in 

civilizati on, in aliS, developments, social system etc but that all thi s is now over with the country going 

backwards. There seems to be a consensus on the fact that "despite its ri ch hi story, Fthioria in the last 

century regrettably went into the abyss of history, going backwards when the rest of the world was 

moving forwards." (Asefa, 2007, p. 2) 

Ethiopia which has now nine UNESCO World Heri tage sites is endowed with rich hi story, <.: ultUl'e, 

tradition, aspirations and ethno-lingui sti c diversity that can serve as potenti al source of inspiration for 

the film wo rks to base upon . This should eventual ly lead to a unique characterizati on that can also be 

used to promote the country ' s image and tour istic attraction thereby contributing to bringing-in a flow of 

foreign currency. 

Thought this is not yet the case, currently, officials and people in the field tend to argue that Ethiopian 

film s are nevel1heless contributing towards Ethiopia 's image bu ild ing process, promoting its cultures by 

telling Ethiopian stories, and locall y generating literall y millions in tax revenues as well as in hall rentals 

and ad verti sing. 
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2.7. Theoretical Framework: Semiology and Structuralism 

The theoretica l framework of this study will be structuralism. Structura li sm in general is a method of 

study that came to be closely associated with semiology, in the second half of the 20th century. The study 

of sign systems, namely semiotics, has been referred to with 2 different telminologies as the Americans 

refer to it, as semiotics whi le Europeans call ed it, semiology. The one and same concept was however 

developed by Ferdinande de Saussure, a Swiss professor of Linguistics, in the late 19th century. 

Semiology/semiotics and structurali sm have provided according to a substantial number of literatures in 

the fi eld , for textual analysis of films. In fact, 1960 and 1970 are rep0l1edl y years that sow most 

intensive attempts to app ly the methods of semiology to (jIm and to TV. 

Un like the previous theoretical thoughts, structurali sts were concemed with "the text of fi lm, novel, 

painting etc and not with authorship or audience" . Structuralism is descri bed in the literature as non­

nonnative to mean it does not try to evaluate whether arti stic texts are good or not. 

According to Abrams, Bell and Udris (2001 , p. 228) as of the 2"d half of the 19th century, it became 

widely known that all cultural products are " made up of signs, and indeed that we are surrounded by 

variou s kinds of signs in everyday li fe" . 

The structurali st proponents were ambitious to dig out the codes, systems and structures which govem ed 

any cultural activity and its products. Every component element had a relational meaning and value, for 

them, because they believed it ex isted as a result of an option. This meant that the meaning could be 

discovered by defining the structural relationship of the element within the general text structure, rather 

than by relating it to the world outside that structure or its manifest content. 

Thus, und er structural ism, "meaning cannot be read off from what is manifest in what they label as 

media text. Therefore, meaning is hidden or embedded in media texts and the task of the researcher is to 

revea l the deeper meani ng latent wit hin the content of the media" . (Willi ams, 2003, p. 122) 
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Proponents of this schoo l of thought sow their work as systematic, and as more scientific or obj ective 

than more traditional approaches to the stud y of culture. 

According to Abrams, Bell and Udris (200 I , p. 226) one kind of work concerned analysis of how 

signification is coded in individual frames or shots in particul ar film texts. In this respect, the authors 

explain that film analysis was quite similar to structurali st semio logical analysi s of other products. In 

fi lms, however, "the foc us came to be on how elements of the image such as iconography, mise en 

scene, camera and light ipg, make mean ing" ([bid, p. 227). 

This study will thus identify the different elements of the fi lms' content in [olm s of codes and signs as 

an attempt to identify their connotations, not so readil y seen meani ngs for an interpretation, of the overt 

and covel1 meanings in their level of showing the western influence . Since using thi s or that sign is a 

choice of the filmmake r, it would be interesting to ana lyse why he/she chose this instead of that, and 

what that use means and shows while interpreated. 

One main point of concern of structurali st semiology theorists was "whether and how film could be 

described as a " language" - a question still unresolved though by 1960, it had already become common 

fo r theoi'ists to speak of "c lose ups, camera angles and different kinds of edi ting as part of the language 

of fi lm. (Abrams, Bell and Udris 2001, p. 228) . 

2.7.1. Basic Elements of Structuralism 

Structurali sm exp lanation of the text is based on the foll owing presumptions: 

• Structures that underlie the text are unconscious and objective, 

• They are made of differences and oppos itions, 

• They exist independently of the observer, 

• They are uni versal and act as patterns or matrixes that determine the poss ibility of di scoursi vity, 

ordering, and mutual correlations, and, hence, of formation and fu ncti on ing of any cultural 

phenomena , 
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• they are language-like, and, as such, may be studied or revealed by using methods of linguistic or 

semiotics as meta-linguistic. 

2.7.2. Barthes Structuralism Approach 

Thi s study will be using French structu ralist, Roland Barthes ' approach which is extensively applied in 

fi lm analysis also encompassing the other narrative study approach known as binary oppositions as 

developed by Levy Stra~ ss. 

This stud y will speciall y tly to understand and identify the elements that depict westem influence in the 

content of the chosen films by seeing them in light of these classifications that are identified under the 

following 5 narrative codes that Balthes provided, and that are relevant in tenl1S of many perspectives in 

film studies. 

Hel'meneutic Code (HER): This part deals with the clues that the nan'ative gives to the spectators, in 

terms of what will follow next, and how the stolY wi ll end. Though the clues mi ght he misleading, they 

keep the suspense up, delaying the resolution. This code is activated as early as the film ' s tit le indicat ion 

begins as the spectator begiris consciously or unconsciously asking questions about the fi lm, based on 

the tit le meaning, the way the ti tle scro ll s arou nd at the beginning with also the color choices of the title, 

the sound effects used or the lettering or the first shots, or the music used might all communicate a 

certai n meaning about what is to expect next. 

Semic Code (SEM) : This code comes into play immediately as the spectator begins bui lding an idea of 

the character based on the actor's looks, appearance, manners and clothes but also gestures, fac ial 

expressions, way of talking or iconography assoc iated with him/her ... The spectator begins to get a feel 

at the personality characteristic of the character being built for the story. Trying to forecast what the 

character will do or how he/she will behave next in a particular situation. 

Proavietic Code (ACT): This is the code of action thus ACT. The character continuous to be defined 

directly through hi s action in addition to the SEM codes. This is activated on a sequence of the fi lm. 
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Cultural Code (REF): This Code refers to all the elements in the film that help us identify the genre of 

the film . Here symbolic oppositions can play out throughout the film with elements that keep coming up, 

allowing the spectator to classify the film in one pal1icular type. This code refers to all the prior 

knowledge and experience that the spectator brings into the film in order to understand it. So this might 

differ from person to person as per his/her culture and previous exposure. 

Symbolic Code (SYM): This refers to the broader teams or motifs that are developed throughout the 

film, usual ly through bi,nary oppositions like the etemal struggle of good and bad or the rich and the 

poor. Pattems of symboli c meanings run tlu·ough a text and this helps in the meaning making of the film 

by the spectator. 

It goes without saying that a detail ed analysis of even a single fi lm by using Barthes codes wi ll be long 

and exhausting procedure. Therefore, according to Jean Renoir ' s The Rule of the Games (1959), quoted 

in (Abrams, Bell and Udris 2001, p. 23 1), we can limit our self to a single sequence or to the start of a 

film to know how the narrati ve of a film is organized and about how a viewer will decode that narrative. 

As a case study by Abrams, Bell and Udris (2001 , p. 220), the 6 minutes of Scream through Barthes· 

codes shows, the cred it sequence of any fil m already act ivates th e codes and influences the spectator ·s 

understand ing of the narrative; with the film scream being no exception. 

In the process of making meaning, context plays a wide role thus the interpretation and the inference of 

what is depicted in the fi ctional films chosen shall be analyzed being conscious of this fact. There are 

some substantial works done considering cinema as pm1 of the cultural life and hi storical reflections. 

However, for thi s study, the aim will not be interpreting the Ethiopian films as a reflection of the 

Ethiop ian history or a prevailing Ethiopian social att itudes and it wil l not be generalizing from the 

spec ific chosen films. It will be simply trying to find out how the usually stipulated westernization in 

Ethiopian film s con·elates wi th the find ings of this study as to whether or not there is westernization by 

cloning elements from Hollywood and if so, how exactly those cloning or replications reflect. 
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2.7.3. Genre Analysis 

Genre anal ys is is a means of studying content by focusing on the interaction between the arti st, the film 

and the audience by emphas ising on the impOJ1ance of understanding film as visual medium as what is 

seen as moving image, is what shapes what is understood about rea lity and what is expected. 

Genre is a film category as class ifi ed depending on ceJ1ain exi sting similar, repetitive occurring features, 

cod es, expectations, and boundari es respected by a film because it belongs to a ceJ1ai n pa11icu lar group. 

A maj or pat·t of contemporary media studi es is the genre theo ry which focuses on th e "formu las or 

formats" by which film products can be categorised, and based on which their potential success on the 

market can be forecasted. 

According to the li terature, genre analys is in the study of media representat ion started in the 1960s as 

pat1 of fi lm studies. Genre analysis, unli ke the author theory which focuses on the ind ividual directors, 

a ll ows the analys is of film texts by th e ex plorati on of the "pattern s / fo rms / styles/ structures which 

transcend the indi vidual film s and which supervise both their constructi on by fil mmake rs" (Willi ams, 

2003 , p. 138). 

Genre is believed not to be someth ing rigid by many scholars, as it can be fl exible to accommodate 

change and variation in setti ng, plot, characteri sati on, to " inflect audience's generic expectat ions" by 

introdu cing new elements or "transgress ing o ld ones." 

According to Kevi n Williams (2004: 137) and many cri tics, the cinema industry very earl y in time sta11ed 

organi sing fi lmmaking around a combination of predi ctabl e features, elements and familiar formats in 

order to standardi se the production and marketi ng of films and in order to guide audiences in their 

viewing of them. However, the product ion of the same genre brings up the issue of redu ndancy, 

repetition and novelty standing on the way of difference and creati vity. 
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CHAPTER THREE 

3. Methodology of the Study 

This study aimed at finding out if Amharic movies bear westerni zation, in tenns of the palti cular 

influence coming from the Ameri can film industry, known as Hollywood, and if so, how this 

influence expresses itself, and what the characteli stics and the trend of the influence appears to be 

over the span of the chosen 5 years. 

For this, by using stlUcturali st app roach and Barthes' Codes Theory, thi s study analyzed the content 

of 15 Amhari c feature films randoml y taken from those which appeared in DVD from 200 I to 2005 

EC, as produced by Ethiopian fi lmmakers residing in Addi s Ababa and producing locall y. 

3.1. Research Design 

This stud y was mainl y aiming at a desc ripti ve and analytic purpose of the film tex t composed of 

' ·signs ancl codes", in order fo identify, class ify and ana lyze the re levant characterizati ons in general, 

and the mise en scene and the cinematographic elements in p3lticul ar, to identify any western 

denotation or connotations that are refl ected in the selected fi lms. 

Accordin g to Roland Barthes as adopted from Lou is Hj elmslev, there is th e notion called "different 

orders of signifi cation". The " first order of signifi cation" be ing denotati on where there is a sign 

consisting o f a signifi er and a signifi ed whil e the "second order" is the connotat ion which uses the 

denotative sign (signi fier and signifi ed) as its signifi er, and attaches to it an additional signified. 

Connotation here is thus explained as a sign which comes from the signifier of a denotati ve sign 

which gives a primary meaning th en leads to a chain of other connotations. Barthes later gave 
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priority to connotation, and in 197 1 noted that it was "no longer easy to separate the signifier from 

the signified , the ideological from the literal". (Barthes, 1977, p. 166). 

Therefore, .with this as a background, this study, putting its emphasis on quantitative content 

analysis, but without as much leaving out qual itative interview method, analyzed the visua l and the 

verbal signs in the chosen films by identifying and counting the different elements that also come 

under the different Barthe's cod ing elements, to identify if there are any inteltextualities within 

them, helping us depic\ elements of westernization influence incorporated in the films; the aim was 

of course to see, in case western influence was depicted or not, and if yes, how this infl uence was 

played out, with what different possible meanings . 

For this, a special attention was paid to the whole of the films nan'at ive, the characterization, the 

setting, the costumes and the hair styles of the characters, the language use, the objects seen in the 

film with possible meanings to be attached to them, and the pOltrayal of westell1 va lues, thoughts , 

ways or styles as opposed to the local ones as seen from the ways the characters are or think or 

behave. In doing so, the covert meaning behind each overt depiction was identified and defined to 

conclude if there is any influence, and if so, how is manifested, by paying palticular attention to how 

the following binaries are depicted 

Youth / Elders 

Women / Men 

Family / Society 

Marriage / Affairs 

Social / Economic Status 

Individual /Community 

The ultimate aim of this being to understand how these estab lish meaning, by privi leging certain 

characters and suggest ing some relationships and emphasizing some themes or advancing some kind 

of va lues that may be deemed American. 
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3.2. Method of the Study 

Both quaniitative and qualitative methods were used to complete each other in seemg the 

westemization if it ex isted fro m directly the films ' content and then cross cutting the finding wi th 

what relevant stakeholders in the fi e ld had to say about it, none numerica lly. Both were used with 

past experience and personal observations and readings for interpretation of what they mean 

combined together. 

3.3. Data Sources 

Since the phenomena of westemization is not seen per se, readily and directl y, but rather refl ects and 

manifests itself through different ways, the images and sounds of the Amharic movies were 

interesting to study if and how it manifests in the films. 

Thus, the data sources for this study were primarily the analysis of the randomly chosen 15 fi lm 

contents and the perspec ti ves of the purposefully identified 12 filmmakin g interviewees . However, 

secondary source data were used as the personal observation and experience also readings of the 

researcher to relevantl y and validly understand and triangu late the findings and make inferences. 

Each film in its entirety was studied as watched several times up to 3 times, despite Barthes 

affirming that even a 6 minutes opening of each fi lm can give remarkable amount of infOlmation. 

This was done in order to guarantee that the whole film was watched before assuming anything and 

to render justice to the fi lms instead of labeling them after just 30 minutes watching. On the other 

hand, the number of the interviewees was stoped at 12 as at that point the kind of information gotten 

stal1ed to be recurrent or a point of saturation. 
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3.4. Sampling Frame, Techniques, and Procedures 

The following part wi ll show the sampling frame, the techniques used and the procedures applied in 

obtaining ihe 15 films for the content analysis as a primary source of infOlmation and the 

interviewees as additional source of secondary infonnation. 

3.4.1. Sampling Frame 

The initial aim of using j ust the romant ic comedy genre li st to randomly drow the sample films was 

abandonned as the National Archive of the Ministry of Culture and Tourism, National Archive and 

Library has neither a comprehensive list nor a li st that shows classification of the films in geme as 

stated in the limitation of the study as challenges. 

The population was framed as the entire Amharic feature films made between 200 I and 2005 EC by 

non-diaspora Ethiopian fil mmakers, to then draw with simple random sampling, year by year, 3 

from each group of fi lms. The 3 fi lms from roll ed identical piece of papers that were rolled by the 

resea rcher by letting th e librarian at the archives draw them. 

3.4.2_ Sampling Techniques 

Using simple random sampling technique, 15 films , meaning 3 per year, as being in the list of the 

yearly eva luation list for screening licensing were then taken to represent films approved for 

viewing from 200 I to 2005. 

3.4.3. Sampling Procedure 

The number of films included in this study was 15, and these fi lms were randomly selected on year 

basis, from the study period 200 I to 2005 E.e. by taking 3 fi lms per year, among the li st of the 
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Amharic films that had been rated and licensed to go public, by the Addis Ababa Culture and 

Tourism Bureau. 

The aim of.this research being to study the Amharic movies in such a way as to depict whether they 

bear any western influence or not, the random picking of the films as unit of analysis was expected 

to lead to results that can be generalized to the films that were issued during the chosen period of the 

study because, by chosing the films randomly, the researcher made sure that there will be no biase or 

preferences in hand picked films, therby giving each fi lm an equal chance to appear in the sample. 

3.5. Data Collection Tools 

Because the soc iological connotation of the concept of globalization / westernization is beli eved to 

manifest and exp ress itself through visible/ overt trend of clothing, hair style, language use, diets 

and food system, characterization, ways of living, or relationship references in a community, in 

addition to the covel1 ways, this study pal1icularly analyzed the representation of such concepts in 

the content of the randoml y selected 15 Amharic films. FUl1henTIore, in-depth interview was 

conducted with 12 professionals who were purposively selected from the field, based on the 

criterion of the interviewee relevant position and reputation in the field at hand. 

In other words, the quantitative and qualitative content analysis helped explore indicators of visual, 

pictorial and verba l westernization reflectors that were present in the randomly chosen films' 

content while the qualitative data helped to gather important information tlu-ough the in-depth 

interviews from peop le purposenilly taken as to triangulate the findings with personal readings and 

observations. 

3.5.1. Content Analysis 

"Content analysis is a research technique for mak ing repl icable and va lid inferences from 

texts (or other meaningful matter) to the contexts of their use" (Krippendorff, 2004, p. 36) 

56 



· \ 

The first thing that was done here therefore, was to preview five of the films in order to define the 

terms of the analysis and the categories, and randomly selected three films out of the fifteen were 

given to pretest the intercoder reliability in order to ensure that the paths taken for this study and the 

meanings were clearly defined and steps provided in details ensured replicability of the study. 

Attention was palticularly paid to the visuals and the ways at which language was used but also the 

ex istence of some objects or their absence or their replacement by others. 

As indicated, the entire film runner was viewed twice in its entirety, and then also fast fOlwarding 

and rewarding it as per needs, for a third or fOUl1h time , to pick the elements that wou ld enable the 

analysis of their content, according to the pre identified 10 categories that were then reclassified 

under 5 categories. 

These resulting five categories were then used as per the researcher's believe of their importance in 

reflecting local vs foreign ways of being and values held after the preliminary viewing of the 5 

randomly picked films. They were thus used as to how they are reflected in the respective films. 

The following li st of categories, in relation with Barthe 's codes were planned to be used as the 

categories in order to get at the following representations in the films. In other words, the fo llowing 

10 indicators were coded for each fi lm tlu·ough a coding sheet. Just as an explanation here, these 10 

indicator variables are grouped into 5 in reference with Barthes' narrative codes: 

Setting /Objects/ Events: 

What atmosphere does the setting suggest? Do particular objects or settings serve any symbolic 

functions to refer to either the western or the local culture or ideal? What events are there, that can 

make us think of other cultures? This refers to the Symbolic Code. 
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Characters / Costume / Hair style: 

Are the characters Ethiopians or are there foreign ones? How do the Ethiop ian characters look like? 

How are they dressed and made up? What do their clothing, their make-up and style reveal about 

their soc ial background, ethnicity, and nationality? This deals with both the cultural and the 

proavetic codes. 

Language: 

From title of the film to dialogue within the film, the kind of language used will be analysed. 

Moreover, paI1icui ar attention wi ll be given to any references to English as mi xed into the Amharic, 

in the form of using English for subtitles, or using English for li sting the film casts. This goes along 

the symbolic code. 

Sound Track: 

Music is indeed part and parcel of culture. Used in fi lms, it also shapes and contributes to our 

interpretation of the images and visuals. So are the sound tracks local or English or foreign? This is 

also under symbolic code. 

Life Style/ Eating System: 

How are the characters depicted in their environment? In their relati onships, with their significan t 

others, their famil y, their social ancl communal life? 
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How do they eat (hands, fork ... plate, trey, messob ... ) what do they eat (enjera / sa lad ... ) How is 

their relationship with food depicted (diet consc ious .. . ). This shares aspects of semic and symbolic 

codes. 

All in all, the nominal quantitative data which provides quantifiable and easy to understand results 

was used. This cons isted of a basic classification data where each category was identified with first 

the number of its occurrence, against the number of its occurrence in a western way as opposed to 

the Ethiopian. The data ,was then put into a table f0 I111 with the results with the different variables in 

the set of the data as showing the number of times a different setting was filmed in the film for 

instance, against the number of time the settings were western influenced. Then with this 

comprehensive picture of the data the researcher identified pattems - by constructing frequency and 

percent distributions from the coding sheet. 

