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Abst r act

FHlns are subj ect-based and when producers set out to conmuni cate
their viewpoints, sone do it flanboyantly while others take the subtle
path. Wlike live theatre before it, the possibility of a virile spird
regarding the thenes treated i n novi es can be as nuch repugnant as
they can be fascinating. Inthis case, the audience are vont to recei ve
wthout bias sone nuances expressed in notion picture for several
reasons. Not ady, rdigos aiet aion, gender bias, cutwa andracia
views, intellectua and phil osophical stand, genres as well as node of
reception condition the audience to relate wth certain artworks.
Wthout the audience, actors and show pronoters woul d have birth a
production neant only for the enpty theatre. It is coomon know edge
that concerns wth taste and culture, socio-economic and political
consi derations affect conception and execution of al audi o-visua
naterial s intended for audi ence consunption. Viether a producer
knows it or not, his or her theatrical productions can neet stiff
conpetition fromother shons, neaning that the audience is a free for
all narket. 30 Cays in Alata wth a favourabl e record of audi ence
reception and patronage, stands tall as a reference point for
nani pul ating social conmentary inits contextual projection of notabl e
issues. Adopting the historical -anal ytic review approach, the study
eval uates the thenes inherent inthe filmas a prerequisite for aud ence
pat r onage.

Keywor ds: Thenes, Nollywood, 30 Days in Alant a, Audi ence
pat ronage, Fundi ng

I nt roduct i on

In Peter Brook’s fanous reference to how theatre works, he
illustrates the rel ationshi p between nen or wonen in an enpty space
as observed by other nen or wonen. Here, three things are conmon:
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the first nan/wonan (actor/actress), the enpty space (locatior/set/
stage) and the other nan or wonan who observes (audi ence) (Brook
. It ispetiret tontetha just likeit isnat possidetonake prdfit in
a nar ket pl ace w t hout the consuner coning to buy goods and denand
services, the theatre, wether live or ned ated, survives on audi ence
patronage. Wile the concept of patronage sinply entails the vol une
of ticket sales, which serves as admssion criteria for the shows
exhibited, neaning that, converted to cash, this equas returns on
investnent, differs fromreception

Reception is the general and specific bias, famliarity and
know edge hel d by a pat ron-audi ence. Previ ous know edge of the show,
idea about the subjects treated in a screenplay as well as critica
perspectives, wether on reigous, cutura and pditica viewairts,
can i nfl uence choi ces of what to watch. So, whereas patronage entail s
purchases at theatres, reception is the wol e gamut of inpul ses that
inform an audi ence’s choice of which filmto watch. There are
apparent|y nunerous reasons why people patronize theatrical
naterias, in this study; atention is on the howthe patronage is a
testanent to the kind of reception accorded a film

Review of Literature

Edward Gndo asserts that “an audi ence i s any person who chooses
to purchase a perfornance whi ch he desires for a nuner of reasons
(19.” Athough the entert ai nnent notive supersedes other reasons
vy nai nstreamtheatrical producti ons are created, Qyechi Ekpe posits
that entertainnent, infornation, education and therapy (2), in their
ranking scal e are considered. Despite theatre's inherent ability to
attract a certain kind of audence for different shows, it is comon
know edge that peopl e only watch what they want to see. This is wy
Barth Ghionebo and Idebi Kayode affirmthat “the audi ence often
perceives the theatre as a hone of confiort where he/ she coul d rel ax
and catch fun (104)". Hence, it is claned that “the acceptance or
rejection of the play by nenbers of the audience deternines the
success of any production” and as such “the audi ence serves as the
narket for the perfornance” (Gshionebo and Kayode 105).

Stephen Lang ey says that “the idea, the place, the actors, the
staff, the noney and the naterials for a theatrical production are
brought together and organi zed for the benefit of an audi ence (385).”
Thus, the relationship between reality and nake believe is a the
i nstance of audi ence appreciation. This is wiy Retr Bogatyrev argues
that “on stage things that play the part of theatricad signs..acquire
specia features, qualities and attributes that they do not have in red
life (3536).” Hwever, based on the witer’s inagnation and life' s
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experiences and observed pattern of societal interactions at large, a
lot of dranatic incidents have been captured on celluloid and video
for audi ence consunption.

