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ABSTRACT

This study was carried out to  examine the effect of violent film on Nigerian female children in Oshodi-Isolo Local Government Area of Lagos State. Specifically, the study figured out why people make violent movies, determine the harmful consequences of viewing violent films on female youngsters, learn more about how violent films influence female children's behavior and provide recommendations for reducing the harmful impact of violent films on Nigerian female youngster. The study employed the survey descriptive research design. Questionnaire was used for data collection which was raised against a four Likert scale of Strongly Agree(SA), Agree(A), Strongly Disagree(SD) and Disagree(D). A total of 97 respondents were conveniently selected as sample size comprising of Nigerian female children from six selected communities in Osodi-Isolo Local Government Area of Lagos State. Out of the 97 respondents, 70 responses were validated from the survey. The study adopted the Intra-individual theory. From the responses obtained and analyzed, the findings revealed that violent film affects the behaviour of Nigeria female children. This implies that unrestricted access to violent films has the ability to influence the behaviour of Nigerian female children because they are powerful and influential agent. The findings of this study indicated that there are negative effects associated with watching violent films on female  children. More so, the study revealed that there are several negative effects associated with watching violent films on female  children, among them include; practice of rape, addiction to nudity, engaging in theft, practice of wayward pattern of dressing, practising alcoholism, engaging in prostitution, engagement in criminal acts, interest in bloody fight, interest in practising cultism, desensitization to violence, increased fear of being victimized by violence. The study also disclosed that there are various ways in which the negative effect caused by violent films on Nigerian children can be controlled and among include; by parent been involved in what their children watch on the television, by putting a password on stations that shows violent films, by limiting and censoring what children can watch on the television, by allowing them to be supervised by an  adults, not having assess to the television. Lastly the study made it clear that there are reasons behind the production of violent films. With respect to the  findings and conclusions of this study, it was therefore recommended that parents should try to explain the true consequences of violence, and point out how unrealistic it is for children to get away with violent behavior, parents should not let their female children spend too much time on violence movies as the more time they spend immersed in violent content, the greater its impact and influence. And parents should Check out ratings, and, when there are none, find out about content. For example, content in a 1992 R-rated movie is now acceptable for a PG-13. Streaming online videos aren't rated and can showcase very brutal stuff.
CHAPTER ONE

INTRODUCTION

Background of the study

Newspapers, magazines, radio, and television are the most common forms of mass media. They are impersonal sources that reach a broad, diverse, and geographically dispersed audience. Their precise function in socialization is debatable, but as news and entertainment disseminators, they are very powerful. Several studies have connected the mass media, particularly television, to having a significant impact on the socialization of children, adolescents, and even adults especially through the seeing of home films.

Films according to Steven (1999) cited in  Strasburger, & Donnerstein (2018) is a story or event recorded by a camera as a set of moving images and shown in a cinema or on television. Films are clearly recognized as one of the socialization agents, this implies that films have the potential to adversely or favorably influence children's views, characters, lifestyles, and cultures. As a consequence, it's important to be aware of the kind of films being made for children's watching, especially as more individuals in society get access to television as a result of technological advancements. The mainstream of medias are extremely strong socialization agents according to Bronfenbrenner & Daramola (2015). People, particularly youngsters, acquire various aggressive and violent actions as a result of their continuous exposure to these films, and they often display these behaviors in their neighborhood, at school, and in other social settings. When kids watch violent movies, they are more prone to engaging in criminal actions such as bullying, kicking, rapping, and other delinquent behaviors (Dill, & Oslow, (2017). 

Violent films cover a wide range of topics, including the evils of polygamy, extramarital affairs, elopement, various forms of rituals, cultism, betrayal, marriage, witchcraft, incest, clash of western and traditional cultures, landlords and tenants, widowhood, teenage pregnancy, drug trafficking, campus life, tribal conflicts, religious conflicts (Akpabio, 2003). Other films, such as those made by Mount Zion Ministries for the aim of preaching the gospel, contain purely Christian subjects and focus on the horrors that occur in churches and among pastors. “Busy but guilty,” “Blood on the alter,” “One Reckless Night,” and so on are some instances. Many additional films may be educational and depict certain Nigerian cultures, while others could be documentaries that illustrate the history of some Nigerian cultures and how they have developed through time. “Towards a metaphysics,” a documentary released in 2010, is an example of this kind of film. 

However, one of the most frequent themes in Nigerian films is violence, which includes cultism, murder, rape, and violent fighting, among other things. Romance, which includes sex, nudity, vulgarity, and the use of harsh language, among other things. Rituals and the practice of traditional medicine are another frequent topic. Most of these are clearly negative themes, and are thus harmful to the development of personality and behavior of its audience members in today's society, particularly children who are still in the primary and secondary stages of their socialization or learning process, and are vulnerable to picking up or adopting attitudes and behaviors from what they see in the media. The depiction of negative topics has long been the foundation of the Nigerian cinema business, owing to the benefits gained from consistent audience support as well as the public's interest in pornography, nudity, and violence. 

The film industry has been criticized of exaggerating unpleasant topics. In its guidelines for motion picture producers, the National Film and Video Censors Board (the industry's regulatory body) called for portrayal of violence, crimes, sex, pornography, vulgarity, obscenity, and other sensitive subjects to be above board (NFVCB, 2000). 

Today, the nature of most Nigerian movies has grown or evolved from bad to worse, especially on the part of t A comparison of older films such as “Outcast 1&2” and “Night out (Girls for sale)” produced between 1999 and 2000 with more recent ones such as “Dirty secret” and “Men in love” produced between 2010 and 2011, has proven that the portrayal of nudity pornography and sex has gotten worse than before, the actors and actresses are now more comfortable with being nude, and the actors and actresses are now more comfortable with being nu This is clearly harmful to youngsters, since it will increase their interest in pornography and perhaps lead to addiction. This will not only increase the number of rape complaints, but it will also lead to an increase in adolescent pregnancies, abortions, and the abandoning of undesired infants, all of which will increase the number of children in need of care at motherless baby homes.

As a result, it is pertinent to determine how violent films can be harmful to female children in our society which form the bases of this study.
1.2  Statement of the Problem

If a research or inquiry is conducted to determine who makes up the bulk of moviegoers in Nigeria, the results would undoubtedly reveal that it is youngsters and teenagers. Older individuals will make up the minority due to the obligations of going to work, making a livelihood, and preparing a house that they confront. Children eventually lose interest in viewing movies as they get older and evolve into adults because they learn to prioritize some activities above others and acquire a feeling of responsibility ( Bronfenbrenner & Daramola (2015).

According to Liebert and Poulson (1972), children in Canada begin watching television before the age of three. A kid will have spent more time in front of the television by the age of eighteen than anywhere else, including school. Children in the United States of America watch more than three hours of television each day.

The research by Schaefer and Lamm (2007) also found that, apart from sleeping, young people spend the greatest time watching television. The similar tendency may be seen in modern Nigerian society, especially in urban areas. Every day, it is quite usual to see youngsters enjoying movies and videos. Because moviegoers are also members of society. And the media, particularly television, may influence an individual's behavior, violent films have the potential to influence youngsters who are fast to learn. The harmful consequences of these films will have an indirect impact on society. That is to say, if children adopt certain behaviors as a result of these films, it may have an indirect impact on society, such as an increase in rape reports, abortion, overcrowding of motherless babies homes due to unwanted babies, violence, increased crime rates and juvenile delinquency, and so on.

As a result, the purpose of this research is to investigate the impact of violent films on female children in today's Nigeria society by examining the type of content of these films, as well as why female children continue to watch them despite their heinous nature.