3.5.2 Interviews 

The same open ended, close ended and follow up group of questions as seen under thc annex were 

asked from the 12 interviewees who were selected purposively for the interview making sure they 

have the necessary background and involvement within the subject area, and they can provide 

relevant answers as being people immersed within the fi eld one way or the other. Follow up 

questions were also added to some of them, to clarify or confirm the answers as to their exact 

meanings. 

These informants are representative in the sense that they are assorted from all the different layers of 

the filmmaking sector, meaning there were people from the teaching, the script writing, the acting, 

the producing, the directing, the filmmakers' association, and even from the Ministry in charge of 

the film evaluation and journalist writing about the films produced in Amharic magasines. This way, 

the answers can be crosscut to give different perspect ives on the situation for us to have a full 

pictu re. 
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During the interviews that were conducted face to face for most and on the phone for just two of 

them additional follow up questions were devised and improvised to bounce on a certain type of 

answer, depending on the need and the situation. The interviewees were not asked questions on 

specific films but rather the di scussion was left purposefully open to discuss on the general 

comments, unless the interviewee himselflherself, deemed important to give spec ific examples 

quoting some films. This was done as the first impression of people in that field not being 

confortable in making specific comments about a specific filmmaker confirmed itself during the first 

interviews where intely iewees spec ified the unease, and even the danger associated in passing 

j udgements about any film cUITently as there are gang type of attitudes censoring such comments, 

with physical attacks and even aggression cases, where filmmakers do not tolerate any kind of 

comment that might go against their profit or come to compromise their viewership. The example of 

many, even going to the extent of paying journali sts for positive review of their film had been 

repetitively raised. 

3.6. Reliability and Validity 

The aim of thi s study was to find out if there is a western influence in the Amharic movies; In other 

words, examining whether Amharic movies depict mimics and replications of American nOlms and 

ways of life and beings, undennining styles, ways and values deemed Ethiopian was the major 

objecti ve . Then, if the influence was found to ex ist, the second major objective was to find out how 

these rep lications or mimics manifest and express themselves in the film content, as shown in the 

fOlm of characterization, costumes, story lines, ways of life, diet system of characters, social 

relations and the like. 

Moreover, should there be any influence, this study aimed at identifying any possible characteri stic 

pattern or trend of the influence over the chosen period of time through the content but mostly 

through the interviews. 
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When it comes to intercoder reliability, the researcher used a post graduate male as a co-coder who 

viewed 5% of the films, meaning randomly taken 3 films out of the 15. We each then followed the 

detailed instructions of the coding process, seen under the annex here, including the practical 

definition of the categories with examples as to what they refer to, so that we as coders would have 

similar understanding and guide on how to proceed during the film watching, and what to record and 

how. 

The researcher and the ,coder then independently evaluated the films that served as the study data, 

then after the coding, the results were compared and contrasted. The disagreements were noted and 

subsequently resolved as the one difference had been on the concept. While it was agreed that hair 

style would show influence or not through braid , coloring, extension, freezing, curling, and using 

wigs, it was less obvious as to whther the hair of women as fashioned with paystra, phone or iron 

was to be also identifi ed as influence or not. So it was decided to leave those as not influenced. After 

that, a single set of data emerged fo r the analysis. 

The following percentage indicated the coders' agreement for each category: 97.4% for setting and 

eating habits, 96.8 % for sound track, 98.7% for language and characters, 92.3% for hairstyle, and 

98.8% for costumes. The coders almost completely agreed on events. 

Also on the interview questions, III order to make sure of the answer reliability some of the 

questions were rephrased and asked aga in differentl y to see if the answers are more or less on the 

same line. To ensure that the data is valid, the categori es were designed purposefully to directly 

examine the existence of westerni zation influence or not, and the different manifestations used to 

infer westerni zation influence or not, had been used relevantl y. 

3.7. Ethical Consideration 

In doing thi s study, different sources were used for generating the data, namely film content 

analys is, film profess iona ls' in-depth interview, the related li terature rev iew in the field and the 
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personal observations and lived experience of the author. These data sources and the infonnation 

gathered were used as follows by trying to get at infonnation however respecting some aspects of 

ethical questions that emanated as follows: 

Trying to achieve individual and social balance: This refers to the ways on how individual 

opinions of those inf0!111ants who were not comf0!1abie on being quoted was respected by 

not quoting them. However, since their opinion was important for societal learning on the 

question at hanej, the opinion was considered and quoted, without mentioning its source. In 

Ethiopia, constructive criticism is not yet accepted as one, and people many times fear 

expressing their opinions freely for fear of buying themselves enemies or simply offending 

others. Therefore, though needs to change, this wish was respected here without 

compromising the study; 

From the moment the films are in the public access of the Ministry and the library, it was 

deemed that anyone can access them respecting their copy right to make analysis on them, 

therefore, no prior approval was sought from the producers of the 15 randomly obtained 

sample of films; In anyways, the result of this study is deemed to be harmless, just for 

academic and research purposes for pointing out gaps that can contribute to the bettering of 

the fie ld; 

No finding wi ll be disto11ed or amended to reflect what it does not initially; so the researcher 

is morally bound and vows to rep0!1 what found on the fi eld, as it found it; 
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CHAPTER FOUR 

4. Data Presentation and Analysis 

As stated In Chapter One, the maIn objective of this study is to examIne whether and how 

westemizati on is reflected in Amharic fictional films made from 200 I to 2005 EC by Ethiopian 

filmmakers living and producing in Addis Ababa. For this, data were mainly collected through 

quantitative content analysis of randomly selected 15 films and qualitative in-depth interviews were 

undertaken with purposefully selected 12 members of the sector working along filmmakers. 

This chapter, therefore, presents the data collected from the content analysis under table formats 

with percentages followed by a sample of the content extractions and a summary of the qualitative 

in-depth interviews in the fo rm of transcription from the interviews ' responses while some of the 

typical reactions are cited directly. 

4.1. Quantitative Data 

The only available li st meaning the one consisting of films evaluated and approved for public vision 

by the Filmmakers' Licensing and Regulation Department of the Addis Ababa Culture and Touri sm 

Bureau, had been used to draw the samples of this study. The content anal ysis was then conducted 

on the randomly chosen fil ms in view of having quantitative of occurences of westemization, later 

changes into readily interpreteab le percentages. 

4.1.1. Amharic Films Released from 2001 to 2005 E.c. 

As seen in Table I , from 200 I to 2005, the total number of Amharic films that obtained a li cense to 

be screened and di stributed, after undergoing film rating by the mandated Filmmakers ' Licensing 

and Regulation Department of the Addis Ababa Culture and Tourism Bureau, was 398. 
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The annual total number of films over each year of the study period shows a remarkable increase as 

the number of films went from 35 in 200 1, to 4 1 in 2002, almost doub ling in 2003 wi th 8 1, again 

nearly doubling the next year reaching 116, to then increase again in 2005, as counted t ill June only, 

with 125 films. 

Table 1: Number of Amharic Films Released from 2001 to 2005 

2002 41 

2003 8 1 

2004 116 

2005 (up to June) 125 

During the film gathering, thi s study had also identified a set of realiti es where there ex ists rarely 

genre spec ifi cation on [)VDs, no dating specifi cation whatsoever on any of lh l:! DVDs' cover; no 

centralized location (video library) where copy of all films are made available for people to find and 

consult them. There is thus a noted gap in the ways data compilation and storing system is used by 

the mandated 3 concerned bodies, namely the Add is Ababa Culture ' and Tourism Bureau, the 

Ministry of Culture and Tourism National Archi ve and Library, and the Ethiopian Fi lmmakers ' 

Association. 

As stated, there is a proclamation in the country (Proclamation No. 17911999 The Eth iopian 

National Archi ves and Library Proclamation) that requires any publication items to be submitted in 

3 cop ies to the MinistlY of Culture and Tourism, National Archive and Library. However, thi s 

proclamation is not systematica ll y impl emented. This meant that only few of the Amharic films 

released during this period are avai lable in form of list or in fon11 of DVD, for reference, at the 

audiovisual archive of the Ministry. The films that were sampled from the avai lable list of rated 

films for release by the Addis Ababa Culture and Tourism Bureau had thus to be purchased or 

copies difficultly traced back from their owners or from other sources. 
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Another official regulation not implemented is the rule that requires the Add is Ababa Culture and 

Tourism Bureau to systematically keep one copy of any film evaluated and licensed, for future 

references . . However, the Addis Ababa Culture and Tourism regulator officer explai ns that 

fil mmakers are not will ing to leave any copy to the bureau for fear of their products being replicated 

(stolen) thus, this is not imposed on them. This means there is no copy of any film at the Addis 

Ababa Culture and Tourism Bureau that can serve as a reference. 

4.1.2. Thematic Profile of the Chosen Films 

The following 15 films were randomly selected on year basis, from the study period 2001 to 2005 

E.C. by taking 3 films per year, among the list of the Amharic films that had been rated and li censed 

to go public, by the Addis Ababa Cul ture and Tourism Bureau. The theme excerpt below shows an 

impOl1ant in fonuation as 11 out of the 15 films have thematic which revolve around the issue of 

romance under its different variance going from dating to marriage to trying to obtain romantic love. 

When it comes to the genre, though almost none of the films bear a genre categorization on their 

DVD cover, the author of thi s study has classified them after the film viewings and 7 of the fi lms are 

found to be comedy drama, 6, suspense and 2, plain romance. All in all, 9 of the films are of light 

nature with comedy and love themes whi le the 6 are suspense dealing with crime and challenges of 

some SOli . 

Six of the film ti tles are in Engl ish out of which 3 already trigger western influenced events such as 

Honeymoon, Valentine and Clu'istmas, as dep icted on the cover with the Clui stmas tree and the 

father 's Chri stmas hat. The rest are in Amharic. 
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Table 2: Presentation of the Films Selected for Analysis 

Number Movie Title Year of Genre Theme 
Rating (EC) 

1. <'I9"t-'f 2 2001 Suspense A prisoner escapes and goes ' 
, ~ 

(Samrawi 2) in quest of proving his .. " 
inmate innocent, risking his '" 
life as the conspiracy is ·the ~ 
result of the doing of high ~ 

Government officials. 1 

2. Mh&.'" 2001 Suspense A couple undergoes a 
(Askerenu) critical moment in thei r 

relat ionship . The wife 
decides to cheat on her 
husband with her 
gynecologist, who is a 
twisted person who tri es to 
convince her to kill her 
husband for their alleged 
love. 

'i"/IC ~'J'{I 2001 Suspense A young woman comes 
~~ 

3. 
(TikuT Netib) back from Canada to avenge 

her parents as she has child 
memories showing her 
current parents are the ones 
who murdered her real ones, _ 
and had.tried to get rid of ~ . 
her while they kept her 
younger brother like their 
son. Though they mistreat 
him 

4. "arl.l!t (I~ 2002 Romantic A love story between 
(Laundry Boy) Comedy characters who grew up 

together bu t their love stmts 
to change from platonic to 
romantic. 

:q'}1.lC\ar 
- . 

A girl who loves game . 5. 2002 Romance 
Oand ..... baw) playing as she has a 

recurring belief of nob03y 
. 

resisting her, and a strong 
sense of confidence. Aftt:~ __ 
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- = her 'falle;rattempt on-one; 
. she be20nies 'detenillned to .:. 
. win his love' despite his 

.'Ji 
" - J~sistruice: : . ..:...10; 

6. CJt\ ";t\9" Vil'1":f 2002 Romantic An English fi lmmaker 
(BalKelem Comedy comes from Hollywood to 
Hilmotch) Ethiopia to help an NGO 

and meets a group of 
Ethiop ian youngsters mostly 
not speaking English but 
wanting to pretend and 
make a film with him, and 
struggling to be the one to 
gain his love and go to the 
States . 

fT~~.uil A beautiful girl seems to -- . 7. 2003 Romantic . ~ (Yetroy Feress) Comedy avoid and have negative 
feelings towards men. Her 
colleagues thus bet money 
on who will be winning hex 
heart first. Each gets turned 
down until one tricks her 
into love. "-

8. l'PIc "'1"'1.. 2003 Romantic Woman in her fifties, yet 
(Sugar Comedy still young in her mind, with 

Mummy) lots of money and back 
from the states, is looking 
for a young man to satisfy 
her womanly feelings . 

9. t."'It\\\ 2003 Romantic It is about a handsome guy"~. 
(Amalayu) Comedy who loves beauty and 

practices out the life of . " 
Ca~anova, daily. He meets -
resistance. from one, so 

, 
-. starts falling in )ove . ........ 

10. Honeymoon 2004 Suspense A Chemist becomes violent 
whenever he drinks alcohol 
and statts having 
hallucinations becoming 
dangerous to hi s wife. He 
sets into research about 
abisho. 

f1'i' '1'11."'1 University students chill 
-, 

11. 2004 Romantic 
(Yegcna Comedy around and they buy • 

Wazema) 
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12. 

13. 

14. 

15. 

; 

.-

Valentine 

\'.:.l\J\'IIhc 
(Veras Ashker) 

fl-c\.T 
(Lulit) 

flfIl'l 
(La Borena) 

- . - ~-'-"""'~'-~r~p ,,? -·'-'--4'1-:"~"'- ·" -""--"" ~ - .. _..,. ~ ~ 

• themselves an enemy from ;· ~ 
"'. " - ~ -. , ' ,' 'r oW 

- - _ the village side who come to 
save their innocent son froIil 

" . """"" ~;: :. prj_s.qn ..... _._J. ~" .. 
2004 Romance A university boy expresses 

his love to a classmate who 
for 2 years does not give 
him a clear definite answer. 

"2005 Suspense A deferlse"ofti"cer runs "~"..,.­
bravely into a life 

2005 

2005 

Suspense 

Romantic 
Comedy 

threatening situation when 
. he intercepts a national , 
security document about -
Gafat that was to be sold to " 
Foreigtier in national betr.ay. 
Lulit walks back into her 
man's life after she le ft him 
for 5 years, having had 
married a rich old man, 
under her mother' s pressure. 
Romance begins again but 
then, trouble too. 
A man is dropped by his .., 
beloved who leaves him for 
a foreigner who promises 
her a better future under the 
protection of a visa to the • 
states. A French Lady . 
Tourist comes to Ethiopia in 
search of her origins and 
their path crosses during the 
tourist visit of Borena -
tow.ards loye. 

4.1.3. Indicators of Westernization 

As a preliminary preparative film vlewmg, I film fro m each year, thus 5 of the films were 

thoroughl y viewed rewinding and forwarding as much as needed to develop an ample range of list 

items for guiding the process of the content ana lysis in view of ex tract ing indicative elements of 

setting, characterization, language, life style, event s, gesture and relationship issues. These 
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indicators were then written on individual papers and phrased clearly and unambiguously so that any 

coder could understand which exact palts and occun'ences to pay attention to in the processes of the 

film viewing and coding. 

The occurrences listed randomly were then categorized depending on their similarity in content or 

meaning, and by creating new categories when new OCCUITences could not be placed, but where 

found essential as indicators of non-Ethiopian expression. After doing this on all the phrases that 

were picked from the vii!w of the 5 films, the coding categories were created as listed in Table 3. 
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Table 3: The Coding Categories 

SETTING 

House / Home / Building; 

City / Di strict; 

Home. atmosphere / A mbiance; 

Artifact / Decorati on / Furniture; 

Home material s / Utensils/ objects 

LIFE STYLE 

Rich / Poor; 

Diet / Eating style; 

Values; 

Places Frequented; 

Way of Talking; 

Type of relat ionships 

CHARACTERISATION 

- Costumes 

- Make Up 

- Jewels 

- Hair Color and extensions 

- Personality / Behaviors 

EVENTS 

- Birthday 

- Holiday 

- Engagement / Wedding 

- Proposals 

- Special Days 

- Burials 

RELATIONSI-IIP ISSUES 

Discussion / Arguments 

Honesty / Cheating 

Violence / peaceful 

Marriage / Separation 

Neglect / Compliment 

- Peace / Conflict Resolution 

- Love I Jealousy 

- Friendship / Enmity 

- Manhood / Womanhood 

- Leadership / Fellowship 

LANGUAGE 

- Title 

- Dialogue 

- Written words 

- Sound Track 

- Songs 

GESTURE 

- Chivalry 

- Gift Giving 

- Conflict resoluti on 

- Seduction 

- Complement giving 

- Closure 
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4.1.3.1 Setting, Objects and Events across the Films 

As seen in Table 4 below out of the 15 films analyzed, 8 films fall in the category of western setting 

influence go ing from 0 to 40 % and thus the influence is found to be minor, and 3 films are falling in 

the category going from 40 to 60 % which is high influence and there is 3 films fa lling under the 

category of 60 to 80 % influence which is considered very high influence while one film fall s within 

the category of 80 to 100% which is extreme influence. Therefore, all in all , 8 films are in low 

influence as shown by ,the settings while 7 of them have influence going from high to extremely 

high. When it comes to the events, out of the total of2 7 events used in the 15 films, 14 were found 

to be westernized showing a 52 % of the westernization influence on the events depicted in the 

films. In fac t, over the 15 films, as classified by their events, 7 films were found to have depicted 

Ethiop ian events while 6 of the films had western events shown in the films and 2 films had 

balanced an equal number of events from both Ethiopia and foreign as reflected in the films. 
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Table 4: Setting, Objects and Events across the Films 

Film Title Settings N° 

<\9"t.'E 2 

MM~ 

'f"/<C l'N1 

""""6 P!?-

~·I.r..:q.,. 

qfl<M9" UA'l"T 

fTC!?- Uh 

lI'1C .,.,. 

A.,,,, 

Honeymoon 

Mo; 'fH,,, 

Valentine 

ft-h Anne 

Mi-

1\11l~ 

TOTAL 

0-40 %: Minor Influence 

40-60 %: High Influence 

60-80%: Very Hi gh Influence 

80- 100%: Extremely high In fluence 

24 

25 

20 

14 

25 

10 

21 

16 

37 

19 

8 

17 

18 

S 

16 

278 

Western Setting Western Setting (%) Events N° \Vestern Event 

3 13 1 0 

17 68 1 0 

5 25 , 0 0 

6 43 1 1 

15 60 4 4 

0 0 2 0 

9 43 2 2 

I 6.25 2 I 

33 89 2 2 

14 74 2 2 

6 75 I I 

3 18 2 I 

0 0 I 0 

0 0 I 0 

6 38 2 0 

118 42 27 14 
-

Western Event (%) 

0 

0 

0 

100 

100 

0 

100 

50 

100 

100 

100 

50 

0 

0 

0 

52 
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When it comes to the descriptive of the films, beyond the numbers, the below shows in what ways 

the content analysis refl ected the settings and the events in ways that were more or less influenced, 

as seen in each film. Here eating style will al so be addressed as an impol1ant element showing life 

style but also westemization, The below detail s wi ll be very clUcial to see what kind of settings and 

objects are used in the films and what kind of events are li ved by the characters in order to 

understand the ex istence and the level of what is deemed westemization. 

For <'l9"t-Q! 2 (Samrawi 2) some of the setting used is country side green view, ci ty images, mud huts, 

pri son, and po lice station. Instances of very modem and westernized hotel, bar and villa house 

scenes were al so noted. One event used was the Orthodox Church procession, with 0I1hodox 

be lieve rs' liturgics song (;i'M' ·(PH'). Other things coming frequentl y tlu'oughout the film are the 

sight of guns, cigarettes, an Ethiopian fl ag, a 0"(1'0, and the tradi tional local drink ht.41. There were 

very limited places where eating was shown. Actually, three times all in all , and what was eaten was 

chips and then cake wi th fork . At several times beer or macchiato or coffee are also dlUnk by the 

main characters though. 

Mh<.~ (Askerenu) film has used a setting that is very glamorous with highly modem and luxurious 

bars, hotels, vill a houses and office settings. T here is this event of burial ceremony, and the 

tradi tional mouming ways that are depicted as typ icall y in the ways we see them in addis real 

context. The way the black atti re is worn for mourning, the way crying is done, the wys the shash, 

and the netela are worn for the occasion, the church scenes, all show some Ethiopian culture 

injection into the very modern li fe style depicted in the fi lm. 