In Ahned Yerina s view, “the audience serves as the pudic eye
that criticizes ad enjoys the pay a the sane tine (29).” Arguing
futher, Yerina ho ds that “an audience can rgject avwork of art, and it
can a so enirace it. These acceptances which nay bring financial
gains for the production and the conments and newspaper reviews, if
they are lucky to get any help to assuage the pains and troubl e that
have gone into the production (31)” is responsible for the success of
nost filns. The reasons adduced for these, are that the audi ence
vants to partake in the perfornance by sharing the experience of the
playwigt and his or her vision. It vants to be educated, and adso it
vants to take away sone useful thoughts and ideas. Qher reason
why an audi ence goes to the theatre is because sone audi ence
nenfbers vant to quote the lines, and sone want through it to sponsor
another play by the playwight (Yerina 32).

Enbedded in the view of Jean Debrix and Ral ph Stephenson
(21-22) is an opinion re-echoed by Qwora Nwneli and A fred Qoubor
wiich highlight the fact that “of al the nedia of nass conmuni cation,
the notion pi cture has perhaps the nost uni versal appeal and inpact.”
...Poperly concel ved and executed, they assert that “a filmecan rise
above the limtations of language and cultura barriers by the poners
of its visua inages, its use of nusic and sound effects, and can
succeed in conveying nuch the sane nessages to audi ences of
het er ogeneous backgrounds (1).” There is a basic ingredient that
ol ues audi ence to the screen. Thisisthe plot e enent known as conflict.
Mbst aud ence are suj ect tothe vorld of afilmbecause of itsintrigues.
Thisiswy Yerina posits that “conflict rensins a very inport ant pat
o apay. Wthou coflict apay voddessily fal tohddthe atertion
of theaudiencee Apaydegicts acontest inwhichnan s conscious Wil
is enployed to achieve a certain goal, wich is very hard to reach,
and wose redlizationis actively resisted (33).”

The filned experience remains the critical bound, a shared
experience of suf fering and love, cuture and nationdity, race and
kinship as basic ingredients that appeal to the audience. Oh this
ground, the National Hlmand Mdeo Gensors Board's (NNMB's) The
Qassifier asserts that “the Ngerian filmindustry popuarly caled
Nol | ywood has toits credit the proection of neasured Ngerianidentity
to the worl d where brands have becone a critical currency of gl obal
transactions (15).” In the sane way, Patrick Boewo af firng thet
“Nol 'ywood filns are popul ar in Ngeria because they have i ndi genous
content and address issues relevant to nass audi ence. Through an
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anal gam of Ngerian narrative techniques (Arican storylines) and
West ern technol ogy, these fil ns docunent and re-create soci o-pditical
and cultural events that occurred wthin and beyond the country s
border (47).” Boewo further clains that “fil mapproxi netes reality (52).”
Accordingto Syd Held“filmis avisua nediumthat dranatizes a basic
stay lire... (10).” The audence are only atracted to the filmstoy
because it derives pleasure fromseeing life re-enacted. The screen
inage not only transfixes the audience but gives thema food for
thought, and this is wat occupies their attention for the nore than an
hour long tine in front of the big screen. According Aan Arnmer
“...audiences love to vorry. They grateful |y accept coi nci dences that
give themnore to vorry about (15)”. Ufortunately, themgjarity o the
filns circdating in the Ngerian narkets (of Nollywod origin) have
drab storylines and bad picture quality and the najor reason for this
poor state of the Ngerian filns has been snall budget and the
audi ence preference for better nade foreign filns. Audi ence reception
of the filns has been conditioned in such a way that seeing themis a
natter of necessity.Itis Armer’s submssi on that screenpl ays wth very
bad cotent wll fail to hod substartia audience attention Hence,
Aner opines that “Screenpl ay progression inplies forward novenent,
that is, newevents, newconplications, or newrevel ations that hei ghten
audi ence interest” (40). Therefore, where these el enents are not
enbedded in the story because of financial constraints, nost of them
fal veefuly a the box dffice