1.3  Objectives Of The Study
The study's main goal is to determine the impact of violent films on Nigerian female youngsters. The following are the study's particular goals:

1. To figure out why people make violent movies

2. The purpose of this study was to determine the harmful consequences of viewing violent films on female youngsters.

3. To learn more about how violent films influence female children's behavior.

4. To provide recommendations for reducing the harmful impact of violent films on Nigerian female youngsters.

1.4
Research Questions

The following questions have been prepared for this study;

Do you think there are reasons for making violent films?
What are the negative effects associated with watching violent films on female  children.
Does violence films affect the behaviour of Nigerian female children?

What are the ways negative effect caused by violent films on Nigerian children can be controlled?

1.5
Research Hypothesis

H01: Violent films  does not affect the behaviour of Nigerian female children

H02: There are no negative effects associated with watching violent films on female  children.

1.6  Significance Of The Study
The research investigates the impact of violent films on female Nigerian children. The study does not deny the fact that television, as one form of media, is beneficial to learning and development, and that it is in fact goes a long way in socializing children by assisting them in blending more easily into society due to the amount of information passed on to them through well-coordinated motion pictures with a variety of contents and stories.

Films, as a means of communication, have the potential to convey the incorrect message or impression to the watching public, particularly youngsters in their sensitive phases of development. Furthermore, such perceptions may pose a significant issue for the whole community, since youngsters learn more readily from what they see or see than than what they hear.

This study, however, should act as a reference source for students and other researchers who may be undertaking a research on similar topics. Also, Nigerian filmmakers can profit from the information provided here as a yardstick to measure their shortcomings and compare them to their strengths, which may be used as a guide to rectifying their flaws for the betterment of their goods and society as a whole.

The importance of this research may also be justified on the grounds that it will help to better understand the negative impacts of films or the malicious character of certain home videos on our current culture, which will encourage filmmakers to enhance the quality and substance of their films.

Parents will also learn about the harmful impacts of movies and how they may affect their children's behavior in the long and short term. This would lead them to seek ways to monitor and regulate their children's watching habits, as well as to be aware of what they see and the themes that these films contain. As a result, the negative effect as well as the degree of malevolence produced by viewing movies in today's culture will be reduced.

The recommendations in this study should aid filmmakers in adhering to National Broadcasting Corporation (NBC) regulations by varying age ratings for different films, while the Nigerian Broadcasting Corporation would evaluate and regulate films before they are released. Parents, on the other hand, will make sure that their children only watch the movies that are appropriate for their age groups.

This research is important since it aims to look at the negative aspects of movies and their impact on children and society.

1.7  Scope Of The Study
This study examine the effects of violent films on Nigerian female children with specific focus on identifying why people make violent movies, determine the harmful consequences of viewing violent films on female youngsters, learn more about how violent films influence female children's behavior, provide recommendations for reducing the harmful impact of violent films on Nigerian female youngsters.

Hence this study will obtain its respondents from/among female  children in Oshodi Isolo local government area of Lagos state. The essence of the focus on one locality is to enable the researcher to be precise and specific in her observation.
1.7 Limitation Of The Study

This study is delimited by by various factors ranging from time frame of the study, financial Implication necessary for the success of this study and inadequate availability of materials need carry out the study. More also ethical issues and organizational politics which arise at the course of this study was an impediment factor to this study.

1.8  Definition Of The Terms
Malevolence: According to “Merriam-Webster’s dictionary”, this can be defined as the quality or state of being productive of harm or evil. The Webster’s New World College Dictionary defines it as, “wishing harm or evil, and showing or having ill will”, that is the state of causing harm or evil.
In this study, it means the harm caused by Nigerian movies. Malevolence here refers to the ability of Nigerian movies to be harmful to our society, or the harm caused by Nigerian movies in our contemporary society.
Movie: This is defined as “the showing of motion pictures or the motion picture medium”, Merriam Webster’s Dictionary.
Nigerian movie: This refers to the Nigerian motion picture medium, or the showing of Nigerian motion picture.
Violence: The World Health Organization (WHO; 2007) defines violence as the intentional use of physical force or power, threatened or actual, against oneself, another person, or against a group or community that either results in or has a high likelihood of resulting in injury, death, psychological harm, mal-development or deprivation.
Effect: This is the power to influence somebody’s action, character or beliefs especially by providing an example for them to follow.
Viewing: This is the ability to watch something carefully. 

CHAPTER TWO

REVIEW OF LITERATURE

INTRODUCTION

Our focus in this chapter is to critically examine relevant literature that would assist in explaining the research problem and furthermore recognize the efforts of scholars who had previously contributed immensely to similar research. The chapter intends to deepen the understanding of the study and close the perceived gaps.

Precisely, the chapter will be considered in four sub-headings:

Conceptual Framework

Theoretical Framework

Empirical Review and

Chapter Summary

2.1
CONCEPTUAL FRAMEWORK

Violence


The twentieth century has been appropriately dubbed "the long century of violence."1 The number of victims, the scope of devastation, and the new technologies of destruction are unprecedented in human history.2 It has been estimated that war-related deaths in the twentieth century totaled more than 105 million people, including 62 million civilians (Steger, 2003 cited in  Coser, 2016). Of course, the deceased aren't the only ones who have died as a result of violence. Many more people have endured torture, cruelty, persecution, the death of loved ones, or (if they are fortunate) the loss of all their possessions and livelihood for every person murdered by an act of violence. It is fair to assume that every individual alive today will be subjected to some kind of violence, either directly or indirectly. Given that violence is, and has always been, the core of politics, the continued growth of political violence should not come as a surprise. Thomas Hobbes famously depicted the pre-political ‘state of nature' as a place of violence, where everyone tries to destroy or subdue one another, making life solitary, nasty, and short. He wrote in the seventeenth century, at a time when the modern state, and modern philosophy, acquired their current identities. Even John Locke, who painted a far rosier image of nature, acknowledged that there was an issue with violence, which made existence "inconvenient." However, if violence is the issue, it is also the solution. To paraphrase Max Weber's famous statement on the Condition, we escape the prepolitical state of promiscuous violence by creating a political society under the control of a centralised authority that claims a monopoly over the lawful use of violence. The use of force by official institutions may be lawful, even respectable, but it is still violence.3 When the state is unable to protect its citizens, private agencies, like as the Russian mafia, will take up the job of administering violence and security (Varese, 2019) cited in Staub,  (2019). Following in the footsteps of Hobbes and Weber, the overwhelming majority of political theorists today see collective violence as an inevitable part of political life.4 No one is immune to political violence, whether they live in a prosperous Western democracy or in a developing nation (Weinberg and Rapoport,  Bates, 2018) cited in Coser 2018. Many social scientists and political theorists are therefore preoccupied with understanding political violence, which explains why there has been an inflow of publications on the subject of political violence, broadly defined, in recent years. Sociologists, psychologists, anthropologists, and political scientists have been unrelenting in their empirical output, which has been remarkable in number if not always in quality. The majority of these publications are edited volumes based on ethnographic case studies rich in the exposé of violence in all its forms, from hate crime to genocide.5 While these publications are to be applauded, the editors' unwillingness to ground the disparate ethnographic case studies on a shared definition of violence detracts from the value of each case study. These books, at most, serve to remind us of the complexities of violence; they do not, however, assist us in comprehending it. In the end, determining what makes a violent act an act of violence, deciding whether omissions that cause harm should count as acts of violence (Glover, 1995Harris, Hondrich, , 2017) cited in Holt. 2017, determining why violence is bad and prima facie wrong, or determining when and how violence can be justified (Gert, 1969; Audi, 1971, 1974; Grundy and Weinstein, 1974; Geras, 1990)cited in McGraw-Hill, 2016, or determining why violence is bad and prima faci The extensive empirical research on political violence will be largely ignored in what follows. Instead, the scope of this review article will be much more limited, focusing on a philosophical analysis of the concept of violence. As always, the best place to begin is by looking into the etymology of violence. The term "violence" comes from the Latin word "violentia," which means "vehemence," or "passionate and uncontrollable power." However, since excessive force often results in violations of norms, rights, or regulations, the definition of violence is sometimes confused with that of ‘violation,' which comes from the Latin violare, which means ‘infringement.' In fact, most efforts to describe violence include the concepts of physical force and violation. For example, Ted Honderich (2002, cited in Orne 2015) defines violence as "the use of physical force to injure, damage, violate, or destroy people or things," while Manfred Steger  (2003 cited in  Coser, 2016) says that violence "includes a range of meanings, including "to force," "to injure," "to dishonor," and "to violate"" ( Riga (2015) and Wade (1971)). The current synthesis of "violence" and "violation" is not accurate. necessarily to be welcomed, as it may lead to growing confusion rather than clarity ( van den Haag, 2019). In fact, while acts of physical force often entail some form of violations, there are times when a violation occurs without the need of any physical force, or, alternatively, acts of physical force may take place without anything or anyone being violated. For this reason, in what follows the relationship between violence and force, and between violence and violations, will be reviewed independently of each other. Separating issues of physical force from issues of violations has the virtue of identifying two competing perspectives on violence, where the approach taken will determine whether the concept of violence ought to be defined narrowly (violence as force) or more broadly (violence as violation)