In this fi lm, the images of things identi fied as refl ective of the soc ial status and life style are a bar in 

the house with whiskey, vodka, scotch, gin, wine, bottled water, modern fore ign paintings, china 

plates, cand le light, silver tray, wine glasses, cars, TV sets, laptops, a bath fi ll ed with foam, the 

nature of the home furniture (sofa, decoration and coffee table) . On the other hand , though not 

many, there are few insta nces of the Ethiopian way of li ving as reflected tlu'ough the use of such 

objects as icon of God image, '''/-/··n, an Ethiop ian flag, and a blue taxi (contract to show the li fe 
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status again). As stated by Carlos Grassi, by means of their constant and characterizing presence, 

objects define, precise and produce more meaning. 

Around 9 times, eating was seen and what was eaten was fried eggs with forks, cake with juice, 

steak and rice with fork, pasta, club sandwich, tort a cakes - so no particul ar Ethiopian eating system 

in either in its content or its manner of eating was shown. A table set with each one on hi s individual 

separate plate, was depicted versus what could have been shown as the group eating on a a·~·O for 

instance with the typicill Ethiopian gursha - or even enjera could have been shown as it has a long 

history in the Ethiopian traditional diets. 

'1'<I!C )'1'·0 (Tikur Netib) has typical Ethiop ian settings and has made lots of efforts to give the film an 

Ethiop ian mood and atmosphere by the integration of OI1hodox Church prayer sounds, m:(· fl.1· 

scenes, Debre Markos city images, mud huts, wooden benches, kebele offi ce, country side, row 

meet restaurant, the small musema shop, Ethiopian flag, Ethiopian cross and house maid etc. For 

the events, the film also shows the mouming style, the church ceremony after the burial (priests 

talking of the defunct) and the tej bet style. The events li ke the burial, the mourning ceremonies are 

quite Ethiopian along the m:~· 0.·)·, and the different small village side huts seen in the film are quite 

impressive. However, the Ethiopian scenes are not used exhaustively to show the different aspects 

of the local tradition to show the event exhaustively. For instance, the burial ceremony or the 

mourning ceremony could have been used to show umque aspects of the Ethiopian 

/,f,\ .. ·~ • .. ")<;:C' ••. q.1·v·)· ... aspects to give the fi lm a unique traditional feature furt her. 

~(D·").~·6 n f, (Laundry Boy) is filmed in two major kinds of settings: the urban and the rural side of 

Ethiopia, with most of it happening in the Addis Ababa urban setting. This attempts to give the film 

a visual variety and a kind of balance on the reflected identity; There are scenes of village tukul 

houses, water fetching with the Ethiopian pot, the vill age landscape, the green, the wooden cross 

pendant around the main character' s neck and that of the mother's in the country side, the harvest 

time. The scene of the city is however very modem, as filmed in luxurious hotel s and homes. When 

it comes to the event used, it is a birthday, as the main character celebrates his 25th anniversary with 

torta cake, and wine. The way the two characters are depicted is very alien to the cu lture as despite 
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their physical age, they act very spoiled and childish. There are images of pink teddy beer, balloons, 

lollipop eating, going to playgrounds, and saying of "1'·t~" which accentuate this image of 

immaturity. And there are two instances where they both drink and walk back home staggering and 

thi s is quite a strange image of see ing a woman walk back home drunk. Not so much visible in the 

Ethiopian way of life, because the pressure on women and their evaluation is quite harsh. The 

gymnasium, the Sauna, the eating of pasta, the playing with balloons, is typically replications of the 

westem film expressions. 

~·1.~L~(l)· (Janderebaw) has used a number of hotels, and bars that are luxurious. In the film, 3 

different girl s have asked a man out first. This first move seems quite ali en in the cultural setting of 

the country and girl s are not usually seen making first advances even if they want to, as this 

behavior is not va lued and encouraged. Usually this kind of boldness is not seen in Ethiopian 

women who are usuall y considered on the waiting side until the man expresses his feelings first. 

Also, several scenes where the main lady character is seen in taking alcohol in fOlm of white horse, 

wine or beer sounds a bit farfetched as compared to how women are in Ethiopia. 

There is also the scene where a girl seats with the ~'l.~t.~(l) . eating traditi onal food with -1-0 and she 

offers him a 7'CO and then when he opens his mouth she takes it back playfull y. ~·1~L ~(I) · then 

playfull y puts "1D'1''' on her cheeks, and the gir l becomes so angry that she throws the enj era upside 

down and wa lks out. This play in g with and throwing food is normall y identifi ed as " l (l)'C" and very 

alien and Americani zed fo rm of interacting with food. Food in Ethiopia is indeed highl y respected 

and throwing it away or making it fall is almost cons idered as a sin among the highly 

religious people. 

The image of gym, cigarettes, china plates, white horse whiskey, birthday cakes, and white ladies 

almost nude pictures as decoration have been used showing the western infl uence. Otherwise, the 

presence of a maid, and a flag, gives a typically Ethiopian touch to the film . 

Despite the staring of a forei gner (Engli sh man from Hollywood), the sett ing used in ~MM" VM"l 

remains very Ethiopian ancl the love proposa l of the Engli sh man to an Ethiopian lady and then their 
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engagement ceremony remains very reasonable and Ethiopian with the kind of music used and the 

normal settings that seem more realistic than the usual luxurious 4 and 5 star hotel s looks. 

The coffee ceremony, the "'I.'} scene, is from Addis however, the rest of the influence is mostly seen 

by the way. of thinking and outlook and by the way humor is attempted in such a way that is far 

removed fro m the traditional local ways. 

H C!'.e U~ (Ye Troy Feress) has a number of hotels included in the film for their glamour. However, 

the setting remains relatively normal as it mostly revolves within the same Bank where the 

characters evo lve. Asking for a date out, is the central topic here but all the asking out types used are 

foreign like, and it is a complete imitati on of Hollywood films despite the 4·ht- song that comes up 

every time one of the men dares to wa lk lip to the girl 's seat to ask her out, under the astonished 

eyes of his colleagues, whom, have betted money on whether she will say yes or no. The offi ce 

work atmosphere is quasi inex istent as the workers are talking, bargaini ng or fallowing the girl 

physicall y moving or 

wi th the ir eyes. 

In ~"1C "'1"'1. (S uga, Mummy) , the mam 3 characters are from a very poor background and living 

condition, therefore, the recurring scenes are their typical life in a condominium cohab iting in trio 

and go ing to areas, places and cafe that are low keys. In contrast with thi s, the house of the diaspora 

lady who is looking fo r a younger man to date is very luxurious, as warranted by the story of the 

fi lm. She has come from the States and has money as she says to her daughter "</>!:n r"'i-l·(,Ll.Cn lD· -fiC 

Mn M ·OY. M, . .. ". Here the first love moves of the lady towards the man and the dating of the two 

with the woman being way older than him are two alien moments to the normal culture (.eA·'i,?· is 

fo rgotten like in the westem world). Here there are atmit, and traditional .!:·M·, and the condo scenes 

that are very traditional and famili ar scenes along the /,(,1:. What is seen as being eaten is pasta, cake, 

sa lad, I,}:~:t- , bottled water, flowe rs and biscuits though. Also the playing with the cake by painting 

the face with it is nothing but westem influence as copy pasted directly with no adaptation 

whatsoever. 
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The film h"'I~ ~ (Amalayu) is an imitation of the life of Casanova showing a man who does not find 

any challenge from women and who achieves to win all but one. The scene of the film is all chosen 

to show luxurious and very modem setting including Paris Tour Eiffel, Chicken Hut, China and 

Philippines Bars, high cafe and restaurants and hotels, including hairdressers in vogue. The proposa l 

is very westernized as well as the acting and ways of putting things. Wine is drunk several times, 

potato chips with springles, bottled water, orange, buttered bread, pasta, and finally h");.?:';' in ""~·n and 

h")J?:,;. in plates is eaten the usual way bringing a bit of Ethiopian fl avor to the film. 

In Honeymoon, 19 different places are filmed namely the city, the buildings, a very big and modern 

ground plus two house, the ma in actress's vill a, the Negash Lodge garden, luxurious restaurant and 

bed room, the extremely modern Joll y bar, the vill age side, a laboratory, a meeting room, police 

station etc ... The Negash Lodge shooting has Ethiopian des igned curtain, skin hide made cushions, 

and Ethiop ian art facts . Yet, the way the actors acted in there, with wine, wine glass, too many 

candle lights, red fl ower and petal of flowe rs all ove r the ground and surrounding the bed ... the love 

express ion ways used by the two , the black label used by the other man who loves her and fo llowed 

the bride ti ll there, also fo llowin g her everywhere desp ite her refusal. . . shows expression of fee lings 

and behaviors that are dipped westernized. Also Shemelisse Abera often crying at the different parts 

of the fi lm, giving of flowers to hi s wife as mark of apologies, is not a cu lturally seen thing to see 

men cry; nor is it usual to see a lady go to the bar alone, drink alcohol and try to walk back home 

staggering ... All these are western influences. Also one remark is that in th is fi lm, there is an 

overdose scene of candle light, flowers, flower petal and wine drinking and Champaign too. The 

h·ne concept is however an Eth iopian concept that brings the film back to its context to some extent 

with some scenes at the country side, in search of the plant as medicine. 

V7<; 'i'1I"'1 (Ye Gena Wazema) is filmed in the city most modern and in vogue bars, and a very huge 

modern home but otherwise it is depicting the University life, the streets, and the vi llage side with 

its catt le, and living conditions. The city images are highl y westernized with the Christmas lights, 

the Christmas tree, the CIU"i stmas caro ls, the bars, the laptop, the mobiles, the drinking and the 

hashi sh, gun, the veranda, the paintings (by Martha Mengistu), the chocolate and the alcohol drinks. 

However, thi s is somehow counter balanced by the opposite Images of the purely country side 
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images with cattle, the tattooed woman, the typical country side slang of the two Amharic language 

exchange, their country side music, the way they flirt with each other, the way the lady thinks of her 

boyfriend needing to fight like a man to make her proud, or even die for his pride if need be, their 

names like Dassash and Eyayu is also very typical along the the h·;t-, the "')4-) .. and the .j\o"'I' depicted 

in contrast from the village side. 

Valentine despite its Engli sh title and the event of valentine celebration does not bear a heavy 

setting westernization. One funny thing with thi s film is that the film has everything but the concept 

of valentine so the title does not really show the film theme. It is in fact misleading. Here the kind of 

obj ects insetted in the film for special effect is a hen, a cat, and a sil ver cross pendant. Otherwise, 

the use of the masks and the way they behaved mostly was trying to provoke laughter with silly acts 

which seemed imitated from English actor, comedian, and filmmaker, Charles Chaplin and the 

American animated series of shon films known as Tom and Jerry (knoking out the face / head, wi th 

a pan, wearing cartoon masks ... ). The traditional Ethiopian sense of humor however seems to be 

based on the related to the double meanings of expressions and moralistic stories more than action 

based. 

The film rt.~ MhC (Yerass Ashker) is of patriotic love, sacrifice, pride, integrity and loyalty as seen 

from the i'i9"Ot.l life on one hand and betrayal and selfish love for money and selfish interest as shown 

via the general's li fe - it is very Ethiopian film also refl ective of the Derg regime. There is one 

Italian white man in the film but we cannot say this is westernization as the story warranted thi s 

character to be integrated. Moreover it is 100% Ethiopian setting and event use as the cemetery of 

the patriotic heroes is seen. The fl ag, the mussema suk, the bus, the priests, the crosses, the gabi , the 

shi[s, the donkeys, the pot for tap drinking water, the country side homes, the elders of the area, the 

use of sinig karia or tomato for exchanging secret codes and messages all had a special unique fl avor 

for the story identity. 

A·A.+ is a film shot in sett ings that are around places that are frequented by people not very rich, and 

not so poor. So everything is very low profil e, and the event of divorce is not spoken about loudl y as 

this shows many thi ngs are kept secret in the culture. 
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One tendency that is seen in the films is the depicting of luxurious hotels, bars, villa and buildings 

that seem to be coming from the Hollywood type of films. 

Half of tint" (La Borena) is filmed in Borena among the authentic culture. The French touri st lady 

speaks Amharic and she is here to find out about Borena where her fa ther worked for 10 years, died 

and got buried. He name is Zoe meaning life as she was born at the same Borena spot where her dad 

died . The Geda systen1 , the typical love and women 's life in Borena, the goats, the setting, the 

tradition is also expressed tlu'ough the visit of the French lad y. However this lacks a harmonious 

integration of the scenes and the characters along the story line as it more looks li ke a documentary 

than a feature film. 

4.1.3.2 Characterization in the Films 

The major aspects of characterization were seen as reflected by the individual' s behavior vs the 

social standing, the costumes used along the hair styles of the main characters and the secondary 

characters who have an important role in the story development. The way they look, how they 

behave and how they are dressed and made up is seen closely as indicated under Table 5. It is to be 

noted here the degree of dressing is not covered here as costumes are onl y seen on either their 

western or their traditional values. 

It will be noted also, the hair style had been recorded as westernized only when there is a use of 

coloring, extension or wig wearing and not when the hair is treated with phone, piastra or iron. It 

was one added value the researcher of thi s study is a lady as the differences of these were readily 

detected. 
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Table 5: Western Characterization across the Films 

Film Title Main \Vestern Western Costume \Vestern Western Hair Coloring I Western Hair 
Character Character Character N" Costume Costume Style Extension ("!oj 

N" ("!oj ("!oj N" , 

","&-<e 2 4 2 50 19 18 94.73 4 2 50 
M~~ II 3 27 46 40 87 II 5 45.5 

T"IoC l'Nl 7 I 14.3 45 29 64 9 
, 

5 55 
~a>'}JM nl' 5 2 40 19 17 90 4 2 50 
~~.elq ... 7 1 14 45 45 100 14 9 64 

fllIf'IIl'" 5 2 40 21 20 95 6 3 50 
vt\'I"f 

fTt:I'UIl 7 I 14.3 38 37 97 9 6 67 

MC"""- 6 1 17 49 49 100 14 8 54 
~.,~, 6 4 67 60 54 90 22 II 50 

Honeymoon 6 4 67 38 37 97.4 6 3 50 

I'K' ffl., 9 7 77.8 30 28 93.3 9 5 55.5 

Valentine 6 0 0 27 27 100 8 4 50 

fMl hllnc 7 0 0 48 9 18 8 0 0 
Mi- S 0 0 26 24 92 6 2 33 

iI~~ 4 2 50 16 7 43.7 3 1 33 

TAL 95 30 32 527 441 84 133 66 50 • 
-- --- -- -- --
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As per the above table then, westem characterization was found to be minor in 8 of the 15 films as 

their character westemization percentage went from 0 to 40 %. It was found to be high in 4 of the 15 

films that were ranked from 40 to 60 % and the remaining 3 films out of the 15 was found to be 

highly influenced. Therefore 8 of the 15 films bear remarkable influence of the characters by 

westem outlook, ways and looks. 

As seen through the content analysis, one overwhelming influence is depicted tlu-ough the costumes 

as across the 15 films 84% of the costumes were found to be westem attires like miniskirts, tights, 

jeans, t-shiI1S, suits, only 16% having used the Ethiopian Traditional Costumes. Even in the few 

instances where the Ethiopian costume was used, it was noted as in minor f0I111 of tops, scarf, or 

gabi, as the full traditional attire, and costume almost never having been used. One surprising 

phenomena noted was that in the 2 films of Cjl'\</>M" lJtI<fD:r and I'\~G'l where white people were casted, 

those foreign characters were both seen wearing the Ethiopian Traditional Costumes in its different 

variations as the tibeb libse, the Ethiopian made bag, tops, and scarfs, instead of the Ethiopian casts. 

Regarding the character costumes, one assumption of the researcher is that since in Addis Ababa 

almost everyone is wearing modern attires, the films are only showing how things are. On this 

question of what exactly the films need to show, and whether they have to show what is or what 

should be, the informants were divided as 5 of them were of the opinion that the 311ist should bc the 

leader on thoughts, hinting with the power of fiction , how the cultural n0I111S, trad itions and values 

should be. 

The below shows the kind of costumes wom by the characters in each of the chosen films as 

extracted from the content during the analysis. When it comes to the content analysis of the films 

the charactellzation, the hair style and the costumes identified in each of the films are as follows. 

The only time any Ethiopian costume is seen is once, under the form of a ,:In.. ~~t.'f 2 is thus highl y 

westernized as suits, jackets, jeans, tights, silky pajama, jeans, mini skil1, suit and t-shirts are worn 

by the characters. There are even very repetitive shots as the main character is wearing the same 
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sport wear top on which it is written WASHINGTON. When it comes to the hair style, the lady 

main character is seen wearing wigs several times, and the other female character in the film who is 

the crooked figure has also curly brownish go lden hair while the male main character has short, but 

freeze hair. Leather kepi and shera kepi are seen, as worn by the female and male characters as well. 

In Mh~'r- (Askerenu), the characters are typical Ethiopian figures but thei r costume is at all times 

modern and foreign over dominated with coats, suits, mini ski rts, jackets, pyjama and j eans. The only 

time when any Ethiop ian attire was being seen, is the form of gabi 3 times, )m<\ once and habesha 

design scarf once. The hair color of the lad ies as reddish hair and the style as curled and freeze is 

seen along one of the main characters, having a free zed hair at all times. The rest wear them normal 

wi th their natural tex ture, look and style meaning cut short or being afro or bald. 

In '1'<I<C )1"(1 (Tikur Netib) , the costume is highly westernized as spon wear, shorts, miniskirts, suits, 

jeans over dominating the .9n., the )m<\ and the '1'9"flJ9" and the mourning dress seen in the film 

during the shots in Debre Birhan. Even the parents wear the modern attires with suits and long coats 

for the father and nUlmal dresses and coat for the mother. The characters despite their dressing styles 

are more Ethiopian styled except for the hair style of the main actress who changes wigs and wears 

her hair on her forehead li ke the western hair style cut. The wig is synthetic and so obvious on it not 

being genuine. 

In <\av).e-t ~.e (Laundry Boy), the costume is entirely western except to the few instances when the 2 

mai n characters go to the country side to v isit the boy's mother. The go lden curled hair of the mai n 

character and the freezed hair of the male character along the curly long wig of the other woman 

character are readily seen, in contrast with the country side mother, who wears ?i7i at all times. 

In ~')g.GI]GJ· (Janderebaw) there is no attempt to put any Ethiop ian attire whatsoever, with all the 

scenes dominated with modern dinner dresses, j eans, miniskirts, su its, tights, sport wear, shor1s, 

etc ... The hair of the main fema le character is constantly changing from short, to lon g, or medium, 

freezed or curled as she changes the wigs during the course of the same film . 
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ClMtI?" lJt.\'I"f (Bale Kelem Hilmotch) was highly imitating foreign style trying to strike comedy out 

of the 3 toilet scenes where he farts, he is seen seating on the toilet sink, and he is talking of the 

smell, and just outside there is the other main woman character washing her hands in the same toilet 

as the men pnes, and when he goes out, she does not want to hand shake with him, who is trying to 

put air freshener for her, in the toilet. . . This kind of scene is considered " )arc" in the Ethiopian 

context however. Also, Ethiopia is known a country where homosexuality issues are not enteltained 

lightly. This main male character again tried to strike a joke on the fact he does not speak English 

but pretends to speak ii. There is a scene where he is being interviewed by the English Hollywood 

man to know if he can be casted for his film . So when interviewed, there is an interpreter but the 

main character takes it as shame to have someone translate for him therefore, he prefers to rely on 

his dictionary and attempt to understand the questions. Soon he is confused on the word "us" used 

by the Foreigner who said "show us a littl e performance" . He checks the wo rd in the dictionary and 

he finds rather "ass" and he says "<i?'T'? <i?'T'lJl Mr1 )ar .Ptlar? .P )1C )ar 1>1~ I\arr"ar?" The first thing 

in this is that for the Amharic speaking audience, calling a spade a spade is not that much of a 

culture. There are proper and polite and "m'P"ways of putting things, where people say rather 

(ID<PC7V""I .... and not <i?'T' outright. The second rcmark the main character makes is "}'''1-(11'' hm(1.1:1 1>1\;1, 

fOlC rtl?"" implying that he is willing to accept if the foreigner is homosexual as long as he takes 

him to the states . This shows not only a very highly influenced westem thinking, but also a very 

dangerous will to go out of the country; which might be in a way true in some cases, as we see the 

number of youngsters wa nting to obtain DV each year. 