According to John MGl | “what nwst |y distingui shes the N gerian
vi deos, however, isthar popdaity. They are wat ched and t al ked about
by mllions of people fromevery ethnic group and socia stratum | net
young peopl e in Lagos who admtted that nost of what they knew
about village life vas g eaned fromwvatching the videos (100).” Thisis
wiy Jovett and Linton assert that “the content of fil mcan both ‘reflect’
and ‘shape’ sooiety, ad there is dose idetification wth filns st as
(76).” Grth Jovett and Janes Li nton adunbrate that “the novi es thus
becone a quasi - encycl opaedi a i n whi ch one finds the visual repository
of nuch of our cuture (121)”. Gowng up, facing the chal lenges of
lifeadtriunphing are besic st ages i n everynan’ slife Inthe screerd ay,
these basic phases are presented for the audience to relate wth.
Thisis wy Aner posits that “character growth increases the sense
of reaity in a screepay. It aso adds to the audience s sense of
fufilnent; all the turnoil has acconpli shed sonething (94)”. Wt this
anounts to, is that, the audience, knowng that he can relate wth a
story el enent and that the filmwll appeal to himengages in patronising
the novies. It is a this point of transaction, between the fil nmaker
and the audi ence that box office yieds its returns.
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Ednund Reters argues that “filmwth its powerful contination of
sound and pictures has the ability of sending down subtle socio-
economc and politica reaities in entertainnent forns. In advanced
countries, it has broken out of its narrowenterta nnent confines into
a powerful conmercial venture wth profound effects on politics and
economcs (33).” He further clains that a lot of Véstern countries
have taken advartage of the filmnediumto sell their socio-cultura
potentia s and canvass for pditica slas through novies (33). Inspite
of the place of sub-titles in novienaking, a tool geared towards
reaching nore audience, it is notablethat while English language fil ns
from Anerica and Europe, including other well known |anguages are
used as filmlanguage, it does capture our inagination to folowthe
filmstoy wthvividinterest inthe content of the novi e natw t hstand ng
their use of non-native languages. In this regard, Aner states thet
“screenplays do not slavishly inmtate life, instead, they create an
appearance or illusionof life VWendrectors photographlife situations,
the resuts often are dull and tedious. Screenplays usua ly are | ogi ca
and structured; rea lifeis not. Sreenp ays are economcal in di a ogue,
characters, ad sceres; red lifeisnot. Yet screenpl ays striveto present
the essence of life (20).”

In hisincisive eval uation of the Nol | ywood phenonenon vi s-a-vi s
its portrayal of the Lagos Gty — Scope in novies, Jonathan Haynes
observes that “Mdeo filmis the prinary expressive nedi umthrough
whi ch Lagos nakes itself visible, bothtoitsef andtoexternd aud ences
(134).” Whenna Qwuzuli ke asserts that Nollywood filmhas as its
preoccupation a dealing “...wth socia and noral issues, and the
thenes addressed include betrayal, infideity, love and revenge. The
nost popul ar genres i ncl ude | ove, ronance, history, fdkae wtderd |
juiu and drana (25).” WHen these thenatic preoccupations hol d our
atentioninfilns, Hg nus Bkwezi asserts, “...filns provide the peod e
the syniol s around whi ch to weave their dreans (58)”. In Ekwiazi’s
view, “The cinena, therefore, nanipul ates the audience into a position
fromwere it al too consciously keeps adjusting its conception of
redity, beit wthinasinge nwie o fromone nvie to another (57).”
Frances Harding opines that “... nuch as the audi ence are the patrons
of thefilm nest tines they are end users wo have little or noinfl uence
on the content as well as foomof the work produced (69).” In the
above circunstance, where the filmmaker raises capital for the
production, He/she al so ensures that audi ence receptionis taken into
cogni zance. Therefore, as a nenber of the larger society, He knows
the tastes/trends and soci o-cul tural cross-currents wel | enough to know
that to produce anything out of taste might |ead to an outright rejection
(especiadly vhen filng do not sell because of their unpopul ar dictun).
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Thus it is not out of order to say that aud ences wll rece ve vihat ever
idea is presented to thembased on the nature of the content, for the
nedi umhas i nherent ability that nakes themappeal ing to the vi evers.
Jovett and Linton posit that “It is nore generally agreed that nass
nedia are capable of ‘reflecting society because they are forced by
their coomercial nature to provide a level of content which will
guarantee the wdest possible acceptance by the largest possible
audi ence (83).” A criticd pont inthe above submssionis the fact that
afilmis aconmercial product capable of appealing to public views by
reflecting via its cotent aud ence friendy naterids. This viewho ds
for Sussan Langer who says that “cinena is dreamin the nodes of its
presertation it recreates avirtua present, an order of dre apparition
that is the node of the dream (412).” Yerina expl ains Langer s
postul ation above by adunbrating that what happens in a cinena
situation as it concerns the audience is that “Langer 's ‘ dream node’
of the use of photographic inages intelevision and cinenais further
di stingui shed because bot h nedi a nake use of prinary illusion -virtua
history- intheir om node (136).”