Violence as Force 


Coady (1986 cited in Horton 2016) is undoubtedly correct in reminding us that the ordinary or common meaning of the word "violence" is in terms of interpersonal acts of force, typically including the inflicting of bodily harm, implying that the notion of violence cannot be understood without the concept of force. The Oxford English Dictionary seems to back up this close connection between the words "violence" and "force," defining violence as "the use of physical force to inflict harm on, or cause damage to, person or property." Despite its language origins and popular perception, the connection between violence and force is one of the most contentious topics in the violence literature. On the one hand, there are individuals who are unafraid to define violence in terms of force. 

John Dewey, an American pragmatist, was one of the group's first and most prominent spokesmen. Dewey (1980,cited in Goode 2019 ) argues in a series of essays first published in 1916 that violence is force gone wrong, or, to put it another way, force that is destructive and harmful: ‘energy becomes violence when it opposes or frustrates objectives instead of executing or achieving them.' When a dynamite charge explodes human people rather than rocks, when the result is waste rather than production, devastation rather than building, we call it violence rather than energy or power. It's essential to note that Dewey isn't implying that force and violence are the same thing. Clearly, not all acts of violence need the use of force (e.g., saving someone from drowning or stopping someone from hurting themselves), and not all acts of violence require the use of force (e.g., preventing someone from killing themselves) (murder by poisoning). 

Instead, according to Dewey, force becomes an act of violence only when it becomes destructive and damaging.  In addition to being damaging, it has been argued that an act of force must also be purposeful or deliberate to be considered a violent act. For example, Thomas Pogge (2017,) claims that ‘a person uses physical violence if he deliberately acts in a way that blocks another's legitimate claim-rights by physical means,' while Steger (2003  cited in  Coser, 2016) claims that ‘violence is the intentional infliction of physical or psychological injury on a person or persons.'          There is also a dispute over whether excessive force can be considered undesired in addition to being purposeful or premeditated.  The benefit of including this phrase is that it would exclude acts of deliberate, excessive force that are obviously not acts of violence, such as surgery, but the danger is that evident instances of violence, such as foot binding or voluntary labial infibulations, would not be recognized as such. 

 While it may seem natural to link violence to a deliberate act of excessive force, there seems to be an underlying issue with any effort to define violence in terms of force (Miller, 1971, cited in Putnum's, 2018). ‘Force, which we often use in speech as a synonym for violence, especially if violence serves as a means of coercion, should be reserved, in terminological language, for the “forces of nature” or the “force of circumstance,” according to Robert Paul Wolff (1969)and Hannah Arendt (1969)cited in Crofts, 2015. These two meanings highlight a significant qualitative difference between the terms "force" and "violence." First and foremost, force is a dispositional term, meaning it relates to a capability or capacity. On the other hand, violence refers to the act itself, or, as Audi (1971, cited in O'Brien, 2018) puts it, ‘violence in this meaning is always done, and it is always done to something, usually a human, animal, or item of property.' Second, while force is an evaluative, if not normative, notion, violence is not.  Perhaps it is the moral neutrality of the notion of force that led Hannah Arendt (1969, cited in O'Brien, 2018) to reject it as a helpful route into the meaning of violence, instead recommending that we concentrate on the connection between violence and power. 

Violence as Violation 

Aside from its association with the idea of force, violence may also be defined by the verb ‘to violate,' which means to infringe, transgress, or surpass a boundary or standard. According to Newton Garver (1973 cited in O'Brien, 2018 ), the concept of violence is considerably more intimately associated with the concept of violation than

it is with the concept of force.  Many modern theorists of violence have adopted Garver's notion of characterizing violence as a violation, but there seems to be considerable debate regarding what precisely is violated when an act of violence occurs (Waldenfels, 2000,)citedin O'Brien, 2018. The most common response to the question "what is a violation of?" is "rights violations." Unfortunately, this response's

initial appeal is deceiving. If violence is a breach of rights, it is only reasonable to inquire about the nature of the rights that are being violated. The following step is one

of the most challenging. There are at least three different ways to think about the collection of rights that are infringed by a violent act. First, we might be discussing a violation of personal rights, or those rights that are fundamental to one's identity. The most well-known proponent of this viewpoint is Garver (1968, 1973) cited in  O'Brien, (2018). He claims that there are two types of rights: those that pertain to the body and those that pertain to the dignity of the individual.  Second, we might be discussing a violation of the right to self-determination in its broadest sense. This response is popular among political philosophers who believe in self-ownership. For example, Nozick (1974, )cited in Gil,(2015).  famously states that ‘individuals have rights, and there are things no person or group may do to them (without violating their rights)... any more extensive state [beyond a minimal state] will violate persons' rights not to be forced to do certain things, and any more extensive state [beyond a minimal state] will violate persons' rights not to be forced Finally, we might be discussing a violation of human rights, which is broadly defined as any barrier or hindrance to the satisfaction of a fundamental need. Galtung (1969) cited in gill, (2015) is probably the most well-known proponent of this viewpoint, which is still widely held, particularly among extreme anti-globalization activists.  

Jamil Salmi (1993, ) cited in cited in obrien (2018), for example, defines violence as "any preventable conduct that represents a violation of a human right, in its broadest sense, or that hinders the fulfillment of a fundamental human need." He goes on to argue that it is acceptable to regard individuals who are starving or undernourished as victims of social violence if they are starved or undernourished for social or political reasons. The attraction of characterizing violence as a violation of rights is obvious, but closer examination reveals at least two inherent flaws in this line of reasoning. 

There are instances of violence that occur without rights being infringed, but they are uncommon. ‘[While] in the most common instances violence entails the violation of some moral right... there are other examples, such as wrestling and boxing, in which even paradigmatic violence may occur without the violation of any moral right,' writes Audi (1971,). Another point of contention is the notion of rights being infringed in their broadest sense.          

Violence is considered to encompass violations of our socioeconomic rights in addition to violations of our fundamental rights, such as the right to life, personal protection, and liberty. However, the wider our concept of human rights grows, the more widespread and unavoidable violence becomes. Almost every action may be considered a violation of someone's rights, making violence all-pervasive and therefore worthless. ‘If violence is the violation of a person or a person's rights, then every social wrong is a violent one, every crime against another a violent crime, every sin against one's neighbor an act of violence,' writes Joseph Betz (1977,) cited in Obrien (2018).