The characters in N,t:f, &..t.!1 (Yetroy Feress) all wear modem and western attires. On the acting, the 

characters are more of Ethiopian styled but with a high influence of their hair style as well with red 

hair color, 4 times use of wigs, even on one of the men. And then freezed men as hair style ; 

n'1C "'I"'L (Sugar Mummy) despite her age is a lady who is highly Americanized expressing her 

sexual feelings openly and the way she dresses and acts being very out of the usual wayan aged 

Ethiopian woman is expected to act in Addis. Feelings in Ethiopia are not that openly expressed, 

especia ll y by women. The attires are 100% western and the hair styles and colors as seen on the 

women characters is western as well, having the go lden, and the curling types. However, the three 
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men in the film are depicted as very Ethiopian typically showing the kind of the condominium life 

youngsters have, al so depicting nonnal and usually seen type of people, as struggling to make it up 

in life. But they brought into the scene tOl1a cake twice in the fi lm and twice they did not even 

properly cut it with a knife but just ate it with their hands in gross ways . Eating like that very grossly 

is not Ethiopian di scipline either. They fini shed up play ing out with it, painting each other's face 

with the cake, throwing it here and there and thi s is very westernized as an Ethiopian respects food , 

and is very respectful in the way he / she handles eating stuff. It is actuall y considered a sin to throw 

purposefully food as stated already. When enjera drops, people usuall y put it up and kiss it and eat 

or put it back up as a tradition. 

In l-.'''W?· (Amalayu), there is a character among the 6 friends who is very Ethiopian in hi s way of 

dressing, wearing mostly habesha tops, reading Amharic books, dropping Amharic story or 

proverbi al lines each time he speaks, and hi s home having all the Ethiopian kind of Ethiopian made 

leather salon furniture, Ethiop ian al1i sti ca ll y des igned cushions, carpet, etc ... However, he is so 

much surrounded in the usual bling bling type of other characters with highly westernized dress 

codes, and way of b~ ing and acting, and interaction style that he is almost not seen. He is especially 

over shadowed by the mai n character, the Amalayu who is all the time dressed in western ways and 

wearing di fferen t kind of modern huts. His way of playing around and seducing women is very 

much western like. However, there are ways of their own Ethiopians seduce, tal k of love and act it 

out. The Habesha girls he meets are ready to go swing with him at first day, and they even come to 

him first. One night stand with Ethiopians is mostly rare so this is a western influence on the easy­

go-lucky ways of doing things. Usuall y, wo men in Ethiopia are shaped to be careful and to have the 

man ask several times before they say yes, as the va lue given to wo men who are hard to get is 

higher, even now. 

For Honeymoon fil m, the main characters are fou nd to be 6 and out of them all are weari ng sui t, 

sport wear, or j eans for the men and for the girl s, modem dresses, mini-skirts, night gowns, pajama 

etc .. . and onl y the old man from the country side is wearing ,:In.. The hairstyle of the main character 

is co lored brown whil e the second one is wea ring black syntheti c wig and the male lead character; 

Tesf11 Birhane has hi s hair freeze with jell. The others wear norma l haircut or shaved. 
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For Y'I'! 'l'H,"'I (Yegena Wazema), all the characters except 2 are highly westernized from the way they 

act, and they are wearing all the times miniskirts, bodies, shorts for the girls and jeans or trousers, t­

shilts and chemise, coats for the boys. The vi llage two characters wear traditional attires fro m their 

area . The hair style of the 2 of the girl characters is golden, whi le two of the boys are Dred and one 

has big afro in freeze style. 

t\-I\.t (Lulit) characters are living in relatively middle class families and though their attire is highly 

modern and the hair style influenced, the sound track remains Ethiopian as wel l. Regarding the 

modern dresses and attires, at one point Lulit t-shilt reads "I LOVE NEW YORK" and the rest of 

the time tights, j eans, sholts, shirts, suits, pajama and coats are worn along hair style that is golden 

on the mai n character, and extended brownish curl along wig wearing for freeze or curly hair. 

The main Ethiopian character is all the time in western attires whil e the French lady is seen twice in 

Ethiopian dress, Ethiopian bag, and then in linG'! attire also putting bitter on her hair. She shows 

more willingness to discover the drink, the food of thc area than the young mind. The hair style is 

traditional in linG'! (La Borena) whi le for the touri st guide he has his hair freezed. 
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4.1.3.3 Language Influence in the Films 

Table 6: Language and the Films 

Film Title English la nguage Number of Number of 0/0 of Western Sound Cast List Subtitle in English 

use in the Total Sound Foreign Sound Track Usc % (English/ Amharic) (yes/ no) 

dialogues Track Used Track 

1\9"t.~2 Minor (4) 5 3 60 English No 
-

1IlIht.} None 4 2 50 English Yes 

T'IIC !'Nl None 8 6 75 English No 

~a"')J:'e n,. None 7 3 43 Amharic No 

l!1J:.:q ... Minor (2) 6 3 50 English No 
1111_ uc.'f"+ Major 5 4 80 English No 

1'11::" u.tt None 8 4 50 Amharic No 

Sugar Mummy Minor (6) 8 4 50 Amharic No 

Am.layu Heavy (13) 22 15 68 English Yes 

Honeymoon Minor (7 times only) 7 7 100 Amharic No 

".. 'PII" Heavy (30 times) 16 12 75 English No 
, 

Valentine Minimal (3) 6 4 66.7 English No 

fe.ll 1Il!lle None (only with the 4 0 0 Amharic No 

foreigner) 

M..~ None 4 0 0 Amharic No 

"Pl~ . Heavy (but normal 5 1 20 Amharic Yes 

since the main 

character is french) 

OTAL 115 68 59 
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English language usage in the films had been analyzed as reflected in the film titl e, the dialogue, the presence of 

subt itl es, the language used for the cast listing, the wri tten words within the film, and the sound track used within 

the film. 6 out of the 15 films used English titles for the films and only 3 were subtitled in English. Surprisingly, 8 

of the fi lms used English alphabets for the cast listing while they could have used the Amharic alphabets. When it 

comes to subtitles the sound tracks, out of the overall 11 5 sound tracks used in the 15 films, 68 were found to be 

of western origins. On the Amharic sound truck used, one serious observation is that however, those songs chosen 

as sound track were many ,times hi ghly influenced by the western tempo and bits that it was hard to place them as 

totally Ethiopian. As seen in Table 6, there is thus 59% of western influence in the music choice of film sound 

tracks. 

When it comes to the ac tual films chosen for this study, the following detailed influences were seen, in relation to 

English language and its uses. 

In ~V"t.'l! 2 (Samrawi 2), there is no English subtitl e and yet the film cast listing is done in English. Therefore, 

though the number of times Engli sh language was used during the actors ' interact ion is only 4, and this was 

labeled as minor, it needs to be noted that li sting the cast at the film begilUling and the end in English language, 

shows a very serious influence for such country as Ethiopia, having her own alphabets. When it comes to the 

sound track, western music and sound effects were used mainly. 

Mht, )· (Askerenu) listed its cast list in English and has used English subti tles. Not using the Amharic alphabet was 

one important poi nt to highlight however, the characters did not use any English words in their dialogues. The 

sound track was a balanced mix of western and Ethiopian music which is noted in the above table there is no 

influence in thi s aspect. 

'I'</<1: )1'·0 (Tikur Netib)listed the casts in Engl ish language, but the film was not Engli sh subtitled. There was no 

English language mix with the Amharic during the different dialogues either. Even if the main character in the 

film is a lady who came to Ethiopia after many years in Canada, she does not mix any English, even as a reflex . 

This is good for the westemization issue, however, might affect the believability of the story. The sound tracks on 

the other hand, were dominated by western music with Ethiopian flute used onl y twice, throughout the film flow. 
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~ro'1.1:'t ~.e. (Laundry Boy), despite its English title, had listed its casts in Amharic and it did not bear English subtitle. 

The dialogues are purely in Amharic though the way the things are said are highly influenced by the western 

spirit. In other words, the westernization of this film is on the mentality of the characters, the way they dress, the 

wa y they thinJ< and behave. 

~'1~~~ro· (Janderebaw) film li sted the casts in English and it had subtitles in Engli sh. Out of the 6 sound tracks 

used, 2 were modem American songs while the two others were African songs. The only times English was used 

in the dialogue was "watch out!" and " I don't' believe it' " Though one or the main characters as starred by singer 

Aster Girma, introduced in the story as a diaspora back from the States to invest in her country, she does not mix 

any English and her Amharic is crystal clear. This might be a problem of characterization or it might be a 

purposeful move to pass the message that having spent many years in foreign countries is no excuse for forgetting 

or fuzzing your mother tongue. 

~MIW· Utl'I"Of (Balekelem Hilmotch) has a foreigner (Engl ishman) starring in the film, according to the story line. 

Therefore, the use of English is expected and warranted by the story itself. However, beyond this, there are 

different hea vy instances where not being able to speak Engl ish properly are depicted as something to laugh at or 

he ashamed of. The main character is thus seen bragging about hi ~ mastery of speaking it , and using it in a broken 

way, with no one able to detect he is not using it properly. Thus there are many instances of the English language 

in this film, even if not warranted by the story to show that speaking English has become a sign of status and 

special value by 'many in the cities. In other words, though the use of English would have been considered as 

l1orma1 occurrence in this particular fi lm, since there is an English person Tom in the film, now it has been rated 

as too much, si nce it has been used even not when needed to communicate with the other Ethiopians and as a 

mark of showing intelligence and wit, with many conversation lines showing the high esteem the characters have 

for a foreign person for the mere reason of him having money, being able to marry and change their life fate. Even 

the very known artist character within the film , tries her chances eagerly for him to marry and take her with him as 

she keeps saying: " I love America" and tries to seduce him. 

Hr:.e. t.t.~ (Ye Troy Feress) casting list is in Amharic and the film do not have an Engl ish subtitle. The 

characters did not use any word in English, as everything was expressed in Amharic. When it comes to the sound 

track, of course 4 of them out of the 4 were fore ign while one was Arabic. The use of the Amharic " 4,0,' <\,0,'" 

patriotic song was adapted to the funny moment of each man goi ng to the girl to ask her out. It took courage as the 
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girl was known and famous for her looks and antipathy towards men. Normally in the tradition this moment i ~ 

quite discreet whi le the bargaini ng and the open bold act was much of the western influence in the mentali ty. 

1i'1C "'1"'1. (Sugar Mummy) listed its casts in Amharic and uses unexpectedly minor English usage though it is a 

diaspora old lady who does not act her age that the film is trying to show. She uses some English words when she 

speaks in Amharic but it is very limited but this has been rated as minor as it is expected and nonnal under the 

circumstances of the story line. 

),a'I~~ ' (Amalayu's) cast is'li sted in English and there is an English subtitle. It is a heavily westernized film with 

the use of English words in dialogue, like the words animation, hey, hi, wow, and the music and the dancing are 

dominated by the fore ign ones. The acting, the way of behaving, the value, the way of express ing love, the way of 

trying to seduce etc, are all under the western influence beyond the language use. 

Honeymoon film does not have an English subtitle and the list of casts is in Amharic. The dialogue in the film was 

all in all in Amharic and there are only a mix of 7 instances where some words or phrases in English are included 

as "My God" , "it is a Miracle", "celebrate" are used, and Sh imeli se Abera speaks in Engli sh altogether when he is 

drunk at the last bar where he had his accident saying: "She is my wife !" The sound truck was all slow, classical 

Western music wi th no Ethiopian ones. 

~1r, 'I'IL"'I (Yegena Wazema) used its cast list in English but did not have Engl ish subtit le. It was heavil y 

dominated by wes tern music as sound track and as music use to depict the parties and chilling. There were 2 

purely vi llage Amharic songs with 2 other Amharic ones being highly influenced in their bits and tempo by 

western music. 

Valent ine, despite its ti tle is less westernized than can be expected based on its tit le. In fac t, one funny thing was 

that Valentine was not even a very high issue in the film as the major story was not about va lentine. Titles not 

showing what to expect or ti tl es not strong enough to shoulder the story or titles too heavy for the simplistic idea 

later reflected in the story seem to be a problem among Amhal;c movies. Here, the story is about a group of 

university students who are preparing to graduate and who lost the money they collected for their graduation 

magazine and are trying to gather back some money by kidnapping their rich classmates for a ransom- on a 

va lentine day. The only 2 Amharic sound tracks in Valentine were highl y westernized in bit and style of singi ng. 
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In rt.i'I h7ihc (Yerass Ashker), the cast list is in Amharic and there is no English subtitle. The only time 

English is used is when the Ethiopian General uses it to communicate with the Italian Minister who 

wants to buy the gafat documents. Otherwise there is neither English language use nor any mi xing of 

languages or Engli sh sound track. The sound trucks in fact are very Ethiopian, with instrumental, flute or 

Amharic Derg songs to bring back the ambiance of that regime. 

fln6 (La Borena) which is referring to the Negele Borena Zone made an effolt to make the sound track 

Ethiopian except one instance on their way to Borena. A funny aspect is seen as to how enthousiast the 

foreigner lady is to find out about the culture of the Borena, while the guide is just thinking of that rich 

Borena chief in terms of Bole. He is not that enthusiast and she is the one speaking in Amharic, and she 

is the one who dressed the traditional dress twice. Once under the fonn of UO?i .p"'Li'I on the road , and 

then when she was pali of the communi ty in Borena. There are two instances when he tries to show his 

hot country love by reciting Teodros lines and yet, with the kind of personality he had been playing of 

the joker type and easy to swing kind ready to lure the foreigner into marrying him to go to France, this 

patriotic feel could not strongly be felt despite what he said. In fact, he at several times expressed some 

resentment towards the French lady misplacing hi s feeling of what he calls " )C""l''' in generalized tClms. 

This film more than showing the way conflict is so lved within this community could have used the 

different events and life styles of the Borena people more in depth, instead of just using them as partial 

set up and just invo lved within the story sideways of the story. 

4.1.3.4 Life Style in the Amharic Movies 

The life style of the characters, as depicted by the choice of the settings, the home in which the 

characters live, how they live, what kind of places, and what kind of people they frequent , the kind of 

objects they have, or the way they dress, what and how they eat and / or drink, and how they behave all 

combine to communicate meaning on the life style the characters lead in the film story. 

In most of the films, a glamorous life style is shown through high class people, beautiful women all 

looking models, life in very modern luxurious villa, or ground plus I houses, also frequenting modem 

buildings and driving latest cars - Most of their issues revolving around the question of romantic love. In 
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such films as Mhfu)', ~,J:G(jar , ""'IiiV-, Honeymoon, and r7, 'I'H."'I , scenes of lodges, villa houses, huge 

gardens, cafe and restaurants that are in vogue, very modem bars, show the life style of the characters in 

line with the kind o f al cohol they consume such as black label , white horse, whine, and Champaign or 

the kind of furniture that ornament their homes. These ones, even when they use a taxi, it is a contract. 

Other films like (11"t.'£ 2, '1'<ilC )'1"11 , I\'(vr, and N·t:~ t.Gn have also scenes of small and poor homes, tej 

bet, small tukul ornamented with journal stack on the walls, araki as a drink, and use of several plain 

pastry and bars. Whether they show glamour or not, almost all of the films have been noted for 

recurrently showing drinking (light and heavy), cigarette smoking (light and heavy), even hashi sh 

smoking in r'/<i 'I'H."'I, beer drinki ng (heavy), The entertainment factor like music, restaurant, food, 

dancing, night clubs, bars, and drinking are inevitable scenes in the films. Smoking and girls on the bar 

counter are also shown in 1\'1\.70, il ar'J~·t fl~, ~,.eG(j ar, r'7, 'I'H."'I , and Honeymoon even if traditionally 

this kind of scene is quite rare as women are quite reserved due to the trad itional in fl uence of name 

giVing. 

Films like il lD',J!·t fl,e, r7, q'H."'I, and IIflG'i' were a bit hard to class ify as western or Ethiopian. They bear 

two set of scenery as evolve in the urban and rural setting. For r7, 'I'H."'I , with the frequent men dred or 

free zed hair, the gi rl s' miniskirts and shorts, wi th the kind of behaving they expressed they were more 

like gangster types or the city hippy types more than western - rather showing influence from RAP 

musicians. Also promiscuity was shown in the later fi lm as one of the mai n characters kisses and 

frequentl y romanticall y exchanges looks at other girls than hi s date and he is seen in the film, 

encouraging and fac ilitating the going out of his fri end with another girl than his own, aft er making him 

drink heavy. 

Such films as Honeymoon, Mhfu )., il ar,.~fu fl ,e, " "'IiiV- have veru intense scenes of candle evenings, 

flowers as gifts and as romantic decoration, scenes of a man crying in Honeymoon, scenes of women 

getting drunk in illD",~t fl~, Honey Moon and 1I·I\.·r, Wine drinking in almost all , jaccuzzi and foam bath 

in Amalayu and Honey moon. All of which are ways tlu'ough which heavy western ization or at least 

copy of Holl ywood was made as an adaptation. 
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Valentine and Honeymoon are misleading titles as they are dealing with completely different aspects of 

the words like Mli'i in honeymoon and university graduation in valentine. In Valentine, the idea of 

asking for ransom, the type of jokes with the university manager who is a bit crazy chasing fli es, the idea 

of masks, the biting of Kibrom, the use of one student as a bit retarded to strike a joke, and the like 

shows a high influence on the type of comedy as Ethiopian comedy is more on the double meanings and 

the richness of sine qale. The way joke is attempted in Valentine makes us think of Tom and Jerry or 

Charles Chaplin. t\(l6 uses a foreign lady fro m France to show the life style of Borena and funnily she 

is more tuned into trying and discovering things more than him who is quite westemized in his own way, 

always dress ing foreign and not really synched onto the Borena ways. The story touches a bot on the 

prob lem of young guides falling prey to older foreigner who come looking for men; and the problem of 

young Ethiopians trying to gain their living and change of life condition by marriage of convenience. 

Such objects as the laptop, the cross, croissant, juice, flags, fish, calabash, camel, massage are elements 

showing influences. 

All in all, as shown in the suml11ative figure 1 beluw, one most important indicator of westel11ization in 

the films studied had been identified to be the costumes. In fact, across the 15 films studied, 84% of the 

costumes were found to be westel11ized with only 16 % using the Ethiopian traditional costumes or just 

an Ethiopian touch with a top here or a scarf there. There was only one instance out of all 15 fi lms, 

where the whole Ethiopian Costume was gracefully dressed by the wife of the main character in Vt-i'I 

~1'ihc . This, even if it shows westel11ization, it is also in direct reflection of the way Ethiopians dress 

throughout Ethiopia and mostly in Add is Ababa, showing that the concept of westel11ization goes way 

beyond the films. In fact, the way one dresses makes a statement and re fl ects one's attitudes, behav ior 

and even identity therefore needs pondering upon as a way fOIward for the country. 

The second major indicator of westel11i zation in the films had been through the sound track of the films 

as there was 59% westel11 music usage in all the 15 films combined. Then the western influence was 

depicted through the use of events in the films with 52 % of western in fluence , and the the hair style of 

the characters with 50% influence. The characters in their acting tri ed to be as Ethiopian as poss ible with 
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32% western influence. However, thi s 32% westernization is somehow tricky as the characters show for 

most heavy western ways of being through the ways they express their emotion, tlu·ough how they 

interact with each other or how they show their confli ct resolution methods as guns come in the scene 

very frequently just like the drinking and the smoking. The other heavy image frequent ly coming being 

flowers, candle light romance, and petals. 

When we come to the detail s of each films seen under the study, <'l9"t.~ 2, 'l'q,C )'l'1l, r:rc:?- t.t::i'l, and 

'Iar'.\!"t ~?- , have tri ed to show typica l life in Addis and its outskirt along the village views with the use 

of small mud huts, the church procession wi th the priests and the choir, burial ceremonies, the landscape 

etc. The limits of the films are their weak unsati sfactory storylines that lack make belief in the context of 

Addis Ababa when the moments and happenings are difficult to believe as taken directly and applied to 

the Ethiopian context from the western fugitives for instance in <'l9"t.~ 2. 

Speaking of make believe, Ethiopians come from different Ethnic, fami ly background, life style, 

education and experience and have their unique personal characters as individuals and this fails to be 

refl ected in the films as onl y the same type of rich beautiful characters dressed western evolvc in the 

same kind of plot and thematic. 