The audience in front of the Television (TV) o hig screenis akin
to a dreaner who the dream that is, the filmcentres around. This is
because in a film the action noves, places shift, people act, and
objects cone into viewwth strange inportance. It is this situationin
whi ch the audi ence renains conditioned to the projected i nage and
thereaionship of the dreaner is equidstant fromal events that place
the aud o-visual nateriad before the viener as the centre of the art.
Therefore, for nost people, the filmuniverse is dreamlands that
escgpetohd pmninizetheredity of strugdeinred life Inthisregad,
Mor adewun Adej uno says of the typical Ngerianfilmthat “not only do
the filns orignate under the inpetus of local narket forces, but they
also pander to local tastes in very specific vays (76).”Dstilling the
narket essence of the filns fromtheir ethnic val ues which nost film
wor ks propagate in keeping wth the tines, Adej uno believes that the
underlying interest in Nol | ywood novi es i s consuneri smwhen he states
thet

“.mhere Yoruba filns appeal to ethnic
values and religious filns to evangelica
convi ction, Bngishlanguage filns substitute
ablatant creed of consunerismlinkedto the
audience's desire for narratives of social
nability. Advertising the fil mand advertisi ng
in the filmhas been nost aggressive wth
Engl i sh-1anguage film(85).”
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It isthis comadtization o the Ngerian fil mindustry that gvesit
astatus of a business vernture, not a class roomsulj ect, athoughit is
subject to the whins and caprices of the schoastic effusions of an
eccentric academa. The conmer ci al success of these filns is directly
i nfl uenced by the audience patronage. The place of the audience is
so signficant that wthout it the dreamof a bl ockbuster would be in
van In spite of the eehnic dversity Ngeria is eneshed in, it hes
been ade to harness its local taents for loca viewership. Thus, in
places like Kano, there is predomnantly Hausa/Fulani filns, in the
vesternregion, Yoruba filns conpete favourabl y with English | anguage
Ngerian filns and inported brands. Aside Ibo |anguage filns, ninor
ethnic groups such as EHik/lbibio, Benin, and dialect filns are
commonpl ace. Al of these have a | arge enough audi ence to sust an
the business of production and exhibition of filmworks thereby
guaranteeing proportionate returns in investnent. The significant
mlestone, given the recent box office returns on sone ci nena
pl acenent of Nol | ywood novi es have underscored a trend in the way
geres, actars, picture quality and funding influence the tota nakeup
of a producti on.

30 Days in Alanta: A Synoptic Anal ysi s

Rchard is an IT cosutant for Lekki Gardens, Lagos. A one of the
conmpay s custoners’ appreci ation paty, he brings Akpos, his cousin
along. Fortunately, Apos picks araf fleticket far atripfo tvwotohdiday
inthe Lhited Staes far thirty days. This i nmedi at el y becones a news
item both on Radio and far away Warri were Akpos cone from
Rchard, who is to acconpany A«pos receives a surprise visit from
Ese, his estranged | over. The circunst ance of their breskup, folowng
Ese' s rgection hes left Rchard enotionally feeble. Hwever, when
Ese shows up claining to love him he inmedi ately rebuf fs her. Their
preparaios to travd to Alata the designated city Lekki Gurdens
chose is acconpanied wth fanfare as Akpos and Rchard begin to
shop for designers’ wears and other itens. Qh their way to Alata
Rchard eat s aboard wth gusto vhile Akpos, though hungry wat ches
wth jeal ousy. Vilen the hostess inforns himthat the food is not for
sale, Rchard knowng all along that Akpos was a novice had
deliberately deprived hmthe knowedge of this service. Akpos is so
angy hetakes it at ontheleft over salad. Vilen they land in Alat g
fromthe airport they are driven down to the booked apartnent and
shown around by a nal e attendant. Véwed by the I uxuri ous apart nent,
Apos and Rchard all owed their excitenent, innocently to overcone
themby hugging and playfully fighting over the key to the naster
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bedroom This sends a wong signal to the nal e attendant nastaking
themfor a gay couple.