Minimalist vs Comprehensive Conceptions of Violence 

So far, researchers have looked at two distinct approaches to the concept of violence: violence as excessive force and violence as violation. The first method leads to a limited understanding of violence, while the second approach leads to a more expansive understanding. The major benefit of defining violence in terms of excessive or destructive force is that it establishes clear limits around what constitutes an act of violence, preventing the temptation to use the word violence as a synonym for anything that is bad or morally wrong.  This helps to explain why Norman Geras (1990, )cited in Harcourt, ( 2019) proposes that violence be defined simply as "the use of physical force to murder, wound, or cause direct damage or suffering to human people." Violent psychological abuse of, or the sharp, caustic psychological attack upon, a person or animal; or the highly vigorous, or incendiary, or malicious and vigorous destruction or damaging of property or potential property' are examples of definitions of violence that emphasize the notion of physical force deliberately used to cause suffering or injury. One of the most important aspects of Audi's concept is the recognition that violence has a psychological component. 

This has special relevance in the increasing literature on family violence, where the psychological harm caused by living in continuous dread and danger of violence is acknowledged as a component of domestic abuse.  Similarly, a growing body of evidence from genocide survivors indicates that psychological violence, rather than physical violence, may be the worst element of an act of violence.  Another issue with the MCV is that it seems to ignore the most widespread and damaging kind of violence: structural or institutional violence. In his groundbreaking essay ‘Violence, Peace, and Peace Research,' he explores the relationship between violence, peace, and peace research. Galtung (1969) cited in Obrien (2018) differentiates between "direct violence," in which the perpetrator of an act of violence can be identified as a person or group of people, and "structural violence," in which no one person directly hurts another. The violence in structural violence is built into the system and manifests as uneven power and, as a result, unequal life chances. Structural violence, as Galtung points out, is more lethal and destructive than direct violence.  The Comprehensive Conception of Violence is an effort to expand our knowledge of violence, either along Audi's or Galtung's lines (CCV).  As we've seen, proponents of the CCV argue that there are some significant benefits to moving beyond the MCV, but the CCV also has major flaws that must be addressed. Audi, for example, would seem to provide merely a more ambiguous and less clear definition of violence by adding a psychological component. 

Although it is true that not all psychological abuses constitute acts of violence, only those that are "vigorous," as Audi acknowledges, the word "vigorous" is intrinsically ambiguous and possibly even subjective.  Galtung's concept of structural violence is beset by a similar issue. When Galtung (1969,) says that "violence is present when human beings are affected in such a way that their actual physical and mental realizations are below their potential realizations," he doesn't realize that his definition is much too wide. Galtung has drew a lot of flak, including from Keane (1996,)cited in Horton (2016) , who dismisses him: ‘attempts (such as John Galtung's) to stretch its meaning to include “anything avoidable that impedes human realization” effectively makes a nonsense of the concept [of violence], linking it to a questionable ontological account of “the satisfaction of human needs” and making it a nonsense of the concept [of violence], linking it ( Coady, 1986, cited in Horton2016). It is critical to define the parameters of what constitutes a violent act for definitional reasons. There seems to be no consensus on this topic at the moment, with some advocating for a smaller scope (MCV) and others defending a wider reach (CCV). 

This argument is known as the Minimalist Conception of Violence since it cannot be resolved here (MCV).  It is generally preferable to aim for accurate, tight definitions of important concepts, thus the MCV is to be appreciated from a strictly analytical standpoint. The issue with the MCV is that it ignores too many other essential aspects of the phenomena of violence by limiting acts of violence to deliberate, direct, physical actions against other people. Audi (1971,)cited in O'Brien, 2018 , for example, reminds us that an act of violence may be physical or psychological, and can be directed against people, animals, or property, as his definition of violence suggests: ‘Violence is a physical attack on, or a vigorous physical abuse of, or a vigorous physical struggle against, a person or animal; or the highly important to emphasize that behind this debate is a disagreement of a different nature, namely whether violence should be defined from the perpetrators' point of view (violence as intentional, destructive force) or the victims' point of view (violence as intentional, destructive force) (violence as a violation). Another method, which hasn't been extensively explored in the literature, is to characterize violence from the perspective of a neutral observer or third party. 

Film

Film, also known as motion picture or movie, is a sequence of still images on film that are projected onto a screen in fast succession using light. This provides the appearance of real, smooth, and continuous movement due to the optical phenomena known as persistence of vision.

Film is a very powerful medium for communicating drama and, in particular, for evoking emotion. The art of motion pictures is very complicated, involving contributions from almost every other art form as well as a wide range of technical abilities (such as sound recording, photography, and optics). This new art form emerged at the end of the nineteenth century and quickly became one of the most popular and important media of the twentieth century and beyond. Film was soon recognized as possibly the first genuinely widespread form of entertainment as a business enterprise, providing fictitious tales to huge audiences in theaters. Without losing its wide appeal, film became a vehicle for creative expression in fields such as acting, directing, screenplay, cinematography, costume and set design, and music.

Essential Characteristics of Film
The art of motion pictures has experienced many fundamental changes in its brief existence, such as those brought about by the advent of sound. It exists now in a variety of genres that vary greatly from nation to country, as well as in forms as varied as a one-person documentary shot with a handheld camera and a multimillion-dollar epic with hundreds of actors and technicians. A lot of things spring to mind while thinking about the movie experience. For one reason, the illusion of movement has a slightly hypnotic quality to it that keeps the attention and may even reduce crucial resistance. Because it is created by a nonhuman, scientific process, the cinema image's veracity is appealing. 

Furthermore, the motion picture conveys a strong feeling of being present; the film image seems to be in the present tense at all times. There's also the fact that cinema seems to depict real people and objects. The circumstances in which the motion picture is perfectly viewed, where everything serves to dominate the viewers, are no less essential than any of the above. 

They are removed from their normal surroundings, separated from others to some extent, and placed in a dark theater. The darkness draws their attention to the picture on the screen and stops them from comparing it to nearby items or people. Spectators live in the world that the motion picture creates in front of them for a short time. Even yet, the immersion in the film's universe isn't total. Rarely does the audience respond as though the actions on screen are genuine, such as by diving in front of a speeding train in an unique three-dimensional effect. Furthermore, such effects are regarded as a rather poor kind of motion picture art. Viewers often expect a film to adhere to unwritten norms rather than the actual reality. 

Although viewers may sometimes want precise realism in terms of costume or setting, they also expect the film to transport them away from reality and encourage them to use their imagination, a demand made by great works of art in all genres. Most films aim for a feeling of realism that is achieved via a series of norms, or rules, that are implicitly accepted by spectators and reinforced through repeated viewings. Brownish lighting, filters, and props, for example, have come to symbolize the past in films depicting early twentieth-century American society (such as The Godfather [1972] and Days of Heaven [1978]. The brownish tint associated with such films is a visual code meant to conjure memories of a bygone period when pictures were reproduced in sepia, or brown, tones. 

The manipulation of actual reality to create a reality impact is much more obvious in storytelling codes. In order to get to the key parts of a narrative, audiences are willing to pass through large periods of time. For example, La battaglia di Algeri (1966; The Battle of Algiers) opens in a torture cell where a captured Algerian rebel has just revealed the whereabouts of his comrades. That site is assaulted in a matter of seconds, and the search-and-destroy mission's drive compels the viewer to believe in the operation's incredible speed and accuracy. 

Furthermore, if other elements of the picture indicate the shot as genuine, the viewer is willing to accept views from impossible angles of view. The rebels in The Battle of Algiers, for example, are shown inside a walled-in hiding place, but this unrealistic view appears authentic because the film's grainy photography plays on the spectator's unconscious association of poor black-and-white images with newsreels. Fidelity in the reproduction of details is far less important than the story's appeal to an emotional response, an appeal that the story makes to an emotional response. These fundamental qualities may be split into three categories: those that relate mainly to the motion-picture image, those that pertain to motion pictures as a unique medium for works of art, and those that originate from the motion-picture watching experience.