Figure 1: Life Style Westernization Percentage in the Amharic Movies 
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4.2. Qualitative Data 

An in-depth interview was conducted with 12 infonnants who were all chosen purposefully for a specific 

reason though all had the one common factor of being involved one way or the other in the field of 

cinema. The infonnants range from sen ior to junior, age-wise but also experiencewise, but they were 

chosen for the level of their invo lvement and their impact and visibility in the fi eld. Most having already 

become more or less public credib le voices based on what they have done so far. These informants were 

thus chosen as represen(ative of the filmmakers to make up additional view for challenging, interesting 

views, perspectives and opinions that would make a difference in understanding fUI1her the content 

analysis and help see the reality on the ground from their different angles . 

Among the informants, 2 were female while the remaining 10 were male. Out of the informants, 3 are 

academicians also working as film directors, documentary filmmaking, and also working with the 

Ethiopian Filmmakers' Association; 6 are in vo lved in the filmmaking as Directors and out of these, the 2 

are also involved in the advertising, and acting in addition to producing and directing films; and I is 

involved in script writing, directing, producing, and acting; 2 are known for their review al1icles of films 

with one of them having produced a film sometime back. As can be seen from the profi le of the 

informants, filmmakers usuall y shoulder more than one responsibilities script writing, directing and 

producing the films or even acting in them for some. Asked why, the in fomlants have ali indicated that 

thi s is related to the financial aspect as they calIDot have one specialist for each role, which means one 

person wears many hats, at times to the extent of affecting the quality of the films. 

Only the transcription record of the interviews is recorded as this study found tension that emerges in the 

unease of all in making freely professional comments. In fact, 8 of them frankly stated the serious 

concern there is in the field of making open comments and specially making public comments on films 

specifying the names as there were threats, and even attacks if not bad feelings preventing working 

together. Therefore, none wanted to be cited, let alone recorded. 
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Regarding this fear of open critics of the Amharic films, at a public gathering at the Eyoha Cinema on 13 

May 2014, for a discussion on western influence on Amharic movies, journalist and filmmaker Daniel 

Worku said officially he wi ll not cite any film or filmmaker but speak in generals because: 

Peviously, the proverb used to encourage telling the truth and accepting the consequence, even if it lIIeant sleep 

outdoor as a result. HOH'e\'er, now, t/tis is no more, true, as after telling the {rllth, let alone sleep. YOH can 110t 

e\'en walk by on th e streets safely. YOIi are endangered by those who deelll YOIl illtelfered ill their daily bread. 

Surprisingly, one of the infonnants also spoke of instances of physical aggression of some people who 

develop resentment towards people who commented their films openly thereby masterminding influence 

groups and camps towards attacking and aggressing physically in retaliation - this also being capable of 

going to extent of hitting or sabotaging the film viewing of the others by paying the chewing gum se ll ers 

at the entrance of the cinema, for them to come around the cuing people and say "are you going to watch 

this!? You better go see x". 

All the infOlmants stressed the ex istence of group mentalities and antipathy among the fi lmmakers that 

undennines the possibility of a collaborative work or cooperative relations among Amharic filmmakers; 

Th is trend of anxiousness in stat ing freely and openly one 's mind is found to be one hindrance in the 

way forward even in the long run. Therefore, open discussion forums among the professionals, 

professionals to media and professionals to audience should be fo stered and developed if any 

constructive change is to come within the field. 

Constructive critics and openness to comments instead of is fundamentally important aspect for any 

work to develop, it is not accepted as such as a tradition. 

A semi-structured interview questions was used to gather the perception of infonnants based on the 

interview guide and the objectives of the study. Interviewees were asked all the same sets of questions, 

however, also add ing follow up questions on any new ideas that came up interestingly, also having the 

same questi on reformulated differently twice for each person to exp lore fUliher the counter check ability 
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of the interviewees answers and consistency. The questions were prepared in-depth in such a way as to 

back the content anal ysis and the personal observation of researcher. The number of interviewee stopped 

at 12 as the answer points reached saturation point as answers reached a point of redundancy and 

reCUITence . . 

This qualitative data presentation focuses on the main questions of the study itself to rep0l1 back the 

major open explanations and perspectives as presented by the interviewees, by leaving out the irrelevant 

or detailed information . . 

4.2.1. Views ofInformants on Amharic Filmmakers Profile 

This paI1 of the profile of Amharic filmmakers as viewed by the interviewees explores how the 

filmmakers view themselves and how they view each other but also how they believe others view them 

and their work. The part of how they view themselves is assessed tlu-ough terms of their conunitment to 

the profession and their concept of thei r social responsibi li ties via-a-vis the field , and its audience in 

general. This paI1 attempts to understand their priorities, challenges and accompli shments in putting 

forwa rd the development of the Ethiopian Cinema industry. 

4.2.1.1. Young with Lucrative Interest 

The major profile of the filmmakers as depicted by the informants is of a number of dynamic energetic 

young people, "Tikuss Hail" joining the fi eld as attracted by the love they have towards the Hollywood 

films, and also attracted to the Amhari c filmmaking field for its expected profitability in tetms of 

economic ga ins. These youngsters are thus less attracted to this field for its aI1i stic expression or its 

social respons ibilities. The interviewees al so spoke of the other kind of the filmmakers who are more of 

senior in the field for having delivered few films in the past, but having now mostly joined the 

advet1i sement field as a more secured field. 

As expressed by 7 of them, these second category of filmmakers are highl y dominated by people who 

wish to see art fi lms made, with the involvement of the Ministry of Culture and Tourism committing for 
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the professional and financial needs as this would celtainly require a lot of resource even if it will for 

sure help the country make a clUcial step forward in the filmmaking. According to these informants, this 

kind of risk taking can only reasonably come from an extemal govemmental body, instead of a privately 

stlUggling individual fi lmmaker. 

It requires money to make films without celllering the profitability. and by focusing on th e fact that the film 
promotes the countly potential. This kind oj art work needs to be done by tite Ministl}, of eullllre and not expected 
ji-Olll the individual filmmaker who is risking evel}'thing by even making the film by borrowing money, and 
begging Jar iI. 

4.2.1.2. Lack of Professional Training 

All of the respondents have indicated that a second major profile of filmmakers is the fact that nearly 

none of the Amharic filmmakers, living and making films in Addis have had a formal education or 

training on the area, being people trying to improve from trial and error. This finding goes in line with 

what Dawit Lakew Abebe (2008, p. 38) calls "practitioners who emerge by default and become film 

professionals without being equipped with the necessary professional qualification and getting 

empowered with the social and cultural foundations that are peculiar to Ethiopia" . 

Uneducated p eople educating is a case scenario widely seen in this field. 90% of those working in this field did 
110t hal'e OllY formal training ill filmmaking. They are thus learning by trial and error from their mistakes. Change 
;1/ thisfield is thus vel)' sID v\!. Olher cOllntries Ira Fe fi lm c ll/ture and society courses. Th e ol1ly.film schoo/ll'e have 
here is (he BIlle Nile Accademy. Film and integrated media studies is a curriculum that has been already 
approved by the Senate and soon to be implemented at Masters level at the Addis Ababa University. Then. lre can 
expecl some changes 10 come. 

4.2.1.3. Antipathy a mong Fil mmakers 

As a third feature the informants indicated that working together and sharing is not that much of the 

norm among the Amharic filmmakers and this seriously stands on their way to defend and promote their 

professional rights in this field that requires very much a collaborative effort. 

Another aspect of thi s problem was al so identified in what the interviewees called a difficult relationship 

dynamics the film directors have with actors as the latter ones dictate their ways and marmers as they can 

97 



damage the film by not showing up or by behaving in difficult ways . Many instances were given by each 

of the infonnants showing how difficult actors or actresses can become especially when they are very 

famous and after you down paid. 

If il had been diggillg a hole. Ih ell you call force someone 10 dig Iill he reaches Ihe largeted deplh. But what actors 
are doing is directly related to emolions; therefore you call not force them 10 act relaxed and happy immitations. 
NOI re5pecling appointment limes, lack oj motivation, lobbying among themseh'es to miss filming sessions. Th ese 
Ihillgs create bad feelillgs alld lead the filmmakers to ballkrapcy. Howe,'er, this does not mean there are 11 0 good 
alld disciplined actors though. 

Based on thi s problem of actors one identified three working style directors adopt as a 
relationship with actors: 

Filmmakers adopt different kind of workillg styles in the interaction with Ihe aclors. There are those who /ly 10 
build a ji'iendly atmosphere. there are Ihe dictator types who order the actors aroulld also threatelling them. alld 
there are those who are discouraged by the actors di/ficu ly alld just gil'e up - Actors requesl bouled "l'O ler. Ihey 
ask for Iheirfood to be orderedji'om most expensive places... all in all, the side ways expense some of them illCllr 
10 (he director and proclIder might el'en help make Qllolher /0),'" budge! movie. 

Currently, all of Ihe filmmakers are looking at each other sideways. There is 110 colloaborative working or 
dialogue. The pr~fessiollals despise each other. No body wallts his/her work to be commented. If YOII make 
comments 011 a work today, you can 1101 live fo morrOlV. There is a wide gang fhing. There is a/so this tendency of 
praising one or oxfracising the other. Starling from journalists il is a field of group mentalities. 

4.2.2. Views of Informants on Amharic Filmmakers Challenge 

With respects to the ex isting many challenges against which the film makers are working, all have 

stressed fantastic beginnings in the Ethiopian young filmmaking domain that is increasing in number 

despite the lack of money, fornlal training, experience, proper guidance, well developed cri tics or any 

financial , material or professional support. During the interviews all have indicated the working 

condition to be very difficult as they mentioned Government double taxati on, long cuing going up to a 

year o f waiting to get films accepted by Government Cinema, very expensive cinema hall rental, very 

difficult and unpredictable audience whose needs are not very predictabl e, cinema houses that requ ire a 

certa in type of fi lm that are sure to attract audience in accepting the fi lms fo r screening, problem of 

copy ri ght, a kind of atmosphere within Amharic movie makers that more like (Ieamillg from mistakes) 

and not coll aboratively working together. 
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One official in the filmmakers association stated 

The professionals do not respect each other for what they do. Th ere is neither closllre nor working together. Each 
one strllggles in one corner keeping at what he/she does indivlldally. 

4.2.2.1. Lack of Legal and Administrative Conducive Environment 

No institutionalised, centralized or formalized training, SUppOlt or critic as combined to a lack of aJtistic 

and aesthetic know how' from either of the involved sides . Many comments have been made around thi s 

aspect of the problem where there needs more administrative effolts to SUppOlt what is at the moment 

done by individuals who strive on their own, via trial and error, randomly in a very disharmonious 

manner. All stressed Amharic filmmakers need to be conscious it is a collaborative team effort to get at 

some good work. Not only among the filmmakers, but between filmmakers and the film administrative 

bodies, who do not have any trust based relations with them. This finding goes in line with what Dawit 

Lakew (2008 , p. 94) cal ls .. the absence or the inappropriate im plementat ion of national film pol icy that 

actually is aggravating the situation". 

Filmmakers have tried to leal'll ji-om trial and errors. they achieved in helping the film sector reaching at the le1'el 
where if is currently. The one who is nol learning is the cinema administrative body ... images and ,-oice qualify 
has increased .... job apportllnities are created ... the field is generating income ... and we have contribllted for the 
pril'ote ci1lema houses fa increase ill numbers. HO'wever, 'we are obliged fa CHe for a year to get screening space 
at the Government cinema. We are asked to pay 30 000 Birr per day for the hall rental. We are el'en dO llble taxed 
as 1\'e pay 10% tax and TOT according to a proclamation that is as old as isslled in 1952. This proclamation was 
issued to discourage the opening of cabarets and bars, however, til! now, under this proclamation are also taxed 
thealre Gnd cinema sectors. For a film fa be launched ill the 3 Government cinema on the same day, we are 
charged 72 000 Birr and even this payment is required to be made in advance because there is no mlttual trust ... 
Th e Government is the one needing to shmv some motivation now as if is on a stand slill even today jllnctioning 
ll'ith 3 cinema halls it had since the beginning: Ambassador CinenUl. Empire and Cinema Ethiopia. Copy right 
isslles are killing liS this side, there is the bankrapcy on the other side. So instead of asking liS where we can be 
helped it is not fair to accllse liS that we are jllstworkingfor money. What else shollid ll'e have llwked for thell? 

Copyright issue was another demoralizing challenge all talked of. The current putting online of fi lms is a 

huge blow on the profit of the filmmakers from their films as someone else makes money after 

uploading their films without paying any due fee or even havi ng the decency of asking their autorisation. 
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After having made a film, bargaining all his family hOllse papers, if the film leeks the filmmaker is 
completely at a loss. Therefore, the filmmaker lIeeds to be extra careflli. 

Let alone after gil'ing copy of his work, evell whell the filmmaker is strictly keeping the master at hand, there are 
several ways ·the film risks being stolen away while the film is screened Gild this gets the filmmaker in a complete 
loss. 

Another way in which copyright issue was a handicap for filmmakers is the unclear status of Amharic 

music as nodody knows exacly who has the right, therefore, the filmmakers are obliged lately to either 

order a new music arrangement and copotistion for their film sound truck or they simply take j azz or 

western music where there will be no one for sure claiming money after the film is done. Many instance 

of films having had to be stopped from being sc reened because they had issues with the musicians who 

claimed right. 

4.2.2.2. Lack of Strong Professional Association 

With regards to the palticipation 111 profess ional association, all infornlants said the Ethiop ian 

Filmmakers ' Assoc iation (EFMA) established in Apri l 1993, despite its 22 years of existence, does not 

yet have any record of achievements, and it is on ly recently that it stalted getting involved in rea l terms 

as it is providing short term professiona l trainings to the emerging talents in order to shape the youth at 

early stage. Though it has signed an MoU with the Ministry of Culture and has organized 2 festivals with 

the Blue N ile Academy, it has still not yet stood up for the rights of the filmmakers in terms of bettering 

the overall working conditions of the field. 

4.2.2.3 Lack of Proper Critic 

All noted a serious lack of critic to help the fi eld grow, with some of them having quoted instance when 

this criti c was rather done by people who are not formally trained to do so. Stressing the need of having 

critics be people who have received proper education around that and also highlighting the fact that the 

Ethiopian culture of calling a spade a spade is very weak, informants have stressed the need of having 

constructive criticism into the equation to ensure respectful , constructive comments for a way forward. 
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One of the informants stressed the fact how more damaging than valuable the ETV critics had been to 

the professionals of the fi eld, 

f do not want. anybody questioning me 'what and wily f filmed wilh a camera IIiat 'I'OS given fa me by my aunt. Did 
the ones criticizing liS, tried to find Ollt about liS and the cOl/di/iolls we are working ill? If is easy to say why was it 
not done like this, Th e ones criticizing need to read. Let them kno\l'jirst then talk. 

One of the respondents expressed this very clearly with examples of Addis Zema and the Hollywood 

Journal which once und ~r Sefu Fantahun and Berhanu Negussie used to issue critics of fi lms also go ing 

to the extent of saying (le t alon e making a film, h e should never watch a film again!) and the Ethiopian 

Documentary that was done in 2009 on Amharic films being direct ly copied from foreign films that 

chased away for long the aud ience from the cinema, Tsion Gilma was al so another very sharp critic, 

being more on the negative side, 

This respondant was of the op inion that those who critic, have made the same mistakes they proned 

about, once they worked and that there is a lack of know ledgable kind of critics anyways, 

Fekadu Limelleh is one Film critic. He has \l'rillen the book "Abujedi Girgir ", For instGnce, he listed what the 
things l1eededforfilmmaking is aud even idel1t(fied keys and cOl1tract. However, heJargot to lisl do}1'}1 the camera. 
He is one }\'!Jo has written a /0 / of critic ahout fi lms and abolll how crilics of fi lms need to be. HOH'e l'er, he has 
commilled all the p oints he had noted on his critics, when he did his jilms em itled "Guam anamo" and 
"Surprise ". Th e same goes \l'il17 Sei/u Fanta/ulI? and Birhane Negusse who were the sh(l}pest crificisors whu after 
hm'ing clone the films "Wanted" and "Lolle and Dance" they have all come to the general opinion that the mere 
fa ct oj maKing a film ;s a slIccess by itself Only the ones who have enrolled in filmmaking call realize hOlI' 
difficult thaI is, So instead 0/ being admired, \I 'e shonld not be critis ied. People shollid tl )' and IInderstand 115 , 

4,2.2.4, Lack of Media Support 

In fact, one other informant stated how ETV covers long all Hollywood cri tics, and awards and releases 

whi le it onl y gives al minutes news coverage for local film release', 

rVhile they are giving a larger co\'erage to foreign "Tiflers in their entertainment programs they do not even 
report abollt local ,film s. Th ey only do j millute lI ews and even {hat H'e !rm'e fa send them a one minute exelpt 
jilmed by onrsel"es /01' Ihem to speak 0/ it. Th ey /ear being sllsp ected a/corruption if they COI -eJ" longer rep ortage 
so there needs to be all adminis fra ti\'e regularioll directing them {a cO\'er local products as well Jar fh em to ll'ork 
and cover it F eely. 
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4.2.2.5. Multitasking Directors 

One person plays severa l roles as producer, director, actor, script writer etc . .. thus affecting the quality of 

the work. Directors by all infonnants were described as people very taken up in many responsibilities 

and aspects of the film, choice of setting, dealing with sponsors and producers constant nagging for 

finishing quick, struggling with the characters of the other team members, actors, etc ... so much that they 

have their minds split from just focusing on the artistic nature of what they doing. 

I am the director, said one interviewee, I am the one dealing with the actors, the negotiation of shooting 

pelmission and the identification of shooting areas and authorisations, I am the one approving the script 

and directing the cameraman, also thinking of the logisti cs of the pick-up and drop up of the actors. I 

have to be the secretary to call everyone as reminder on what time to meet where, who to wear what in 

relation with the sponsoring boutiques, and I am the chauffeur too driving the actors to the shooting 

areas and back to their homes. I am the first at the shooting areas and the last one to leave. Whenever 

any issues come up for light, for food , for security issues, I got to think fast and find so lution ... As the 

money available is limited, as a result we have to ensure all these and it is mostly a one man show and 

this affects the time we can feasibly focus on the al1 part. 

4.2.2.6. Challenging Audience 

The audience was defined by all as unpredictable and diffi cultly definable in its taste and decisions. All 

of them also confirmed the current filmmakers are followin g the market, also trying to figure out what 

the audience wants to see. This was the major explanation that all informants provided as to the gelU"e 

limited in romantic comedy as all filmmakers are currently working under thi s influence. Only 3 of them 

agree that the a.1ist should be leading thoughts being one step ahead instead of letting the audience lead 

the way. 

On the nature of the Ethiopian aud ience and on the number of audience cuing at the cinema entrances, 

the opinion of the infol111ants was shared. One group argued, the long cues does not show the success of 
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the films since the audience does not really have another choice of entertainment which is why it is 

going there. Others say that there is no real audiences that can sivet on good and bad work and capable 

of judging quality. But all agree the aud ience is playing a very remarkable role in influencing the 

uniform genre as everyone asks (Is it jilllny?) before buying the ticket. 

The filmmakers also noted a dangerous tendency of the audience not being very open to entel1ain new 

ideas and styles and that even if done, risking everything there would not be the needed audience. 

Therefore, filmmakers prefer to replicate the kind of format and genre and story type that seem to work 

instead of venturing to novel ideas. 

II is jimny now, as what is copied is the business or the market. When the film "Ye wondotch Guday" alfracted 
\'iewers in lots, comedy of Ihe same kind of 1'101 Ihen appeared in masses after thal ... AI one lime, follOWing the 
success of the film "Wussone" there were 0 lot of similar tragedies thai came oUl ... Aftel1l'ards, Ihe success of Ihe 
film "Semayml'i Feresse" brought aboulmyriad of suspense ... The filmmakers are anxious aboUi coming up wilh 
somelhing differenl and nOl'el. 

The audience's needs and choice cOI?fuses me. Films Ihat are expecled 10 fall are seen arising while films Ihat 
were supposed 10 be successful do 110t make it. If an arl movie is done in view of promoting the cauntlY, it might 
not make if 011 rhe market. As if is widely said, in this field, there are some who have understood holV it works. 
Ihose who did nol and slill olher who are confllsed and go confllsing olhers. 