Apos and Rchard, after settling in dress up and step out to
epoaethecity. Their steps are fleeting and they val k down the est ae
asif they vere the owers of the properties. Inthe course of the va k,
they notice a wonan struggling wth her daughter who woul d not nove.
Apos intervenes, thinking he vas hel ping the nother but to his chagrin
he incurs the wath of the wonan who apparently detests spanki ng
her child Akpos and Rchard s first experience is nat a pdd abl e one.
Wen they visited a rest aurant and Akpos requests for a beer, the
attendant denanded for identification. Ths gealy infuiaes Akpos
who begi ns t o use swear words because he was referred to as a ninor.
It took Rchard s intervention to avoid any scene. Successi ve scenes
ae ful d Akpos’ reaction dbout the cutue of their host. A couple
kissing a a park is harassed by A«pos as being indecent, asking if
they have no room This is folowed by his incursion into a dance
rehearsal were he is out to teach the Anericans how to dance and
hands the DJ a mix t ape. Apos danced so vell he is carried shoul der
high, at the clinax he nanes Rchard as his nanager but R chard
races out of the venue scared what legal inplication this mgnt have
on him Wen R chard and Akpors, in the conpany of a Ngerian from
Warri visit a cafe, they sight an extrenaly beautifu vonan, Knherly
who R chard fanci es.

Akpos and Hchard pay Uhcle Wismawvist. To their geatest
di sappoi ntnent, it turns out that Lhcle Wison is the cook and baby
gtte. Inspite of the respect and reverence Akpos had for Uhcl e Wlsm
he could not hide his resentnent. He hurries Rchard anay and they
both decry their uncle's predicanent. This is an Uxle that was so
strict he thought themtheir first lessons of life back in Wari. They are
so hel pless they cannot understand why such a feared uncle can
bring hinself solowas to be kicked about by his Averican wfe. From
Uhcle WIson' s place, the scene transits to Mtro Fusion, venue of the
conference being attended by Ir Eikefe. Knberly and her father-M
Qiye are t akenin by Akpos’ renarks about the use of tear gas by | aw
enforcenent officers during riots as air palution. Hs hunorous and
hilarioss neture sails hhmthrough the interaction wth Kinberly. Rcherd,
who does not patidpae inthe Apos and Kinberly chat, is totdly
bl own avay by her beauty he fidget s against Akpos’ di smay. Taken in
by his comc disposition, Knberly request sif Apos would |ove to
cone do stand up conedy at the restaurant during the weekends and
he junps at it. Quer the successive weeks, Akpos nakes jokes
entertai ning custoners at Mitro Fusion until one night when they were
returning hone wthout Rchard s wallet. Wen R chard nade it known
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to Apos that he was not wth his vallet, they imnmediatel y began to
confer on howto aight and run avay before the taxi driver can reach
for them A thspon thetax gindks toahdt ad a pstd pantsto
their forehead. Lhknown to them the Americant axi driver underst ands
Fdgin English and knew what they were planning. He throws them
inothe cddwthout trousers ad shirt, left for their boxer shorts they
woul d have both been naked.

Inacouple of mnutes, M Qli ye and K nberly, wo R chard cal | ed
showed up and took themhone. Akpos and R chard are given a par
of track suits and hot cups of coffee while her father narrate how he
cane tobein Anerica followng the Ngerian Gvernnent’ s attenpt to
kill Knberly's nother as a QA agent fdlowng the toppling of the
Gvernnent in 1993 Mnents later Gara, aninmgration | awer friend
of Knberly's father shows up and makes their conpany. The
opportunity gives Akpos inkling about Gara s personality and when
they nade to leave, Akpos denands to know if Gara was narried.
Fomthis nonent Apos goes all out to wn QGard s heart and the
romance between Rchard and Kinberly brews well. Wen R chard
had a chat wth his nother, she tells himof how vwell Ese has been
hel ping her wth her roast fish business. He nakes it clear to the not her
that there was nothi ng between Ese and hi mand so she shoul d send
her away. The followng day when Rchard was inside an arts shop
franming a picture frane of K nberly, Akpos who is supposed to wait
outside decides to ganble across the road. Wen Rchard cones
down he hoodw nks hi minto neeting Kinerly at hone that he wll be
fine. Gven the urgent urge to get hone before Kinberly, Rchard
leaves Apos to take care of hinself Wfortunately, Ese was wth
Rchard s nother and as soon as Rchard' s nother sawthat R chard
was not there, she stepped out and | eft Ese who nanoeuvr es everyt hi ng
telling Knerly sheis narried to Rchard. She varns Kinberly to avoi d
his deception. This breaks her heart nmuch so that K nperly, ful d
tears leaves before Rchard arrives.