Qualities of the Film Image
The picture, or single shot, is the most basic unit of expression in cinema. The practice of imbuing pictures with magical powers has a long history. This connection has been extensively documented among many prehistoric peoples, and it is reflected in the phrase "magic lantern" as a synonym for "film projector." Any picture captured from the real world and displayed onto a screen seems to be magically transmuted to some degree. This mystical aspect helps to explain why early films like La Sortie des usines Lumière (1895; “Workers Leaving the Lumière Factory”), which were simply photographic recordings of everyday events in France in the 1890s by French cinema pioneers the Lumière brothers, had such a warm response.

Intensity, Intimacy, Ubiquity
The prominent features of the motion-picture image have been identified as intensity, intimacy, and ubiquity. Its ability to keep the spectator's full attention on whatever slice of reality is being presented gives it its intensity. Except for occasional periods of focus on what is chosen for deeper examination outside the theatre, a person's attention is generally scattered in the infinite surrounding world. In the movie, one is forced to gaze at something that the director, not the audience, has chosen for reasons that are not always obvious. 

This intensity is particularly apparent when the camera is focused on something for a longer period of time than appears appropriate, and viewers become keenly aware of their lack of control over their own attention. This method isn't utilized very frequently, but when it is, it's extremely successful.

The camera's capacity to perceive objects in more detail than the eye allows for the intimacy of the film picture. This capacity is shown in both long-distance and close-up images using a telephoto lens. A recurring motif in the Japanese film Suna no onna (1964; Woman in the Dunes), for example, is conveyed by images of grains of sand that have been magnified several times. The camera's seeming flexibility to roam from place to place, approach or retreat instantly contributes to the sense of ubiquity (being everywhere at once). The impression produced by editing, which enables numerous pictures depicting a lengthy, complex event to be shown in a relatively short film or sequence, such as that illustrated by the beginning of The Battle of Algiers, is no less essential to this sense of ubiquity. The image's spatial and chronological authority even allows sequences depicting the past, future, and dreams to be given credence.

Particularity
Other aspects of the cinema picture that are as significant may be highlighted. One of them is its uniqueness. The language of words is conducive to abstraction and generalization. Words like man or home don't refer to a specific man or house, but rather to men and houses in general, while more abstract concepts like love or dishonesty have even fuzzier connections with specific objects. Motion movies, on the other hand, depict only specific objects, such as a certain guy or a specific home. In this sense, a film picture may be less confusing than words, but it is also less emotive, less likely to be enhanced by imagination, connection, or memory. The motion-picture image, despite its uniqueness, may also be confusing in that it displays but does not explain. It doesn't tell you what it signifies by itself, yet humans are wired to look for meaning in pictures. 

This is why in instructional films, commentary is considered to be crucial in nailing down exact meaning. Many evocative films, ranging from Robert Flaherty's Nanook of the North (1922) to Errol Morris's Fast, Cheap, and Out of Control (1997), forego narration, forcing the viewer to focus on the astonishing and untranslatable particular sights and sounds they gather. The spectator compulsively searches for the reason behind a particular sequence of images.remarkable and untranslatable specific sights and sounds they collect explains why the juxtapositions of montage are so effective the spectator compulsively searches for the reason behind a particular sequence of images. The viewer's obsessive quest for the explanation behind a specific sequence of pictures also explains why montage juxtapositions are so effective the spectator seeks for the reason behind a particular sequence of images.

Neutrality

The neutrality of the film picture is another feature. People's emotions and interests have a big impact on the world they perceive around them. A plumber repairing pipes at a museum may be blind to the masterpieces surrounding him or her, whereas an enraged individual may hear an insult meant for someone else. 

However, it is believed that the camera and microphone recreate pictures and sounds without emotion. Despite the reality that focus, directionality, and other technical constraints restrict what may be seen and heard, viewers are willing to assume that the motion picture is inhuman or even superhuman in its passive information reception. For example, courts are more inclined to accept video as proof of an event such as a bank robbery than an artist's drawing or a journalist's account of the same action. When a film seems to be emotionally charged, it's generally because the filmmaker has meticulously altered the visuals to get this effect. The mind follows the eyes in daily life; the mind follows the eyes at the movie.

Characteristics of the Medium
Luminosity, movement, realism, and montage are four qualities that distinguish the motion-picture media from other mediums for works of art, either in degree or type.

Luminosity
The extreme brightness of the image projected onto a covered screen by strong light changes even the most basic aspect of reality. Advertisers' attempts to create bright effects in posters and displays testify to the attraction of a glowing image. The motion-picture image's brightness also results in a wide range of tone, from the brightest highlight to the deepest darkness. The most subtle picture gradations are therefore achievable in both black-and-white and color films.

Movement

Movement is such an apparent element of the motion picture that its fundamental significance is often overlooked. The motion picture has many characteristics with the graphic arts, but the addition of movement changes it, enabling a story or drama to develop in time in a manner that no other form of graphic art can. Movement must be considered continuously in both film making and film appreciation: motion picture composition is kinetic rather than static. It's not a single color that counts, but the overall impact, and it's not a single scenario that matters, but a growing narrative. A motion picture's composition inside each frame, or exposure, is just as essential as its connection to those that come before and after it.

Realism

Another important feature of a motion-picture image is that it conveys a sense of realism. This sense of realism derived from motion-picture photography accounts for much of the power of motion pictures, whether in a play performed especially for the camera or in a documentary film of an incident at which the camera simply happened to be present. Animated films that lack this photographic realism are sometimes dismissed as delusions.The motion picture's effort to recreate three-dimensional realism on a flat screen faces the same challenges and possibilities as still photography and painting do. In reality, the typical camera lens is designed to create visual effects that are almost identical to those produced by artists using Renaissance perspective techniques. When visuals are accompanied by synchronized sound, cinematic realism is greatly enhanced, since a second sense, hearing, confirms what the eyes perceive. Although replicated sound may be adjusted in terms of distance, timbre, clarity, and duration, when combined with captured moving pictures, it brings its topic to life in a manner that other forms of representation cannot.

Montage

Montage, from the French monter, “to assemble,” is perhaps the most important aspect of the motion picture. Montage is the process of editing a film, which involves cutting and putting together exposed footage in a way that best communicates the work's purpose. Montage is what sets motion movies apart from the performing arts, which exist solely within the confines of a single performance. 

The motion film, on the other hand, utilizes the performances as raw material, which is pieced together like a book, an essay, or a painting, with room for trial and error, second thoughts, and, if necessary, reshooting. The sequence in which the film parts are shown may have a significant impact on the drama. Soviet filmmakers made many significant contributions to the philosophy of montage. Following the 1917 Russian Revolution, Soviet films were praised for their propagandist effectiveness, but film supplies were limited. 

To make the most of their limited resources, Soviet filmmakers meticulously studied the films of D.W. Griffith and other masters. Lev Kuleshov, one of those early Russian filmmakers, experimented with similar views of an actor's expressionless face. He put it in a movie before a scene of a bowl of soup, then another before a shot of a kid playing, and still another before a shot of a dead old lady. When asked to rate the actor's performance, an unprepared audience applauded his abilities to convey hunger, compassion, and sorrow, in that order. Sergei Eisenstein, a filmmaker and teacher who excelled in both fields, based much of his cinema theory on montage, which he likened to the compounding of characters in Japanese language. He pointed out that when the character for "dog" is combined with the character for "mouth," the result is not only "dog's mouth," but also the new notion of "bark"; similarly, cinema montage produces more than the sum of its parts. Another famous Russian filmmaker, Vsevolod Pudovkin, emphasized the significance of the spectator's mental baggage. He claims that an item only has filmic life if it is portrayed as part of a synthesis. Narrative, visual, and ideational montage are the three kinds of montage. In narrative montage, a single topic is followed from point to point via a series of pictures and situations. 