4,2,2.7. Business Oriented Producers 

Those with the money are not necessaril y into al1s and a11istic expressions. According to our informants 

many have joined this field from different walk of life for its business aspect. All they want is to buy a 

script, hire a director to produce the film, then make profit, so they are IUnning against time and against 

all aI1istic currents as they do not necessarily have the proper understanding of the area. These kind of 

producers are provoking the repetitive nature of films seen, under one category but also lack of creative 

al1istic considerations. 

Many films are advertised on the name of the director, or the actor starring in it. Therefore, instead of 

choosing the kind of actor that is warranted by the story, the producer imposes x and y to star in it to 

guarantee its marketability. 

103 



Some producers come 10 Ihe scripl wriler requesl afilmlike "FBI" 10 be wrillenfor Ihem. DireClors 011 Iheir parI, 
as aclors "have you seen Julia Roberls aCling in such and such movie? Go walch il and do acl exaclly like Ihal. " 
fVriting a script imilaling something or thinking (0 lead it somewhere hampers artistic creativity. However, you 
can nol leI yourself be gllided by your arlislic and crealive inSlincl alone eilher, as Ih e scripl wriler does nol have 
any say and I~ O pO'wer orer the producer and the director who can influence the work, with their power of money. 
Mosl of Ihe producers currenlly al play, are after Ihe business, nol in for arts. Th ey do nol have Ihe arlislic 
Q'wareness either. 

Another of the informant interestingly added: 

The copy ilself is mediocre. Bul If one acknowledges Ihe source and as long as Ihe copy is well adapled, copy is 
nol a problem per se. Once, Ihe previous Minisler of Capacity Building Tefera Walwa had said somelhing Ihal 
sylrike me: "Copy, bUI copy properly!" 

4.2.3. The Achievements 

The field with all its gaps and challenges that can be tol erated for some more than others, have also 

managed in growing so fast in such a Sh011 pace of time. There are some recognizable and admirable 

achievements also record ed within this sector that should be encouraged. 

4.2.3.1 Number of Films 

Informants acknowledged the number of films being in the rise in Amharic, but also in Tigrigna and 

Oromifa local language, sever since the filmmaking started, and mostly during the 5 last years of this 

study. All agreed numbers do not necessarily show quality and yet, they noted this increase in number is 

a good sign that provoked more Amharic film watching along the making, with the pace having become 

4 film launching ceremonies per day, from what used to be 1 launching per day previously. Along the 

increase of the number of films being produced, and the number of Amharic film audience, informants 

noted the number of private cinema houses also having increased to 20, citing some as Cinema Wafa, 

Shalom, Habesha, Fitsum, Yoftahe, Edna Mall, Alem, Holly, Eyoha, Agona, Abel, Kafdem, Gym, 

Hadbess, Embilta, l emo, and Cebastopo!. As one issue related with the numbers, the informants have 

indicated the lack of variety as most revolve in the romantic comedy genre one after the other. This was 
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explained by most as due to the fear of taking risk and wanting to flow with what has been already tested 

from the side of the filmmakers. Also in line with this, they noted the remarkable influence the audience 

and the cinema houses put up on this aspect through their high request for films that are funny. On what 

is funny and· the romantic comedy geme, one infonnant specified: 

Making comedy films does nol require a 101 of ellergy. They are no/ el'en film s Ihal do really respecl the comedy 

genre stl'llctures. If you have something that looks like a setup, Ih ey do 1I0t bOlher on the artisilic and visual 

eSlhetics of iI, but they juslmake it a comedy that revolves around the dialogue exchanges of2 or 3 people. 

Some of aliI' comedy films go against Ollr clIltllre as they fl y to initiate laughter based on an avalanche of insults. 
Somelhing like a sland up comedy Ihal does neilher lake 100 much efforl, or money. 

One interesting comment related to the numbers was that the more the films number is increasing the 

more the number of actors statTing in each of them decreasing as there are all this films revo lving around 

some 10 faces that come up on almost all. For instance, one of the joul11alists interviewed acknowledged 

that the social media is currently serving as much better criti c than the mass media and sited what 

appeared late ly in facebook stating "there are currently two types of Amhar ic movies : (films in which 

Mahdel' Assefa is acting or lIot). Because audiences look for the presence of pmticular actor and 

actresses there is a wider effolt made to insert those, instead of chosing someone based on what the story 

character warrants. This commentor said 

(As long as the acting is good, i l might be OK to see ji'equenlly aile aclor in mOllY differellt films . HOlFe l-er, some 

characters reqllire a certain type of feature and physiognomy . Here a velY tiny, bealllijul actor is made to play the 

role of a boxer j ust because the audience would be SlIre to come (fthat actor is ill thefillll) 

4,2.3,2 Audio Visual Quality 

Regarding the audio visual quality, all agreed that the films have gotten much better fro m the time when 

they stalted. All agreed this technological transfe r as the westel11 influence that is most welcome. 

However, 8 of them stated this is not an improvement to be associated to the skill development of the 

filmmakers; but rather to the digital revo lution that has brought about this advancement. The added 

advantage being that currentl y the digital technology have reached a level where change will not be that 
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frequent and fast, which means the cost of materi als is in the decrease while that of human resources is 

in the increase. So this helps a lot the films and their technical qualiti es. 

4.2.3.3. Number of Audience 

All recall ed the time when peop le would say they would not watch Amhari c movies. Indian movie 

watching having been very frequent and it was a matter of chance that the number of audience is as 

imp0l1ant as assoc iated \v ith reasons of people being happy to discover something in their own language, 

not struggling with English, the availabi lity of fi lms only as entel1ainment for not so expensive prices, 

and the intensive poster and advel1isements attract ing people - even taking theatre lovers away from the 

theratre houses at some point. 

4.2.3.4. Economic Value 

There is no doubt about the economic value of the fi lms as shown by the number of people gett ing 

involved in it. Though many people do a film then do not invest back what they gained into the fie ld , to 

the exception of j ust a few, many are seen once or maximum tw ice and then they disappear as they can 

not make it up as filmmaking requi res money - a lot of it. 

All agreed the Amharic mov ies have generated a lot of j ob oppol1lllli ties to actors, cameramen, editors, 

script writers, j ournals etc ... but a lso for the Government it is a very lucrati ve area that is double taxed 

and yet still keeps on surviving. 3 of the informants have indicated the film screeni ngs are not very 

pro fi table if the filmmakers do not combine their eff0l1s with sponsorships. This is shown by the number 

of beer, whinery and hotels and bars shown for instance in the fi lms, the interest and the promotions 

being mutual. 

4.2.4. Views of Informants on Western Influence on Amharic Films 

All informants were asked on whether the fi lms that are done currently have any western influence and 

all have talked of the American influence being highly shown in the Amharic fi lms . In fact, one also 
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explained that it is not western influence but rather American one, also stating that it would have been a 

blessing had it been a western influence as most western countries are conservative and also working 

towards the preservation of their cultures, therefore they would have been of a very positive nature. 

However, the influence in Ahmaric movies is shown by the American Hollywood futil e imitations 

according to the other as some are not even proper copying. 

One of the infOimants went up to stating that what is seen is not western influence but rather serious 

theft and copy right issue of films copying stories, shooting angles, and event events and ways of acting, 

being more of total or partial copy pasting of Hollywood films. Three of them have proudly said 

Ethiopian filmmakers have a bright future still making even today films better than Nigerians who are 

highly dominated by showing voodoo thematic and having dialogues that can go up to 30 minutes. This 

professional pride and confidence was felt in the 3 while the remaining were rather reserved and of the 

opinion that what is made in Ethiop ia could not even be shown in neighboring African countries, let 

alone cross ri vers internationally because it lacks its own color. 

In short, this part of the interview supp011 the finding that there is westernization that can be called 

Americanization of the fi lms as seen in the di fferent aspects of the films and explained by the financial 

problem and the general context of addis ababa being as influenced as the films. 

(Vllder all Ihese challellges. il is dij]icll/l 10 prodllce films wilh backbolles. So clirrelllly shOI'lCl/110 benefil is all 

Ih ere is) 

Tile films thaI are made currently do not have a color of their ovm and can not cross borders. But with time, we 
hope Ihis will challge. Whell Ihe markelll'i11 slarl choosillg Ihe good alles, Ihe bad olles will slarl closing lip alld 
leaving the sector. Blft this will take tim e, The cinema sector will have fa pass though its OH'11 de,'e/opmenlal 
process before il can g row. However, becal/se Ihe Elhiopian film is jllsl slarling. lIlIdergoillg a 101 of challellges, il 
call 1101 expecllo meel lip Hollywood criteria. We sholiid nol expecllO see Malrix here! 

4.2.4.1. Views of Informants on Indicators of \Vestern Inflnence in Amharic Films 

As much as all agreed on the ex istence of American film influence they differed on their response as to 

what the indicators of this influence are. Eight of the informants said the influence is clear through the 
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number of vill a houses, cars and colorful rich bars and li fe styles depicted. They state this setting and 

showing of the glamorous life style does not keep up with the kind of li fe the Ethiopians live everyday 

but audience like it as what they want is to escape the reality and aspire to dream like lives. 

The 8 were very strong suppOit ers of fi lms having to use the oppOitunity of entertainment to on the way 

pass a socially constructive message. Since most of the aud ience is composed of the teens and young 

Ethiop ians it should be also breathing some Ethiopian color into viewers. Therefore injecting some 

typ ical Ethiopian ways, historica l characters, events, objects would do the trick. 

What 11'e did IIOt look for is exactly the thillgs we lIeed to strh'e for. We have elldless stories waiting to be told, 11'e 
have our own vision alld heroes. So there is a lot of potential to be able 10 integrate these local elements in to the 
films to fell the stories in Ethiopian ways. Blil the problem is H:e do 1101 reviell ' prel'iolls works before "we write. 
TYhen \.ve write. we 0111y achieve to shO\v hOH' much we do not knoll'. Th e films rise Gnd fail. The ones that realize 
the fillll is 110 good go and those 11'ho hm'e IIOt fOllnd 0111 yet, come. Noone has sO'h'ed to find a soilltion for this 
yel. So this will continue. If we do 170t won! to keep 011 sinking. 'we lIeed to shOlf{ at (his noH'. 

There are gorciialls of the borders to prel'ellt invasion, and c%llizatioll beyond the borders. But there are none 

against the inl'llsion of Cli/wre, trac/ilions and customs of a countly. So if H>e are nor extra l'igilanr, like many 

other cOllntries, the il?f!liences will erod our inner "l'ithin. 

The kind of influence as rep licated by the Amharic fi lmmakers themselves is deemed more dangerous 

by al l. 

Four of the in fo l111ants were very tuned to the fac t that it is rather the idea depicted and the way of 

thi nking that is influenced in the Amharic films by the Ameri can way of li fe . One of these is completely 

aga inst the saying that the glamorous houses or character dresses show any Americanization as he says : 

We did 1I0t shoot thillgs that do not exist. Th e hOllses we shot are not made of carton. There is sllch a life 
s tyle ill Addis Ababa. Showillg what there is, does 1I0t show that we are illfillellced. However, it is t/'lle 
there are IIImlY .ftl llls that call be said high(y illfluellced. showing tilillgs that do 1I0t exist in Addis Ababa, 
like the lIIafia groups or dating ways or livillg styles. J do 1I0t think Ollr filllls lI eed 10 be done ill the 
countl» side to be necessarily labelled Ethiopian> The times are differe11l now For the rest, we are 
showillg the killd of life that is seell ill Addis, se we did 1I0t illl'ellt it. 
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4.2.4 .2. Extent of the Influence 

Three of the informants said the influence is not much but however, could be dangerous if left undealt at this 

stage, while ~ II the rest were of the opinion that the extent is high beyond what is readily seen visually. The kind 

of way of thinking, of being, of valuing certain things that bear more americanisation than ethiopianism was 

deemed threatening the cultural identity and traditional assets. 

The worst collonisntiol1 is the cultural Olle, Some oj the filmmakers do 110t e\'ell realize they are s licclImbing (0 the 
influence, r'Ve needjil11ls showing 0111' identity, our color and IIniqueness. 

4.2.4 .3. Trend of Western Influence 

Regarding the trend of Americanisation in the Amharic movies, that are a lso recognized as "awkward 

copyin g" by Dawit Lakew (2008) in the literature, on ly 4 of the interviewees showed reluctance to say 

whether there is an increase or not for sure since thi s needs further stati stical research to make the 

statement li ke thi s. However, as seen fro m the different ways, they believed Americanisation, not only in 

the films but in all the walks of the Ethiopian li fe was gaining momentum, seeming to have gained a 

point of no return. Three were very optimistic in that Amharic films will in time, stali working on the 

valuable essence but thi s will be a long process they said. These ones see many improvements that are 

seen fast in the field , so they are of the opinion that the best ones will stand up victorious wh ile all the 

other junks will clear away just as cleared out by the market which will spit them in time. Very bad 

fi lmmakers, do not make a second one or a th ird, they come and go but the ones who make a promising 

work are sti ll in the field one way or another, which means that the market is siveting who should stay in 

the fi e ld or not, some of them said. 

Eight of the in fo rn1ants however were concerned on the question and they beli eved there is a need to 

address th is question of American influence in due time. Speaking about it openly for solutions to be 

found before this influence grows more in nature and frequence making us loose it to a no turning point 

was their opinion. They stressed the need of the necess ity of Amharic film s showing their own special 

unique features for them to be able to build on the local audience, but also to enable the field grow as an 

industry as the fI lms will be able to parti cipate in Regional and International film festivals, a llowing the 

109 



country to build its image as the films showing the Ethiopian unique communication style, their own 

ways of emotional display, their traditional fruitful ways of confli ct resolution and living together, their 

conservative pride in their histOlY and culture, their country's green and possibilities of growing towards 

a renaissance and change of their long stridden image of a country under famine, war or desel1. The 

majority thus believe that the trend is not so good and thus needs to be addressed consciously. 

4.2.4.4. Reasons for Americanisation 

When asked to give major reasons as to why Amharic movies seem to be dominated by the American 

influence, the reasons given were the power of Holl ywood in captivating the minds, as most of the 

Amharic fi lmmakers were attracted into the field after seeing hollywood movies; not knowing what to 

show about Ethiopia and not reading and reviewing previous works, were the main ones identified as 

major reasons for copying from the American movies. 

Some also ind icated the influence is not necessa rily coming from the filmmakers in the fi lms but that the 

influence is all over in the rea l world all over Ethiopia like in the rest of the world. One person noted that 

this is due to the fact of shol1 sightedness blinded by money making without spend ing too much time on 

opinion gathering, reading, reviewing previous works and thinking of the damages caused by this trend 

against some worth in the longer run. 

4.2.4.5. Who to Blame for the Americanisation of the Amharic Films? 

All informants were asked as to whom they thi nk is the major responsible body in the Americanisation 

of the Amharic film s. On thi s, it was very interrest ing how all of the informants differed in their opinion, 

with everyone shifting the responsibility to the other pal1. Interestingly, script wri ters blame Directors, 

Directors blame producers, producers blame cinema owners, and cinema owners blame the audience 

who blames back the script wri ter and the director and the actors. 
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As per our informant, the script writers blame the director who changes major elements of the script to 

retain the parts that can sale. Script writers cannot impose on thei r works not to be retouched by the 

director as it fits, because there is no binding factor or copyright law with which a director who made 

substantial change on a script can be pursuied by law. In any case said the infOlmant, the moment the 

sc ript is given for evanluation on whether it is good or not, it undergoes a lot of theft, as ideas are taken 

away and directors give it back saying it is not good to later use ideas anyways. And those who do take 

the script make you sign a contract for the money and your name to figure on the work. Otherwise you 

do not have a say on how your script will be used, he said . As much as there are Directors who amaze 

even the scriptwriter after giving life to the whole story, there are those who cut out and carve out 

anything impOltant to just keep, copy paste the funny parts. 

The roles of each being as important, to make a film wOlth its name, there seems to be a minimum 

emollment of the ed itor who could have a major input. The camera people were desc ribed as very bold 

and even wanting to order around directors as most of the available camera people are people with long 

experi ence for having wo rked with the Ethiopian Television agency. At times, it was pointed out how 

much a chall enge it is for the you ng inexperienced directors to work with this older, and experienced 

camera people who even impose ways of shooting and what to shoot or not. The actors do what they are 

asked to do so they have a minimal say and in fact, there is this prob lematic way of thinking saying (who 

is he to order me arolllld?)- At the end of the day, instead of looking on who to blame sa id one, it is 

much better to minimize the gap that can lead to the need of blame. Which means everyone contributes 

its part to minimize the American influence best possible . 

111 



· \ 

CHAPTER FIVE 

5. Discussion 

Findings gathered from the quantitative and the qualitative analysis of the previous chapter are discussed 

here, in light of the objectives that were set for this study at the onset on whether there is a westem 

influence or not, and if yes, how it exhibits itself in the film s' content. As indicated in the theoretical 

framework, "meaning cannot be read off from what is manifest in what they label as media text. 

Therefore, meaning is hidden or embedded in media texts and the task of the researcher is to reveal the 

deeper meaning latent within the content of the media". (Williams, 2003, p. 122). 

Accordingly, the discuss ion altemating the manifest with the embedded meanings try here to identify 

and understand the open and covel1 meanings as extracted from the content ana lysis. 

This begins by focusing on the definition of the concept ofwestemization influence, the existence of this 

phenomenon in the Amharic movies, the ways by which this influence is deemed to be retlected, openly 

and covertly. 

The discussion here focuses on the major aspects of the findings as triangulated with also the personal 

reflections and observations of the researcher to understand why westel11ization exists if it does, and 

whether it is a problem or not. The findings are grouped under some kind of categories in such a way as 

to show an organized body of findings that can reflect the overall picture of what was found out directly 

as per the objective, but also indirectly and interestingly, on the way. 

5.1. The Concept of Westernization 

In the process of examining whether western ization is reflected in Amharic fictional films made from 

200 I to 2005 Ethiopian Calendar (EC) by Ethiopian filmmakers, the concept of westernization was 

replaced by Americanization as all of the informants interviewed for the thes is, associated the existing 
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influence reflected on the Amharic films, as influences emanating from and showing Hollywood films'. 

Therefore, thi s study has found out that there is indeed an influence in the Amharic films, and that this 

influence is American as coming fro m the Hollywood films and that the influence is brought about by 

the Ethiopian filmmakers themselves showing Americani sation by replication. This American influence 

was also identifi ed in the films in the cri tical overview of films as practiced in Ethiopia that was done by 

Dawit Lakew (2008) with a pal1icular focus on documentary fi lms. 

5.2. Existence of Americanization 

Indeed, Amharic films that are recently released in cinemas around Addis Ababa, are many a times 

criti cized by the society for not being rel evant to the Ethiopian realities, tending to refl ec t more of the 

American life as entirely or partially copied and pasted from Hollywood films as Amharic films imitate 

the acting style, the choice of the theme, the stOIY line, the plots, the characterization, the costumes, the 

setting, or even the gestures and facial expressions. 

As refl ected in the last chapter repo rt of the interviewees who were chosen as they are intensively 

invo lved in the fie ld and are believed to have a better picture of the situation, there is no question on the 

existence of Americanization influence in the Amharic films. This finding goes in line with the one hour 

and ten minutes Ethiopian Television documentary that was aired in 2009 stating that there is a lack of 

Ethiopian Identity in Ethiopian films that rather are more of adaptations, replica and worst, photocopies 

of Hollywood and Bollywood fi lms. 

Though all agree on the ex istence of this fore ign influence, however, this study have found out tlu'ough 

the content anal ysis and the interviews, that some films seem to be more influenced than others, and that 

some interviewees seem more tolerant to thi s than others, and most importantly, that the influence differs 

in characteri stic and in its perceived values and consequence. 
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5.3. Three Types of American Influence 

After having analyzed the content of the 15 randoml y selected Amharic fi lms, and after having 

thoroughl y interviewed the 12 purposefull y taken infOlmants working in the different aspects of the 

fi eld, thi s study has found the American influence to operate in the form of copying that can be classified 

under 3 major categori es, as per their consequence as presented below: 

5.3.1. Beneficial Influence 

On the one hand, some aspects of the American influence seen in the Amhari c films are aspirational. 