A pdice pard vehce arests Apos. He is taken to a renand
facility where he calls Rchard and begs himto cal Gara Mnents
lae, Gara shows up and tries to save Akpos but he woul d not keep
quiet, unfanliar wththe vay the lawin Anerica operates. Accused of
havi ng so nuch noney on him thinking that by avoiding any attenpt
by the officers to nake himsay he was ganbl i ng he woul d be hel pi ng
his case, Akpos says he worked for his noney. Thisvidates his terns
of admssion into the Lhited States as avisitar. Gag stadnginfor
himwiggl es Apos out of goingtojal. H would have to donate what
he earned at Mtro Fusion to charity to redeemhinself. R chard,
already annoyed wth how Ese has nessed up his relationship wth
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Kinberly, huts. Brery attenpt he nakes to explain hinsel f to Kinterly
tuns ot frutless. Upon Akpos’ redesse, QGara t akes advant age of
Rchard scodtiontoinite Apos to spend tine wth her,part of wich
she says i s to keep an eye on hi ml est he nhsbehaves as she promsed
thejudge she wll keepaneyeonhim A CGad spdae Akpos becones
ronanti c and conquers Gara. Heis so excited he boasts about it on
phone, clainming that he was going to get a green card out of Gara
Uhknown to him Garawo is wthin earshot heard all his ranting and
decides to throw himout of the house. Akpos, begging her to
understand it is just a nere talk is refused audience by Gara wo
pushes hi mout.

M. Qiye steps in on one of Rchard s recodliaay trips and
sterny warns himnever to bother his daughter. In his nanner of
reference, he reminds R chard of howuntrustworthy N gerians are by
informng himabout how credit cards are scrutinized and dollar hbills
are scanned to ascertain their autherticity once in the hands of a
Ngerian. This breaks Rchard s heart owng to Ese's act about their
purported narriage. Akpos and Kinberly are at a garden and in a
romanti ¢ pose when Akpos, for the first tine speaks queens BEnglish
and expresses his feelings towards Kinberly and denands a ki ss.
Kinberly obliges Akpos of the kiss and he keeps esting his lips util
Rchard t aps himfromhis slunber. Wen Akpos wakes, he renarks
that he knewit could not have been true that he spoke fl uent Bnglish,
this confuses R chard who he refuses to informabout whom he was
kissing. Rchard Sypes wth Ese and varns her to steer clear his
path. Wth Rchard in lead, Akpos donates the noney to charity
grudgingly so as to get court clearance. A the arpot, Akpos and
Rchard are surprised by Kinerly and Gara who showed up wth
thar tide s toLlagos. This scene clinax the 30 Days in Alat a sg ourn
enbar ked upon by Akpos and Rchard, courtesy of Lekki Gardens.

Thenes Explored in 30 Days in Alanta

Tourism Thecentra ideainthisfilmisthetrip enarked on by Rchard
and Akpos, courtesy of Lekki Gardens. Inthe novie, enphasisis placed
on the sheer cul pdility d Akpos, generally considered a village
brought up and one whose inted exposure has inpacted negati vel y
on his rapport wth people. For this purpose, Akpos real ly needs to
get his act together. Rchard, wo pretends to be coo wth Akpos
feel s disgraced every nowand again. Inthelongrun, thetrip summarily
dves Akpos needed the |everage to nake concrete his nunerous
boast fu insinetios. Wkt is criticd inthe Alat atripisthefad tha
Lekki Gardens shows us the place that R chard and Akpos are | odged,
using this link as j uxtaposition on the | audabl e prospects of patronage
accrugble to real estate ventures of Lekki Girdens.
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Soci al Comment ary: The novi e takes advantage of the conic genre
to conment on soci o-cul tural occurrences. For inst ance, Akpos decries
his Uhcle Wisai s irdility tot ake charge as the head of his famly.
Hs wfe control s himas she nade hi ma ‘ wonan wapper '; he cooks,
changes the baby’s diapers and nops while the wfe does nothing
neani ngful but paint her nails. Rchard, wo slightly uderst ands Akpos’
ucle spigt, peads wth Apos to stop his derision. Srviva, instead
of claining head, turns out key, anong other things. The ‘green card
syndrong’, whi ch the uncl e obvi ousl y needs cows hi mand gi ves Akpos
adecrepit notion of his Uele The lottery won by Akpos and R chard
isaway of looking at the ‘awoof’ syndrone that nost N gerians dream
daily of, and for this reason, sone are vaiting on Gd for nanna to
ran ithar first atingin Alata the duo encouters a girl crying
whi | e her nombegs her. vseengthis, Aposis of fended and | anbast s
thegrl’ s nomfor not flogging her. If it verein Ngeria thegrl vadd
have hed it tough In addtion the Abdul Mit dlab terrar scaeis re
enacted as Ui Nwachukwu portrays this character, agan Akpos draws
their attention to this phenonenal Boko Hiaram prot égé.