A character or place is examined from many perspectives in a fiction film, allowing the viewer to get a complete picture of the scenario being explored or described. Graphic montage happens when images are juxtaposed based on their physical look rather than their subject content. Some avant-garde works rely on the audience's ability to match the graphic relationships of disparate images, such as the people, objects, and shapes of numerical and alphabetical figures in Fernand Léger's Le Ballet mécanique (1924) or torpedoes, swimming seals, and blimps in Bruce Conner's A Movie (1958). Cutting is more common in graphic montage during shots of movement than during images of static activity. The seamless replacement of one picture by the next is made possible by this cutting on motion. In ideational montage, two distinct pictures are linked to a third entity, an idea that they both contribute to and are controlled by. For example, in Stachka (1924; Strike), director Eisenstein, who is credited with inventing the concept of ideational montage, successfully communicates the idea of slaughter by intercutting a picture of cattle being slaughtered with views of workers being killed by cavalry. 

These three montage styles are seldom seen in their purest form. The majority of ideational montage, as well as narrative montage that relies on graphic cutting to conceal its movement, works on the basis of visual resemblance of its components. Similarly, in A Movie, the visual matches between torpedoes, seals, and blimps create the impression of progress toward explosion and catastrophe. Aside from the difficulties that come with combining various kinds, the inclusion of a music track expands the montage's possibilities and impact. Such possibilities were referred to both Eisenstein and Pudovkin as "vertical" montage, as opposed to the "horizontal" unrolling of picture after shot. Because sound allows for the creation of relationships between what is seen and heard at any one time, the cinema picture can no longer be considered a standalone entity; it interacts with the sound that surrounds it. Sound relations (such as conversation, music, and ambient noise or effects) may be created in tandem to the picture track or as a separate structure and design that subtends what is shown. 

Overall, montage seems to be the most remarkable feature distinguishing the motion picture from other arts, and it is often cited as the medium's foundation. Nonetheless, several films, notably those by Japan's Mizoguchi Kenji, Italy's Roberto Rossellini, and Hungary's Jancsó Miklós, depend on the medium's particular characteristics of brightness, movement, and realism to communicate their force and beauty rather than montage.

The Film Experience
Motion picture watching started off as a one-person activity. Soon after, the invention of motion-picture projection turned the medium into a kind of theatrical entertainment that could be enjoyed by huge groups of people at the same time. By the end of the twentieth century, new technologies had enabled a broad range of watching choices, from a single viewer at home to crowds of thousands in a single venue or millions across several locations. Thomas Edison and William Dickson developed the Kinetoscope, the first motion-picture viewing device, in 1891. It only enabled one spectator at a time to gaze via a peephole at the machine's small moving pictures. Projectors capable of expanding the picture on a screen in a theatrical area were created within a few years. Peephole viewers were quickly made obsolete by projected motion pictures, but they could still be found as novelty items at penny arcades and amusement parks for decades. 

The motion picture flourished as a mass media centered on theatre presentation in the first half of the twentieth century. Attending movies became a social activity that could be done with friends or in a crowd of strangers. Although the physical environment was comparable to live events like as stage or concert performances, there were significant distinctions in the viewing of mechanically reproduced pictures rather than real people. In terms of attire and demeanor, moviegoers were more relaxed. Eating and drinking during movies grew popular, and many exhibitors found that selling popcorn and soft drinks was more profitable than selling tickets. Patrons could arrive and leave in the midst of a program because of consecutive repeat showings, giving birth to the phrase "This is where I came in," which became outdated and completely forgotten by the end of the twentieth century, when theatres were cleaned after each screening. 

Following World War II, when television became a competitive home-entertainment medium, theater movie attendance plummeted. Older films, on the other hand, became a mainstay of television programming, and television started to act as a major promotional tool for new films. While the way motion movies were shown on television varied by country, it was customary in the United States for commercial broadcast channels to break up the showing with numerous commercial breaks. These works were later altered for television release after the introduction of CinemaScope and other widescreen formats for motion pictures in theatrical release in the mid-1950s a technological innovation intended to highlight the value of the large-screen theatre experience in contrast to the then small-screen home medium. The original versions of widescreen films were rephotographed, sometimes with additional camera movements added, to capture key screen events for the smaller television frame, using a process known as "panning and scanning." 

As theater movie attendance settled at considerably lower levels than before World War II in the late twentieth century, television became the primary medium for film presentation. The videocassette recorder (VCR), a device that could record television signals on magnetic tape cassettes as well as play prerecorded cassettes, dramatically expanded the home-viewing experience in the 1980s with the emergence of cable television, with channels playing up-to-date motion pictures without commercial breaks, and especially with the development of the videocassette recorder (VCR), a device that could record television signals on magnetic tape cassettes as well as play prerecorded cassettes. Movie studios began releasing new and older films on videocassette, and neighborhood video shops sprang up to rent and sell the tapes. In the same way that people pick a book to read or recorded music to listen to, home viewers could choose what they wanted to watch and take motion images on video home with them. New technologies developed at the end of the twentieth and beginning of the twenty-first century expanded the scope of motion picture watching at home even further. Hundreds of channels were available on satellite or digital cable systems, with many of them showing movies constantly. 

The DVD (digital video disc, or digital versatile disc) was introduced in the 1990s, and it transforms analog audio and video signals into binary data that can be read by a low-power laser. Even early DVDs contained motion pictures in both their original widescreen theatrical-release format (i.e., in “letterboxed” form, a term referring to the black bands that appear above and below the image on a television with a roud) and their original widescreen theatrical-release format (i.e., in “letterboxed” form, a term referring to the black bands that appear above and below the image on a television with a roud) and their original Voice-over commentaries from directors and other creative personnel, documentaries on the making of the film, preview trailers, screen tests, and other supplemental materials were made available in original or dubbed languages, and a variety of supplemental materials were made available, including voice-over commentaries from directors and other creative personnel, documentaries on the making of the film, preview trailers, screen tests, and more. The Blu-ray technology, which became an industry standard in 2008, promises considerably more storage capacity on optical discs. The first decade of the twenty-first century also saw the widespread adoption of video-on-demand (VOD), which allowed home viewers to request immediate delivery of their favorite motion films to their television or computer displays. 

With the advent of streaming services like Netflix, internet-based VOD plays an increasingly important part in the distribution and circulation of motion films. P2P (peer-to-peer) file sharing, which was regarded as a threat by film studios, was also important. While theatrical exhibition remained important, and theatres retained their value as social gathering places with large-scale images, the dominant trend in the experience of motion pictures gave home viewers more control over what films they watched, when they watched them, and how they watched them. Viewers were able to pause, expand, reverse, fast forward, skip to selected parts, and take control of the screening process like never before.

Expressive Elements of Motion Pictures
Many observers have seen in films a means of expression comparable to language. The French poet and filmmaker Jean Cocteau, for example, called the cinema “picture writing.” The language of film, however, is not the language of words, even though spoken dialogue has been an integral part of motion pictures since the late 1920s, and written captions were usually required to explain the action before that.       

It is   primarily in the qualities of its images and sounds that the expressivity of the cinema must be sought. Certain basic traits of motion pictures may operate with the logic of natural language, but few theorists have held that cinematic expression follows rules like those of natural language. As Christian Metz, one of the foremost film theorists of the 20th century, argued, it is not linguistics so much as poetics that should serve as a model for those interested in understanding or explaining how a film works. 

Various codes of expression have, nevertheless, been shown to operate naturally or to have been inculcated, and their effects can be calculated. Such codes and effects occur in all aspects of movie-making and can most readily be categorized into those affecting cinematography, editing, sound, the script, acting, and design.