They are aimed at developing vision and giving guidance as to how things ought to be. Of course, these 

might not be seen within the Ethiopian community as a daily rea lity, and yet, they are insel1ed in the 

Amharic films with their insel1ion leading the way to show on how things coul d be or ought to be better. 

In the films for instance, when a husband is seen expressing hi s love to hi s wife by cooking for her and 

bringing breakfas t to her up to her bed, or by bringing her flo wers and / or gifts, or when he is seen 

gallantly holding the car door for her to enter, before he goes in on the other side, instead of thinking thi s 

is something that rarely occurs in real Ethiopian setting, the positive message can be interpreted as 

maybe to shpw how husbands poss ibly can show thei r affection and love, and how the ki tchen is not just 

the woman terri tory, and that love like a plant always needs to be entertained dail y instead of the kind of 

unbalanced relations at times seen with women on the giving side or the man, after malTi age being on 

th e ignoring side . 

As another example, when the policemen in the films are seen very di sciplined, polite and respectfully 

asking questions to a suspect to be arrested after showing their ID, or their court paper before they search 

the house, or when we see the ambulance service arriving swi ft and fast on the scene of an accident - we 

might be astonished at to all thi s effi ciency that might not be a replica of the reality. However, these 

films, whil e they kno w the reality to be different, are showing what should be, and where we should aim 

to go. Of course, they are showing what they had seen in the Hollywood fi lms, yet, th is copy IS 
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beneficial and in any case, nothing in the literature asserts films need to be the exact replica of rea lity, 

but just a min'or reflection of what is and should be or even might become. 

Therefore, this study has found out that Hollywood influence in the copy and adapting that is going on 

currently has a benefi cial side, as they will lead to bettelment of how things are done,. how people think 

serving as exemplary rol e models. 

5.3.2 . Harmful Influence 

On the other hand, this study has found out that there are some aspects of the influence and the copy 

from Hollywood films into Amha ric films that are potential threats with no added value as they depict 

vulgarity or lack of decency or just plain violence. Some scenes that are aimed at bringing fl avor and life 

to the films, have a far reaching potential in going beyond thi s, and creating a major negative influence 

on the audience which consists of mostly the teens and the youth. 

One typ ica l Holl ywood influence is the one that copies entirely the gun shows where every difference 

seems to be settle with the power of guns. There are practically almost no films were guns are thrown 

out and shot. T hi s has the danger of encouraging vio lence, and also it does not value and show the 

di fferent confli ct reso lu tion systems the society values and uses in real times. The number of times guns 

are shown is indeed very impressive (6 of the 15 films bearing images of the pistol or gun). In current 

times, when we see in the news, the problem the United States is stlUggling with due to easy access to 

gun s that are claiming innocent peop le's lives, we should be rather learning from thi s and not so 

adamantly showing just guns and guns on the so lving sides. The discussion around a tabl e idea might be 

better pushed at this time of the century. 

Another instance of negative vain and futil e influence is the number of beers consumed shown as empty 

bottles and the number of alcohol image seen as seating in the bar or being consumed by both men and 

women equall y. The content analysis has depicted a number of black label, white horse, Champaign and 

wine. In fac t, beyond promoting alcoholi sm, the content analys is has shown very frequent scenes of 
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women and drinking, the main female character drinking on the counter after she has been betrayed or in 

disagreement with her man. She is then shown as a woman drunk and going back home staggering. This 

focus on showing women drinking off the limit and also being drunk is a very palticularly dangerous 

image and a· threat to the society as the woman is the pillar of a household still and one role model for 

the children. One stable figure mostly. Also, in the kind of our society, despite the preached gender 

equality, many changes remain to come. A woman's name for instance is easi ly broken / spoiled sti ll in 

the Ethiopian society where the equality notion is just coming with many of the traditional ways, 

remaining heavil y burdening. The one characteri sti c of Ethiopian "Yilugnta" is broken up by th is kind 

of Hollywood copy pasting done inconsiderate to the society and community values . 

This American way of freedom to the extent of abuse, being seen in the context of the Ethiopian li fe is 

futi le where nothing can be learnt from except risk our girl to fee l that drinking, and passing the wrong 

message that getting drunk is the first way out of a challenge fac ing us. A man drunk, if not hit by a car, 

wi ll definitely make it home. A gi rl/woman anywhere in the world , and in Addis in particul ar, is 

vulnerable enough still as it is, without her also adding up to it, walking in the streets drunk and 

staggering. 

Another instance of vanity is the showing of characters playing with food by throwing and face painting 

it. In a poor country where many do not even get to eat 3 times a day, showing cake face painting is 

beyond American influence, showing the filmmakers ' only systematic copy pasting without thinking. 

Here becomes relevant what one of the infornlants repDlted Mr Tefera Walwa having said: Copy but 

copy right! Copying ri ght here means adapting it and taking what can only be substanciated in your case. 

And not blindly copy past all the junk around just because it comes from America. 

The toilet and fmting scenes as a j oke also seen in the content analysis is also one fDlm of the dangerous 

scenes resulting fro m blind copy of American film s without knowing who your audience is. This kind of 

scene in addition to bearing no added value whatsoever only increases the level of eroding of the 

Ethiop ian discipline and va lues with no consideration to the traditional values of the country based on 

newer vs sereate. 
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As found out during the interviews, beyond the scenes, the act of copying by itself has got a very 

hannful effect as there are total and/or pal1ial copying going on in the Amharic film stories from 

Hollywood, -without any acknowledgement This idea plagiarism which is in plain words, theft is a 

danger by itsel f This is a harmful event that damages the artistic creativity and stains in the long run 

credibility and integrity because as much as many filnU11akers do this, thinking the audience will not find 

out, such things end up being found out somehow, like in the cases when Wussane, Yifelegal, li gna 

Seate were identified as .complete copies stolen from the Hollywood films in the documentary film done 

for 120 entertainemnt program some years back. Acknowledging source needs to be learnt as a 

responsibility for the individual conscience, a responsibility to the professional ethics, the respect for the 

owner of the art work and the respect towards the audience as these can avoid a lot of later 

embarrassments when "truth ouches". 

5.3.3. Neutral Influence 

There are aspects of influence that are neither benefici al nor hannful as such but that are effect neutral in 

their copying but which are better either left untaken as they are very alien to the ways of the local 

audience or be used properly with complete adaptation to the local context 

For instance, there is a heavy copying of flower giving as a gift which per se has no harm. Yet, scenes 

show the man giving the flower and the lady does not even show any exc itement and does not even 

smell it or touch it but is seen put away on the table immediately after. A filmmaker who want to copy 

flowers into hi s film, has to take the extra effort of reading about flowers, what message they 

communicate with their colors, what kind of fee ling they trigger from the person who receives them, 

what kind of feeling it triggers in the giving, and what kind of expectation it creates etc before he cuts 

and pasts it. There might therefore be eff0I1s done to show the appreciation of the flower being put into a 

vase for instance, as it fades qui ckly if not. 
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Another example of a mal adaptation is when the lady gives a flower to the man. Usually what is 

observed is the other way round. Also, the showing of women expressing their love first, might mislead, 

though there is no harm in the lady asking first, the kind of the living environment does not yet act as 

conducive to such kind of moves and boldness as thi s tends to cheapen the experience it is believed 

traditionally. 

Therefore, this study has found out that the American influence as seen in the films cannot be said to be 

bad outright per se, just .because it is an influence. As the saying goes, leaming can come anytime ji-om 

the neighbors, provided we have beauty thai call 1101 comeji-om elsewhere however, as argued widely by 

scholars, "the more something is linked with our identity, the more value we assign to if '; thus showing 

the va lues of film in so far as people can identify themselves with it in terms of its relevance to their 

everyday realities. Amharic films can thus gain value in trying to adapt realities to peop le proximity as 

much as possible. 

S.4. Americanization Indicators in the Films 

This study has found that the 4 frequent indicators of Americanisation in the Amharic films content are 

costumes (84%), sound tracks (59%) , events (52%) and hair styles by men and women combined (50%). 

Cross cutting this finding with the results of the in-depth interviews however, what could be understood 

is that in fact, the films per se are not the ones creating the western influence as they are expressed 

through the costumes and the hair styles because this is the way people dress, and style their hair in 

Addis Ababa nowadays. This shows that it in fact the way we are living in our daily life that is getting 

Americanized, therefore, needs to think on what we teach our chi ldren beyond the fil ms. 

There are many traditiona l Ethiopian costumes done modernly nowadays, and used funni ly outside the 

country, and there is thi s tendency of the cu ltu ral things being followed up, after they had gone abroad 

and they are seen as worn by famous foreigners. Three cases in point being the hll1tcho coming back and 

getting practiced as it came with a different name of punk after American rock musicians adopted it; the 
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shuruba (braids) which became widely practiced by Addis Ababa ladi es after American R&B singer 

Alicia Keys was seen with the style, and now the tenefanef trousers of our forefathers coming back in 

vogue as famous singers are seen wearing them. 

For most of the informants the main indicator of Americanization IS rather the setting tlu'ough its 

glamorous and ever luxurious life style shown in the films. 

The content analysis has shown that the fore ign sound tracks use shows also a high level of 

Americanization. However, this study has found out that the reason behind this is that Ethiopian music 

usage as sound track causes many times an issue of copy right and the making of special sound track for 

the films costs up to 20 000 ETB, which is why filmmakers are inclined to using foreign music where no 

one will be perusing them for any copyright issues. So since there can be no film with sound track and 

since the Ethiopian copyright law is not very clear as to who can question what and how, then the 

filmmakers prefer to use the foreign music. 

Another finding is like the high influence in music, there is also a high linguistic influencc as English is 

unnecessarily used where it could be avoided like the listing of casting unjustifiably used in Amharic 

films that do not have even subtitles. Unlike the influence of the technology, setting or characterization 

that shows more of the reality than an influence on the film itself the English language use and the film 

titles in English seem a serious case. In fact, many films appear with foreign titl es and 40% of the films 

randomly selected for this study show this problem of foreign language usage for titling. 

The Addis Ababa Culture and Tourism Bureau stated however, there is a positive movement around thi s, 

as from 2005 EC onwards, the rating policy fo r any film to be screened has been refoI111Ulated as having 

included one criteria of eva luation as the need for the movies ' title to be st rictly in Amharic language . 

The events that are used in the Amharic films like valentine, honeymoon and birthdays and the like are 

cop ies that cannot be excused, and that are indeed very much the indicators of the Americanization by 
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default of the minds because it is a matter of choice and a matter of thinking and reflecting as they cou ld 

have depicted any social , Ethiopian event to give an Ethiopian touch to the film. 

Therefore, this study shows the American influence as shown in the Amharic fi lms can be fu l1her 

classified as one the one hand involuntary influence coming from copying because the filmmaker is 

obliged since no other way out like the technology and teclmical replication, and the sound tracks usage 

and the insel1ion of beer images since they represent sponsorship and money for the filmmaking. On the 

other hand, there are voluntary but unnecessary copying that cou ld have been easily avo ided. A good 

example being the use of events, setting, costumes. 

The best way of giving an identity to a fi lm is not necessarily by making huge effol1s to go to the 

country side or filming people in the vi llage walking barefoot or all wearing the typ ical Ethiopian white 

dresses. It just takes artistic inject ion of Ethiopian aspects here and there, as stipulated by almost all of 

the respondents based on their experiences. 

From the interviews, one impoltant finding that cou ld be also understood from the content analysis of 

the films, even if not readil y and visibly seen, is the high level of Americanization being rather in the 

way of thinking and way of being of the characters as inferred from the characters' conversation, the 

thematic and the plots, and even the li fe style that imi tates and mirrors Hollywood idea ls, values and 

liv ing styles. 

What seems readily an Americanization influence with the glamorous look of the setting and the 

inculcation of such object as the highland and never the tap water is however tricky as this is just 

depicting what is seen as tendency in the Addis Ababa CU tTent life . As one of the filmmakers stated it, 

making characters seat on sofa , or drive a latest car, or li ve in a vi ll a is just showing an Add is Abebean, 

and not an influence of Ameri cans. However, thi s huge interest on the material world and interest in the 

adveltisement of everything to be so ld tends to show the consumer society li ke the Americans and tends 

to treat the Eth iopian audience as the Americans. 
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5.4.1. Trend of the Amharic Films 

This study have found from the informants that one trend of the Amhari c films during the period of the 

last 5 years is the culmination of Americanization even in the taste of films and the comedy types. In 

fact, there are many films falling under the romantic comedy genre now. The theme is recurrently 

romantic love aiming at laughter and light issues. This can probably be seen as Hollywood influence as 

well, as the focus on comedy for Hollywood might be justified as the country can afford now laughing as 

the American have met their basic needs and are now at the self-actualization level, while for Ethiopia 

imitating this, and only revolving around laughter and fun , as a country on the way to development 

needing a lot of survival issues addressed, shows a ridiculous random imitation without thinking. As the 

literature puts it, since film is a "powerful veh icle for cu lture, education , leisure and propaganda", it 

would be quite a pity to only focus on the enteltainment side of films while they have the potential for so 

many, in such countries as Ethiopia. 

The I st President of Ghana, Kwame Nkrumah, is widely acknowledged as one of the popular figures 

who stood against the dissemination of American val ues and interest through the global box office hits 

of Hollywood which conflict with local cultures undemlining local values and identities (Wi lli ams, 

2003: 2 17). This idea is followed by all the rest of the continent as African countries which are now free 

from their physical colonization, struggle to clear now the invisible occupation of their minds. 

Ethiopia which has never been colonized on her borders seems now to succumb for the mental 

occupation. Therefore, Ethiopia needs films that provoke thought and discussion be it in serious or subtle 

ways to al low the society keep its unique features in its diversity. In this sense, the Ethiopian filmmaking 

needs to be and can be sa lvaged in so far as dialogue can be prompted to stop and focus critically upon 

constructive idea sharing on the ways of how things are done right now and ways forward, to know the 

ways on how production standards in local content, arti stic creativity, communication skill s, and 

storytelling can be improved locally to inject Ethiopian color in the current Amharic films. 
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Films can be in this way be made to become more useful , meaningful and relevant to citizens with 

positive outcome. Literature shows enteltainment education in Ethiopia is a relatively new strategy wi th 

its deliberate application for social change. This method is proved to have worked in many countries 

effectively therefore, filmmakers need to be a step ahead of the audience, acting responsibly and trying 

to address complex issues of national value, to help the society move forward. One finding of this study 

being the lack of education of the filmmakers, and their lack of conceited efforts in working together 

towards the success of films, thi s needs to be addressed urgently as filmmaking is a concerted effOlt, 

among all stakeholders ,if any change is to come. The educati ona l function of the medium was also 

stressed as essential to Ethiopia by Dawit Lakew (2008). 

Regarding the focus on comedy that was discovered through the infonnants as to the CUITent trend of the 

Amharic films , 2010 j ury prize winner at Cannes, Chadian film Director Mahama Saleh Haroun said in 

hi s interview wit h Guardian on February 25, 2013, African directors have a responsibi lity to be "brutally 

honest" when dea ling with the problems of the continent. In fact Haroun said regarding comedy on the 

continent: 

I laugh when I see African comedies because things are so serious. Do you think we need 
that in Africa? When \ve have things like in Mali happening? Cinema can not be a luxury; 
it can't be an al1 of entertainment. That's a luxury we should leave to others, but not 
Afr icans ... Film-makers must wake people up, and take P3lt in thinking about Africa's 
future, They must push our capacity to think about our own destiny, 

We might say thi s is an extreme statement, as to deciding that Africa does not need enteltainment and 

comedy, in fact she needs it more than ever, under its therapeutic nature, Yet, this saying is perfectly 

ri ght and applicable to Ethiopia in the sense where it says filmmakers need to wake up and stalt thinking 

beyond today and the market. They need to think what impact their films are making in the long run . To 

have 'Zemen ena denber teshagari 'works. 

One important question in this term might be for all Amharic filmmaker to ask themselves how they 

build character in terms of showing the role of the individual in the soc iety, While this can be done in a 

funny and westernized form , the bottom li ne would be for an Amharic film to show the question in such 
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a way as to reflect the problem, the relationship dynamics, the communication style and the expectations 

from an Ethiopian perspective. People are more interested in ente11ainment more than social issues films 

anyways not only in Ethiopia but also elsewhere. 

This study is not stipulating therefore by any means, comedy genre is to be avoided, or is bad. In fact, 

structuralist approack does not go into stating the text is good or bad but is interested in finding systems 

and pattems among the diffe rent codes. As the infonnants put it, and as stated above, comedy has a 

therapy characteristic allowing to "escaping" the everyday difficult realities so is to be encouraged. 

However, it should not be the only focus and the only genre at the expense of varying types of stories 

and genre to depict and touch the Ethiopian riches in its diversity. 

In fact , what the infomlants call therapy is quite substanti ated by the literatures as well , as there had 

been a study that revea led "how cinema attendance can have independent and robust effects on mental 

wellbeing because visua l stimulation can queue a range of emotions and the collective experience of 

these emotions tlu·ough the cinema provides a safe envirorunent in which to experi ence roles and 

emotions we might not otherwise be free to experience." 

5.5. Understanding the Context 

One major realization of this study is that it is critica l to pay attention to the local general context in the 

attempt to understanding the Americanization influence, its expressions and its trends. It is one thing to 

say there is an influence, but it is equally as important to know why and coming from where, and 

showing what, and to be so lved how, by whom etc . . . 

The context within which filmmakers are evolving, in doing the films is thus exp lored exhaustive ly 

through the informants interview and it was found out that they are functioning in a general working 

context that bears a lot of challenge from within, and from without. This study strongly believes it is 

crucial to get to know the filmmakers and the issues facing them. 

123 



· \ 

This means that there are challenges filmmakers are facing as related to their personal shOltcoming as 

their lack of training and education, their lack of reviewing and read ing, their lack of money, their haste 

in anting to make money. There are also challenges fi lmmakers are facing due to the cinema industry 

being just at its " infancy stage" (Dawit Lakew, 2008, p. 37) showing no fi lm school available, no 

constructive critic ex isting, no media involvement in suppOlt ing local content. There is also the extemal 

power as a cha llenge with double taxat ion , copy right issues, unfigured aud ience, produce rs' imposition, 

unavailability of art sUppOI1. 

Therefore, in other words, before anyone can venture to make any comment and eva luation or judgment 

of Hollywood influence in the Amharic films, trying to understand who the filmmakers are along their 

background, their motivation, their profile, their aims and aspirations and the sUlTounding in which they 

have to work along other stakeholders needs to be seen closer as the challenges they are facing are 

impacting the kind of work they are delivering and they are therefore not the sole responsible people to 

be blamed or to be asked to straighten the unbalanced representation. 

This is said like thi s because after exploring the content of the films of course influence was found even 

at instances when it could be avoided. Yet, after the interviews were undertaken and more inceptions 

taken from the ways Amharic filmmaking is happening, a strong belief is developed in the need for the 

Ad ministrati ve Govemment Body needing to be enroll ed and invo lved more to take its right central 

place into the filmmaking field instead of the outskiJt it has chosen now, seeing the domain fa il without 

much attempt to save it. 

In fact, thi s study helps to see that the Americani zation is the resu lt of many complex realities and not 

only the pure doing of the filmma kers. Therefore, this study has the added value of triggering thoughts 

and di scussions about thi s impoltant issue not g iven due much weight yet. For thi s, responsibilities 

should be taken by all concel11ed , statt ing fro m the Governm ent concel11ecl Bodies as represented by the 

Ministry of Culture and Youth, the Regulation and Licensing Bureau and the Tax Bureau. 
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A senous need of discussion and collaborative eff0l1 among the professionals and the Government 

bodies and the professionals was also noted if any change is to come. However, the reluctance of 

accepting critics, and even the reacti ve retaliation of those critiqued was also a case in point showing the 

need for the Government to take more of an actively involved rol e. 

A need for gap analysis in Ethiopian identity concept and reality has been noted for fUl1her 

understanding as to this Americanization also widely seen not only in the Amharic films, but also on the 

ways of life of the urban. people living in Addis. 