Warri nyth: The nane of Apos itself is a generated acronymfor a
comcal |y endowed N ger Delta boy who takes swpe at anything that
iscgpable of nmirth. It is assuned that the average Warri brought wpis
a comc actor. Akpos’ ‘nisbehavi our ' is forgivabl e because there is an
inagi nary standing order for his ignorance to go unpunished. A the
venue of the raf fle o dl the ppgdeinthe gthering it is Akpos, for
crying out loud wo wns the raf fle To validate his claim he shout s—
heis ny coples! S as tolend credence to the trigs intent for tvo.
WWat a coincidence? VA |, it is afilmand a comc one a that; so the
contrivance is permssible. InUBA Akpos neets Gara, aninmgration
layer he redly likes. The average Wari boy is avaria, fears o
one and bod as the lion, isaking, nonatter the jung e. Gara chose
to consider Akpos not because she is confiort able wth his age but
because he is readly forvard. Akpos’ favourite phrase-your father!
Further est ablishes his Wari arign Wrds such as ‘ Kponkpi ' and the
plethora of slang he uses are neant to reiterate his background.

Infrastructure; The novie nakes anpl e references to the level of
infrastructural devel opnent between Ngeria and Aerica, interns of
the level of nanpower devel opnent. Hchard, the enlightened of the
duo, at every opportunity never stops to remind Akpos that things
vk in Anerica unlike in Ngeria. For exanple, when they rented a
car, Apos thirkingis sinply toshipthe car out of the Lhited States.
Qe notable statenent nade in the novie is the provision of leisure
infrastructure, especidly oudoor fecilities for reaxation, sports ad
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picnics. Real estate, nodern architectural designs and the housi ng
trends were brought to bear onthe level of Lagos’ netropditanexploits
tobe a par wth the hone busi ness network vorl dwde. Hite residentia
quarters in Ngeria, especialy in the Gvernnent Reserved Areas
(&) which have been taken over by private estates accounts for a
large chunk of the urban housing provider in post Abacha regine.
This newhousing culture, upvardy nobile and convertible, exenplify
the tastes of the nouveau riche.

G eener pastures: Gnerally, in the Ngerian context, anyone wo
is opportune to travel out of the country is considered fortunate. Hs
or her fortune, once he or she leaves the shores of the country is
general ly believed to have changed for the better. This nisconcei ved
notion of wealth does not allowfor any excuses especially wen it is
known that sone rich peopl e i n the conmuni ty have travel | ed over seas
and returned wth nore weal th. Seeking for greener pastures abroad
has never been equated wth the same anount of tine and energy
expended at work, but on the nerit of economic differentias. This
urge to easily travel by Ngerians is preconditioned on the exchange
rate of a WBA dolar or Bitish pound to the Ngerian naira. This
conversion power, of ardaivdy snall suntranslating into a huge
anount in Ngerian parlance is the craze which drives nany people to
seek greener pastures. S, keimute is an ordinary fuel attendant in
Alanta, Georgia. Back hone, his known profile is of soneone who
works inan oil and gas conpany. This i s equi val ent to sayi ng he works
wth N\NPG Shell BP o CGhevron and the likes if he were hone. A
cursory look at Rchard, it becones apparent that his desperate
advances to have Kinberly may not be wholly due to |ove and
conpanionship but as his escape ticket frompoverty. Rchard is
obvi ousl y handsone and enpl oyed, these are not enough. Hs not her
still struggles and things are not al good back hone, the naj or reason
he is sworn to rgect Ese and go for Kinerly, daughter of a vea thy
restaurateur nakes a very good escape route from poverty forever
as a sorrinlaw