Cinematographic Expression
The filmmaker may alter the camera's neutrality, and therefore the "reality" that is communicated to the viewer, in a variety of ways. The motion picture becomes such an expressive medium mainly because of these techniques. Several of these methods of expression should be highlighted. The first is framing, which entails carefully choosing what will be included and omitted from each frame of the film. 

Second, there's scale, which refers to the size and location of a certain item or portion of a scene in relation to the rest of the picture, as defined by the camera's position. The third factor is camera movement, or the lack thereof, throughout the filming process. Fourth, you may take use of the unique benefits of either color or black-and-white photography. Finally, additional extremely expressive methods may be accomplished via the cinematographer's expertise and understanding of laboratory procedures. The next sections will go through each of these modes of expression.

Framing
The purpose of framing is to remove what is unnecessary from a film, to focus the audience's attention on what is vital, and to give it particular significance and power. In the same way as the frame of a painting encloses the space in which the painting must be arranged, each frame of film, which matches in shape to the picture shown on the screen, provides the foundation for a graphic composition.

Aspect ratios, or the ratio of frame width to frame height, have been utilized in motion films in a variety of ways. The most common, or Academy ratio, is 1.33 to 1, or 4 to 3, which corresponds to the proportions of a 35-mm film frame. An picture with larger horizontal and shorter vertical dimensions is produced by utilizing 70-mm film or a special CinemaScope lens—a proportion of approximately 5 to 2, or between 2.2 and 2.65 to 1. Utilizing 35-mm film and masking the top or bottom or both, a similar effect dubbed wide screen was occasionally produced without the costly equipment needed for CinemaScope by using a ratio of 1.75 to 1, or 7 to 4. Although certain theaters were expanded and broadened in the 1970s to handle 70-mm pictures, a trend toward smaller theaters kept the image ratio close to 1.85 to 1 in the US and 1.66 to 1 in Europe. The Academy ratio's mild elongation has shown to be the most flexible for producing conventional compositional effects. When small-scale people in the foreground are photographed against a towering sky, like in Days of Heaven, an expansive sense is readily conveyed. The tension established between the outward movement of the composition and the rectangle of the screen can easily be lost in the wide CinemaScope dimension; however, early fears about wide screen's insensitivity to intimate love scenes proved unfounded, at least in the hands of careful cinematographers. 

A number of foreign directors, including Akira Kurosawa (Japan), François Truffaut (France), and Miklós Jancsó (Hungary), were able to achieve stunning effects in CinemaScope by overcoming their fear of moving the camera, as seen in the battle scenes of Shichinin no samurai (1954; Seven Samurai), the bicycle ride in Jules et Jim (1961), and the nonstop camera dance of Még ké Because the spectator's eye is encouraged to wander the visual field, establishing connections that are more firmly defined in the conventional ratio, wide screen necessitates a different style. 

The frame may be split to display two or more scenes at the same time, regardless of its ratio. Although frame division can be used for dramatic or purely aesthetic effect, as in John Frankenheimer's Grand Prix, this technique is traditionally used for credit sequences, musical interludes, or moments when the presentation on a single screen of two or more simultaneous occurrences results in comic interrelationships (1966). A good use of framing is to exclude a crucial element of the action, either temporarily or permanently. 

Offscreen space is considered to play a more active role in film than it does in art or theater. The camera may be focused on the hero, while the villain is only recognized as a voice shouting "Hands up!" ” alternatively, in a science-fiction film, the camera may linger on the victim's fear before showing the monster who is the source of it. Oblique framing, or tilting the camera sideways so that the picture on the screen looks misaligned, may provide powerful dramatic effects. A jail riot depicted via oblique framing in the early Russian film The Ghost That Never Returns (1929) creates the appearance that the structure is being pushed over. Some filmmakers, such as Carol Reed of the United Kingdom, have made this a trademark (The Third Man, 1949).

Scale
The viewer may easily be misled about the size of things in the cinema since scale varies from shot to shot. Actors may be made to seem like midgets or toddlers when they appear next to huge tables and chairs, like in the Stan Laurel and Oliver Hardy comedy Brats (1930). In King Kong (1933), on the other hand, a small-scale model of New York Metropolis was utilized to create the appearance of the real city being attacked by a gigantic ape. 

The emotional tone of a scene may be greatly influenced by scale. An actor may seem lonely, distant, weak, or sad from afar; up close, the performance may appear strong, menacing, or bestial. Shots for artistic purposes range from an extreme long shot (the widest view on the smallest scale), with houses or ships appearing as tiny dots on the horizon; through medium shots, two shots (i.e., a shot of convenient size to include two actors), and others; to an extreme close-up, with part of a face, an eye, or a fist filling the screen; and others (the most restricted view on the largest scale). 

Beyond these extremes, telescopic or microscopic images are often of scientific rather than aesthetic significance. Occasionally, different scales are contrasted in a single picture to create a clear dramatic or rhetorical impact. Significant characters in Orson Welles' Citizen Kane (1941) are frequently placed in the right or left foreground as an event takes place in the background that disturbs or dominates that individual. When the shot changes to one in which Gettys is in the foreground looking down on the insignificant speaker from a balcony, the gigantic political poster of Kane that rises behind the podium on which he, in the foreground, makes a speech promising to ruin his rival, Gettys, shrinks to the size of a postage stamp. Gettys is shown to have control over the action via the use of various scales. As previously said, the camera exaggerates perspective, which contributes to the dramatic impact. It's particularly noticeable in a still picture of a massive hand or a sunbather's massive feet taken close to the camera lens. 

The director of cinematography usually reduces the impact of this distortion, although it is sometimes used in an extreme manner. It was employed to give a drug-taking session an atmosphere of hallucination and nightmare in Easy Rider (1969), and it was utilized constantly in Brazil (1985) to create an atmosphere of paranoia and horror. What comes before and after has an impact on scale. The close-up has the most dramatic effect after long or medium shots, and it's a relief to go back to the middle or distant distance after so many close-ups.

Film acting
Because scale changes from shot to shot, the spectator may be easily deceived about the size of objects in the movie. When actors appear next to large tables and chairs, they can be made to appear as midgets or toddlers, as in the Stan Laurel and Oliver Hardy comedy Brats (1930). A small-scale model of New York Metropolis was used in King Kong (1933) to create the appearance of the real city being attacked by a gigantic ape. 

Scale may have a big impact on the emotional tone of a scene. From a distance, an actor's performance may appear lonely, distant, weak, or sad; up close, the performance may appear strong, menacing, or bestial. Shots for artistic purposes range from an extreme long shot (the widest view on the smallest scale), with houses or ships appearing as tiny dots on the horizon; to medium shots, two shots (i.e., a shot of convenient size to accommodate two actors), and others; to an extreme close-up, with part of a face, an eye, or a fist filling the screen; and others (the most restricted view on the largest scale). Beyond these extremes, telescopic or microscopic pictures are often used for scientific purposes rather than for aesthetic purposes. 

Different scales are sometimes juxtaposed in a single image to generate a strong dramatic or rhetorical effect. In Orson Welles' Citizen Kane (1941), important individuals are often positioned in the right or left foreground when an occurrence in the background upsets or dominates that person. The gigantic political poster of Kane that rises behind the podium on which he, in the foreground, makes a speech promising to ruin his rival, Gettys, shrinks to the size of a postage stamp when the shot changes to one in which Gettys is in the foreground looking down on the insignificant speaker from a balcony when the shot changes to one in which Gettys is in the foreground looking down on the insignificant speaker from a balcony when the shot changes to one in which Through the use of various scales, Gettys is shown to have control over the action. 