It was seen in thi s study that the cinema fi eld was one that is highl y left on the shoulders of individual 

filmmakers, with private filmmakers risking their investments, private ci nema owners opening up 

cinema, di scussion opportunities organized by private filmmakers like the Alatinos whil e the media, the 

proc lamat ions and the Ministry of Culture and Tourism all hold a minimal role of just taxing (double 

taxi ng in fact), censuring any religious, political, ethnical, sexual contents while not having any control 

attempt and monitoring over the gist of the stories being approved for sc reening. 

5.6. Power of the Audience 

One finding from the interviews in line with the genre analysis theory, is the need for the filmmakers to 

move from interest based approach to need based approach in order to be able to have a film with a 

purpose. The fi lmmakers tend to follow the market instead of them leading it, and creating it. In a way, 

they are enslaved by the audience turn over, this affecting the major creativity, novelty, and artistic 

venture as the filmmakers are found to follow strictly films rel eased to copy the genre, and the story 

telling ways, to duplicate with a little change to guarantee viewership. The light repetitive and American 

like subj ect matters of the films are also seen throu gh the content anal ysis of the chosen films which 

have titles which do not shoulder properly the weight of the film message either oversimplifying it or 

over looping it up, ending up with titl es that have nothing to do with the theme addressed; thereby 

confusing or misleading the audience. 
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Currently, a number of renowned professional stage 31tists are taking part in the making of the films as 

theatre celebrities are shifting to starring in films. It is thus a wonder why this by itself is not bringing 

about the development of an " Ethiopian" style of film with its own originality in its stori es, themes, and 

developments like the Ethiopian Theatre. This is because filmmakers have not understood their local 

audiences. One other finding of thi s study is that to avoid this duplication and al so to turn viewership 

into money, filmmakers can do this by providing local content to audiences, and by understanding the 

need of the audience through surveys for instance, instead of just taking at faith va lue the length of the 

cue to show the success of the films shown. 

The pyramid shows interestingly the major tlu-ee important bodies that influence the filmmaker directl y 

and indirectly with the bigger pOlt ion being occupied by the audience which should have been at the tip, 

while the next bigger portion is occupied by the power of the cinema houses, both the private and the 

government owned ones which influence a lot the choice of the kind of film that can be screened and 

also influencing the kind of film produced through the specific types they chose and the kind of criteri a 

of selection they are known to use. At the type there is the Government, win which tlu·ee bodies have a 

more or less wider influence, staIting fro m the Regulation and Licensing Bureau, to the tax bureau and 

then the Ministry of Culture and the Youth with its policy generating capacities. 

The Ministry of Culture that had to have as wider implication at the base finds itsel f remotely associated 

with the field as placed on the tip. This pyramid needs to be inveIted for importance to be shuffled 

upside down for more quality films to begin coming. 

The audience needs to impact less, being led by the altistic choices of filnunakers, and the Ministry of 

Culture needs to commit more. 
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Figure 2: Level of Influence on Fimmakers 
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CHAPTER SIX 

6. Summary, Conclusion and Recommendations 

This part of the study provides the summary, the conclusive remarks on the findings as well as the 

recommendations based on the conclusions and also from the researchers' humble opinion. 

6.1. Summary 

In the last couple of years, Amhar ic films produced in large numbers and screened in the capital city' s 

emerging cinema houses are increasing at a remarkable rate and it seems that with this, there is a new 

film producing behavior and with it, a new film watching behavior arising from the aud ience, and thus 

would be interesting to study the film text as to the kind of meanings communicated. 

However, despite thi s growlIlg need, there have been very limited academic studies conducted to 

evaluate the relevance of the Amharic films to the local rea lities and hardly any st ud y yet, to assert what 

is recurrentl y ma intained in pub lic as Amharic films succumbing to the western influence in such a way 

as to identify the gap between the cun-ent practice of the filmmaking and the beneficial ways it might be 

used to exhaust its potential by formulating concerns and finding ways to addressing them. 

Film is an important asset in a society as it shows man in hi s enviromnent with the different ways of 

dealing with life having aims that can go from ente11aimnent, to education or information with one or a 

mixture of these. In this term, how film ex ists in rel ation to our li ves via refl ecting the exact realities or 

through showing aspi rational dream like world are both interesting ways on how a film can evolve by 

leading people to rea lizations of some sort by proxy. 
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Given the pos ition of Ethiopia, as a developing country with a whole lot of challenges, but also with a 

number of development effOIt s, and potential resources, a film with a "social foundation" as Dawit 

Lakew (2008) call s it, and with a purpose going beyond entertainment and comedy seems to be needed 

to SUppOlt the developmental efforts along the line of enteltainment. 

The purpose of thi s study was thus to find out if the Amharic films are Ethiopian in their colors and if 

they are addressing issues of real relevance to the local audience as standing out different from films by 

other countries. 

To find out thi s, 4 basic research questions were paused as to the existence of westemization, its 

reflection, characteristics, extent and trend in the Amharic films as reflected into the content analysis of 

the films randomly taken and as intensively discussed with the purposefully selected interviewees 

actively workin g in the different aspects of the field. On the way, the kind of themes covered and the 

way they are covered were analysed to understand how Ethiopian the Amharic films are found to be 

cUITently. 

As it has always been reiterated by scholars, spontaneous cultural exchange has always been a natural 

part of human hi story, therefore , Ethiopia should of course be open to technological and scientific 

knowledge transfers, and to accepting any influence from America or other countries as long as these 

influences help the country develop its soc iety, and stimulate the natural and constant exchange of ideas 

without hampering the loca l cultural and moral values' preservation, and threatening the local content 

generation with the endemic capac iti es. 

6.2. Conclusion 

The finding has pointed the fo llowing conclusions: 

I . The Amharic films bear an influence and that influence is American as mostly seen through a copy 

and pasting of the Hollywood films by most Ethiopian Amharic filmmakers. Th is phenomenon is 
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deemed to be a globalization or more precisely, an Americanization by repl ication as imposed by 

the Ethiopian filmmakers on their cultural identities or traditional values. 

2. This American influence was found to be classifiable as it can be characterized as benefi cial, 

hatmful or neutral depending on the impact that the copied instance is beli eved to bring up as 

influence in the long run, on the aud ience and tlu'ough it on the Ethiopian ways and life styles. 

3. The findings identifi ed that the Ameri cani zation can be due to the possible reasons as it might be 

replicated either because there is no other altern ative or it might be replicated voluntaril y giving 

way to the influence for marketability or for lack of awareness or thinking of being modern. 

4. Moreover, this stud y has found out tlu'ough the in-depth interviews that the various examples given 

show Americanization being at its culminat ion, with increase of influence of the films unless a 

curative measure is taken to curb that, threatening to grow out of control soon. 

S. On the question how the Americanizati on is dep icted in the Amharic movies, as much as the signs 

might be ovel11 y or covel1l y ex isting, thi s study has found out that not all the ovel1 signs are exact 

signs showing the fi lm ' s Americanization, as they rather show the Americanization of the overa ll 

Addis Ababa way of life that is changing fast. The covert signs like the way of think ing were 

identifi ed as how they showed up and their dangers were highlighted as being the more selious 

. ones. 

6. With regards to responsibilities for thi s Americanization, this study is not by any means trying to 

establish any blames, yet, for any con'ective measures to be taken and so lutions to be found for a 

way forward, prob lems need to be pinpointed as to where exactly they are. In this sense, this study 

have found out that even if the Americani zation is happening as replicated by the filmmakers, there 

are man y complex interwoven reasons that push the filmmakers to do so. Therefore, a need to have 

a nati onal poli cy and to study the filmmakers and understand their working context to know the 

isslles they face is found to be the first step in finding ways forward 

The following points co uld be n1l1her discllssed throughout the thesis development enab li ng to acid on 

the conclusions that: 
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Because the consequence of inaction will be great, the pertinent Government bodies need to be 

invo lved actively in helping local content flourish , instead of watching it from far remote. This 

study has thus the advantage of showing the need for gap analysis and priority identification in 

the field to guide the steps needed at this po int with the enrolment of the Govemment, in terms of 

policy makers, regulatory bodies and the law makers involvement. The financial support for art 

mov ies by the Min istry of Culture and Youth taking the lead, and the country ' s tax system 

needing reconsideration and the media involvement as constructive critic and promotion of 

awareness and sensibilities is also highlighted. 

Here this study stresses the fact that if we look into the present state of Addis Ababa, and many 

remote cities, we will find Americanization has made a place in each and most of things. A very 

large desire in young and even older Ethiopians to go abroad to the States after their studies, 

instead of finding ways of working in the countty seems to be one direct result of how the 

western countries and especially America keeps on mesmerizing us. We seem to have even 

reached a point of thinking of running the nation now avo iding these things as for everything 

American way of doing it is quoted in speeches to ultimately explain or justify any way of doing 

things. 

Whi le there is currently a research undergoing to show the economic value of the Ethiopian film 

Industry as a whole, there are almost none done on the social va lue of Amharic films. 

Therefore, in the overall , in concluding this thesis, though culture, tradition, religion is still here and 

have many fo llowers, there is a need to stress that there seems to be a fear that if things are not addressed 

properly in time, now, with the American ization, its percentage as compared to earlier days will be 

shortly falling by a big amount like many things in the country. In many instances, the argument seems 

to be kind of there was a good professional beginning, but there is no more; in just like so many other 

areas of the country, where it is retailed as having had its golden age in civilization, in arts, 

developments, soc ial system but that all this is now being over with the country going backwards! There 

seems to be a consensus on the fact that "despite its rich hi story, Ethiopia in the last century regrettably 

went into the abyss of history, going backwards when the rest of the wo rld was moving forwa rds." 

(Asefa, 2007, p. 2). 
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Also acknowledging the very good beginning of this film industry that is at its beginning as generated by 

the filmmakers at their own persona l risks, this study notes the fact that you see the ways stories are told 

by others, and you soon have some stories of your own to tell. And it is very normal for there to be 

many of challenges and trial and errors during the leaming curve while the field stluggles to get 

somewhere and find its own color. 

As much as figuring out the audience is important, finding a way to tell the Ethiopian untold stOlies in 

captivating ways, and giving the audience what it needs instead of what it wants have been noted as 

ways forward , in addition to the most crucial involvement of the Government support towards al1 

movies to be made for the image building of the country within and outside the country. 

6.3. Recommendations 

Based on the conc lusions drawn from the findings, the researcher would li ke to give the following 

recommednations: 

I . The Government is a strafegic pillar if the film sector is to get anywhere . Understanding this, there 

is a need of a national policy to monitor and assess the impact of Amharic films as mandated by 

the Ministry of Addis Ababa Culture and Tourism. Without interfering with the freedom of 

expression, there needs to be a balanced way to evaluate the essence of what is done and its added 

value and how it can be suppOlted towards contributing to the country image bui ldingefforts. This 

policy can also commit more the Govemment in form of financial SUppOlt for the making of 31t 

movies that can promote the cou ntry's image wit hin and outside the country; 

2. Effo rts shou ld be deployed by journali sts and the Ethiopian Fi lmmakers ' Assoc iat ion to create a 

strategic dialogue among fi lmmakers and all relevant stakeholders to sensitize all involved ones 

awareness on the need for networking, and paltnering as film is a collaborative effOlt and not an 

ind ividual endeavor as seen currently in the field; The Ethiopian Radio and Television Agency has a 
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big rol e to play in promoting and encouraging the much needed local content generation. For this 

there needs to be a clear official working guide and policy as to how to do this, in order to avoid any 

opening for COITuptive promotions based on promoting those who pay journalists, and avoid those 

who do not; 

3. The injection of local and traditional elements of the country's story, ways and styles, but also 

events, objects and costumes should be used by film directors and script writers as one solution 

against the influency, therefore, filmmakers to consciously and systematically think as to what 

setting and what messages they are passing; 

4. Since one challenge identi fi ed during the interviews is that the filmmakers have a hard time fi guring 

the audience, researches on the viewers would be most welcome from the academia, specially that 

now the Addis Ababa Uni vers ity might be starting the Culture and Society Course at the Masters 

level; In this line, it will also be advisable as Dawit Lakew recommended (2008: p.94) "to have a 

criti cal fOlUm that bridges the gap between the filmmakers and the viewing public to serve as a 

regulatory body to check and balance objectively the productions, exhibitions and distributions of 

films in the country." 

5. Keeping track of what is done and data recording needs to be given more imp0l1ance at individual 

level but mostly need to be reinforced at the relevant institutions as it gives a point of reference. 

Time is very impo11ant in terms of always inse11ing date of production / release on DVDs for 

instance. The mandated 3 concerned bodies, namely the Addis Ababa Culture and Tourism Bureau, 

the Mini stry of Culture and Tourism National Archive and Library, and the Ethiopian Fi lmmakers' 

Association therefore need to be working in direct coll aboration in the keeping of systematicand 

exhaustive information as their areas overlap, but now are seen working in their separate areas. For 

instance, one of the criteria of having the license for screening films could be provid ing 3 copied to 

the National archive, and providing the li st of the rated ones to the archive so that they follow up on 

the submission of the copies. This way the gap between the national proclamation and the 

implementation can be closed; 
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6. Working on different thematic areas and having social films needs to be encouraged from 

filmmakers by the rel evant Ministries as this is what will develop and create a versatil e audience and 

contribute to sociali sation . Therefore, for thi s the academia, the local and forei gn cultural centers and 

the Filmmakers' Associat ion need to strive and provide capacity building programs and encourage 

master classes for best practices exchange programs among the people in the filmmaking sector; 

7. Film and its social responsibility should be pondered by the Addis Ababa Culture and Tourism 

Bureau when films ~re viewed for licensing for screening. In addition to monitoring films on their 

expressed polit ical, soc ial, religious or individual hostilities or depiction of sexual or dJUg uses, this 

body can also have its say on the essence of messages conveyed to ensure that the films are inspiring 

and contributing to the building of the leaming about the local values, beliefs, and norms, as well as 

having a sense of identity; 

8. It might be a good cu lture to have a comment box at the cinema, to try and gather opinions on the 

fi lms to know what the audience wants and thinks and also have an excerpt of information on who 

the audience is and how much it expects from the field ; For any change to come, the need for being 

open to critic, remark and suggestions needs to be encouraged for the field as a first step along the 

one of working in a spirit of togethem ess with all the concemed stakeholders to reach out to fas ter 

changes . In thi s sense, having the next generation leaders involved would be an imp0l1ant step in 

havi ng excelpts of the rich divers cultural and trad itional Ethiopian riches injected into the films for 

bringing the co lors needed and the rel evance required from the fi lms to the locals; 

9. The Ministry of Addis Ababa Cultural Bureau needs to ha ve advi sory people invo lved from the 

Universities when films are evaluated to have constructive comments; 
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Appendix 

1. CONTENT ANALYSIS 

1.1. Coding Guide 

Only elements of images, visual s and sounds as reflected within the total film runner of each sampled 

film was coded. The follo wing indicators were to be explored as to the number of times of their presence 

as compared to the number of times they were depicted as influenced during the content analysi s were 

counted to state what percentage of influence was shown in the Amharic movies. It will be noted here 

western cu lture is identifi ed primarily as American culture also refl ected in Hollywood films. 

1.2. Coding indicators Defined: 

Operational Definitions of Westernization Indicators 

Indicator of the Operational Definition 
Westernization 
Phenomenon 

1 Sett ing This refers to the environ ment or place where the story and 
action takes place thus showing the overall atmosphere in 
which characters evolve. The story might take place in an 
American city or an Ethiopian village for instance. 

2 Objects These are artifacts, and inanimate obj ects that are 
incorporated in the film as taken from Ethiopia vs the \Vest. It 
can be a painting. a flag. cake, flowers, weapons, furniture 
that might have a local or a western connotation . 

3 Events Events Gan also stand for themes that are adopted from 
International occasions or local ones . For instance, valentine, 
April the Fool vs Timkat or Gena. Birt hdays with specially 
based on the way they are celebrated will be identified as 
Westernized or local. 

4 Characters Thi s is related to the look of actors and the impression they 
give with their overall clothing, style, make up, behavior. Do 
they have a western look or a local one? 

5 Costume This refers to actors' atti re. Are the actors wearing tradi tional 
conservat ive dress orany of the Ethiopian Ethnics in which 
case it can be identified as local or are they in the modern 
suits and mi niskirts that wi ll be iden ti fied as westernized? 

6 Hairstyle The hairstyle is espec iall y as it applies to women characters' 
hair in the film. Does it have a western look or a local one? 
Payi ng attention to color, perm, texture, extension, braid, 
weave ... Afro and braids would be considered more local than 
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any of the colored extensions or curls that will be identified as 
westernized. 

7 Language This attribute is connected to the presence of words, phrases 
or sentences in Engl ish in the dialogues; also paying attention 
to English word ing in the titl e, or character names. If present, 
this indicates a tendency to westernize. Films with purely 
Amharic wording and discllss ions are regarded here as local, 
in contrast to films that use both Amharic and English that are 
considered as more Westernized. 

8 Sound Track This refers to the mllsic accompanying the film as sound track 
or the music within the film as part of the story line. If it is in 
Engli sh, it will be consi dered westernized whereas songs, and 
sound tracks in Amharic or any Ethiopian ones, will be 
considered local. 

9 Life Style This is how the characters are depicted in their daily li fe. How 
they li ve, how they work, how they interact with others. The 
kind of homes rhey li ve in and the places they frequent. 
Paying attention to anything that can be alien to the usual 
Ethiopian life style from what and how we know it, can be 
deemed foreign influenced. 

10 Eating System This aspect pays attention to what is eaten by the characters, 
and it is eaten; also paying attention to any concern about 
weight, or the way and how food elements are consumed . 
Salad , enjera. gym, jogging, fork , hand eating ... 

1.3. Coding Sheet 

The table on page 139 here was replicated in A3 size paper to provide ample space for the different 
indicators to be jolted down as they were identified step by step, as a preliminary and the separate tables 
were also provided per indicators with the specificat ion of each one of the 10 were also provided for 
futiher focused detail s as seen in the table form s they are presented in chapter 4, for later counting. 
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2. INTERVIEWS 

2.1. Interview Guide as Applied to All 

The researcher introduced herself as someone working on a thesis on Amharic Movies issued in the last 5 

years without giving the detail of westemization influence checker at the beginning not to influence the 

interviewees; 

Then, after thanking the interviewee for having accepted to be interviewed she asked permission on 

recording what was to be said from then on; 

As a preliminary warm up, the interviewee was asked to describe his/her involvement in the Amharic 

movies and his/her achi evemens; 

After this, the following questions were asked in addition to fo llow up questions that would be 

improvised in between, depending on what the infonnan would have said as an answer point to the 

question or to any other interesting point that might relatively emanate; 

2.2. Questions Asked 

The following questions were asked to each of the informants in order to get at the conclusions. One 

question was asked in severa l different ways in order to ensure on whether what the person believes is 

properly reflected. 

A. Questions on Amharic Films in General for Context Assessing 

1. What are the working cond itions of filmmaking from what you experienced personaly? 

2. Do you watch Amharic movies? 

3. Could you identify 3 st rength and 3 weaknesses of Amharic movies? 
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B. Questions on Western Influence in Amharic 

1. How Ethiopian are Ethiopian movies? 

2. Can we speak of an Ethiopian Film Industry? 

3. Wou ld you say there is weste rn influence in the Amharic movies? 

c. Questions on the Indicators of the Influence 

1. How do you describe t he western influence? 

2. How does the influence express itse lf in the films? 

3. What are the loca l'themes covered and how? 

D. Questions on the Trend of the Characteristcs 

1. Are there common features you see among the Amharic movies? 

2. Are there common features between Amharic movies and Hollywood movies? 

3. From your experience, w hat do you t hink the Eth iopian audience wa nts to see from the Amharic films? 

4. The number of film s produced, especially in romantic comedy is sa id to grow in number currently. Do 

you agree? Why do you think is the reason? 

5. How do you think the fi lm production qua lity and content has changed in the last 5 years? 

E. Questions on What Should be Done 

1. How do you think film s can keep balance between modernity and tra dition and western and the local? 

2. How pervasive do you belive modernity is in Amharic movi es? 

3. How do you think Ethiopian Films can be given Ethiopian identity 
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, 
Still Images Moving Visua ls Sound Track 

Setting Objects Characte rs Costume Hairstyle Life Style/ Eating langu- Sound 

System age Track 
Event 

Movie -
Ti tle 

1 

2 

-

----

Cod ing sheet 
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