Concl usi on

30 Days in Alata ot sdd Head CGone. Miter o fact peode
don't even renenber Head Cone because their rel ease dates wvas
auspi cious for the forner and detrinent d tothelate . Wiat has rel ease
dates have to do wth box office perfornance if not for choi ces?
Renenfoer opportunity cost in secondary school economics? VEl I, in
spite of the simlarity in genres and despite the huge presence of
notabl e faces, the latter failed to nake box office inpressions. This
sinplyreiterates theideathat the aud enceisthe epicentre of thearica
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works. Their chaice transl ates into convertible returns for the producer .
Thus, Ayo Makun' s huge box of fice receipt was not determined by
sone sort of technical or artistic |andnark contai ned in the production,
but arguably the stiff conpetition regarding subject natters. This takes
us back to the issue of genres and the comic genre plays out agai nst
itself here. On interacting wth sone neniers of the production
audience, alot of themopine that there were nany instances were
Guofia in London ves replicated in 30 Days in Alat a. Inpatiada,
Akpos’ reprinand of a kissing couple is one case in point. Hwever,
that the huge patronage accorded 30 Days in Alat a was nassive
i ndi cates howi ntri gued by the screenpl ay audi ences were. Vil |, severa
factors, not so straight lined, accout for this reception wich coud
have been influenced by the fact that it is coomon knowedge that a
peopl e are natural Iy predi sposed to laughter no natter how canned it
turns out. Funny and wtty expressi ons wih especial |y actions wthout
repressi ve consequences have an al oft place of its om. Inthis state,
a nan or wonan can attenpt the obvious and get away unhurt. Here,
the dramatic genre of comic bawdry acts is permissive; |udicrous
actions which instigate laughter cone to the fore.

Inthe connc dranatic gerre, the lawof the natural state of things
is upturned for the unheard and untd d to have its course. It is under
thsgisethat Aposthrivedin 30 Days in Alat a. There was nassi ve
TV and Radio commercials, News Paper reviews and social nedia
created publicities announcing the notorious deeds of Akpos. Havi ng
proclained the coming of such a huge budget flick, especialy “the
naki ng” whi ch di spl ayed the Anericani zed cast and crew, asif aything
‘Qinbo is perfect, the hone based audi ence vas nat ural |y predi sposed
to having to be the first to see this Hil |l ywood-neet s-Nol | ywood fli ck.
The sheer depth of the publicity and the boisterous slant accorded
theeqdatsd Akpos was akin to a feat no Nol | ywood producti on has
ever dared to achi eve. Peopl e have been overwhel ned by the Akpos’
shenanigans, thisis critica upon eval uation of his *Vérri-Bought -y
characteristics. Due to the large nunber of stand-up conedy acts
fromthe Nger-Delta region, wth seven out of ten jokes al ways naki ng
reference to Warri, it is assued that ay Apos is a natura when it
cones to provoking mrth.

A cursory look at M. Q@iye s fatabulous tales of his escape
fronNgeria, wichin nest circles wll be to be cadid, log story,
onyfit for thegods; incite sone hissing Bx his daughter 'srdatioship
wth Rchard, their ronance and her father’s inposing persondity,
wiich a the centre seens to threaten their affairs, is not newin
Nol | ywood and fil meu ture where go d di ggers hustle for therichfamly' s
veal th. The audi ence who see Rchard' s quest as a passport out of
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the land of wetchedness did not hod anything against him Hs hustl e,
lile Akpos’ paidevetudly as Apos and Gara, of age dif ference and
green card syndrone, the latter also nanifesting in Uhcle Wison's
narriage to his Anerican wife, wherewth he has becone a worman
wapper is asonot newin Nl lywod Ye, 30 Daysin Alatais judged
Nol | ywood' s highest selling novie of all tine, anajor reason, whichis
arguable, issinply the easewthwiichits suject natters were treated
wth straining the topic. The intricate interplay of stand-up conedy
and the notorious influence it has had on comc el enents in Ngerian
filns cannot be overenphasi sed. S, Ayo Mikun, aka, AY g asin 30
Doys in Alata s Apos-dl hdl is let loose a the Bx of fice | am
patiadaly t aken by the interpret aion gven the Akpos character by
AY s language; heavily obscene, |ewd, concocted and in paticda,
his body alignnent asif hewas hit by atruck frombehind. The miffl ed
and raucous laughter | heard at the cinenas were 90%triggered by
Akpos’ |anguage. H's speech in patiada, wich nost tines were not
directed in a diaogue but were social comentary in nost cases
yif ted the screenplay’ s pdile Your father! No, your dad!
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