The camera, as previously stated, exaggerates perspective, adding to the dramatic impact. It's especially noticeable in a still photo of a large hand or a large pair of sunbather's feet taken close to the camera lens. Although it is sometimes used in an extreme manner, the director of cinematography usually reduces the impact of this distortion. It was used to generate a sense of hallucination and nightmare during a drug-taking session in Easy Rider (1969), and it was used often in Brazil (1985) to create a sense of paranoia and dread. Scale is influenced by what comes before and after. After lengthy or medium shots, the close-up has the most dramatic impact, and it's a relief to return to the middle or far distance after so many close-ups.

Effect of Films

These days, audiovisual input and output devices are widely utilized. Everyone is viewing videos now more than ever. As a result, the film business is undoubtedly one of contemporary society's most important industries. Sitcoms and comedy programs make us laugh, psychological thrillers make us think about the world in new ways, and historical films help us comprehend our history. Every video and film has the power to represent society and change people's minds. 

The political, social, and economic potential of audiovisuals has been shown and utilized throughout history. Leaders like Adolf Hitler, for example, were effective in using films as propaganda weapons during World War II, demonstrating the sheer power of cinema, which has even sparked revolutions. 

Political and economic leaders have used film to change and shape people's perspectives, either for their personal profit or for the benefit of the people, as technology advances. A good movie may amuse, educate, and inspire the spectator in a variety of ways. Quality translations are also widely accessible and very cheap for everyone these days, making it simple for filmmakers to reach their target audiences from all over the globe in their home language. Take, for example, the effect that music has on individuals. 

They have the ability to make us think. They have the ability to make us sympathetic. They have the power to motivate us to assist others and to do good for mankind. Romantic films, on the other hand, may help us remember why love is so essential and worth fighting for. We weep and laugh at our own romantic faults because of them. Crime and action television programs also serve as warnings on the risks of criminal activity, terrorism, and war. In certain instances, movies may even arouse empathy in individuals who have never personally experienced combat. Even if we've never visited a war-torn country, they may make us feel responsible for our brothers and sisters who live there. Movies reflect culture, which is very important for the localization business. Every film is situated in and produced inside a certain culture. Movies are an important aspect of our culture; they reflect our values and how we interact as a society. It's simpler to observe our worries, attitudes, faults, and strengths in movies than it is to interpret them from our everyday encounters. When our pre-existing ideas and ideals are questioned in films, we are able to question ourselves and welcome change. 

People from all around the globe may now view movies and learn about the customs of distant places due to audiovisual translations. Take, for example, Netflix. Netflix is an internet streaming service that offers a diverse selection of movies and television shows to people all around the globe. Netflix offers movies in a variety of languages that depict many civilizations and customs, allowing viewers from all over the globe to learn about the cultures of other countries. In fact, Netflix watching statistics shows that nine out of 10 individuals who watched the German TV series Dark did so from outside of Germany. Further research reveals that Narcos, Stranger Things, 13 Reasons Why, Riverdale, Black Mirror, and Chef's Table are among the most popular programs in India. Netflix's excellent localization methods allow viewers from all around the globe to watch any movie they choose with subtitles in their preferred language or a dubbed version of the program or movie.

Violence in Films 
According to the Oxford Advanced Learners Dictionary, violence is the exercise of physical force so as to inflict injury on, or cause damage to a person or property. Violence in the media can be traced back to ancient pictographs that displayed sacrificed acts and ceremonial torture. Adasanya (1997) posits that the media are so powerful that they hit or permeate the listeners or receivers consciousness like a bullet. Violent media are those that depict intentional attempt by individuals to inflict harm on others, among these violent films are cartoons, music video, horror films etc. it is assumed that through these programmes adolescent have unconsciously learnt that act of fighting, aggression and violence.
Ofonagora (1987) stressed the need to stamp that; “The images and impressions conveyed throughout these movies eventually end up stimulating our young ones into culture of immorality and violence, derailing the good and orderly development of a generation of our children. The rich cultural heritage of values, norms and history are now being explored by our film producer. Therefore, foreign pornography and violence must be eradicated from our moving markets, television and cable stations”. To examine what trends to exist in this study, there is need to look into the different perspective of violent film.
Wood (1983) Explained his perspectives of media vi people who are exposed to a large dose of dramatised film violence tend to view the world as a hostile and threatening environment. In Nigeria, films are one of the agents of socialisation. Comparatively, it is most alarming that adolescent spend not less than 75 hours a week watching film. This figure exceeds by far the amount of times spent in school. In other words, during a period of one week alone, a child would have watched a hundred killings, armed robbery, prostitution, rape, sex, violence, fight i.e. wrestling, etc. these films contents influence the behaviour of the adolescent greatly. Grossman, a retired U.S army officer and experts in the psychology of killing (Awake April 1999) stated that when young teenagers see somebody shot, stabbed, raped, they believe it were actually happening.

Elder (1993) U.S surgeon submitted that by portraying violence as a normal means of conflict resolution the media (film) are giving adolescent the impression that violence is socially acceptable.
Ugboruah A.(1992) asserted that most adolescent have become violent because of the type of film they watch. However, adolescent through the influence of film may become cigarette smokers, heavy alcoholic drinkers, involved in immoral activities. They can easily use derogatory language, indulge in notorious activities and become fraudsters. It is imperative to indicate that positively creating and controlling content of film will minimize to a large extent social ills, if passively selected for adolescent learning so that they will not become nuisance or social problem during their adulthood and thereafter.

Violence Film and Female Children Behaviour 
Vivian (1995) stressed that film has very magical power. The fantasy in the life of the young child is extremely important. Fairy tales have been used by every culture to instruct and help adolescents cope with feelings about themselves and their world.
A study by two Chicago based doctors, Erwon and hues Mann (1989) followed the video film viewing pattern of some adolescent for 22 years and they concluded that ahead of commonly accepted factor like video films is the most prominent predictor of aggression or violence in inter life. Most of the research on films and violence is designed to demonstrate a clear connection between what is seen on screen and what is enacted in real life. The truth is that adolescent imitate what they see and hear which are imbibed from violence on screen.

Macombs and Shaw (1981) pointed out that their learning with regards to issues shown in the media is always in direct proportion to the emphasis placed on the issue by the mass media. Today, televised media is the primary source of information, entertainment for countless adolescents, shaping their attitude, opinions, values and patterns of behaviours. This assertion reflects the power influence of films.
Skornia (1965) reported how a 17 year old U.S Narine Michael Lee Campbell killed his parents and sister with a matchet after watching a horror film on the television during the holidays though it was not stated whether he was provoked or he just acted on impulses based on the film he watched, it was however, clearly stated that he committed the murder after watching a horror film.

According to Time Magazine (1998) two boys aged 14 and 15 choked their 14 years old payment to death after watching a violent film. These explain why one of the research hypothesis states that violent films influence the character formation of adolescents. It is fair to assert here that violent film lead directly to violence and aggressive behaviour among adolescent. Generally, we can all assume that the above mentioned crimes are wrong but the fact that they were committed by adolescent shows a fault in the society. It is hard to believe that simply viewing of films could be so detrimental to adolescent, but there is indeed evidence in such direction. At this stage, morality and adolescent socialisation should be looked upon.

Violence Films and Female Children Social Behaviour 
Man is not programmed to live in a society, rather he has learn the rules and codes necessary to make him function in a society for a child to develop into an adequate member of society, he has to internalise the values of that society. The process of internalising the values (the do’s and don’ts) of a society socialisation is the process whereby the culture of a society in general or a social institution in particular is transmitted to individuals.
Douglas (1973) briefly defined socialisation in the general sense when he says it is the process through which individual acquire the social knowledge and skills necessary to enable them interact with others.
Bilton (1981) conceptualised socialisation as a process by which we acquire the culture of the society into which we are born and learnt the ways of thought and behaviour considered appropriate in our society. Socialisation is a life long process which involves many social forces variously called socialisation agents which consist of the family, school, peer group, church and mass media. The mass media among other are very powerful socialisation agents. The mass media are impersonal sources and they reach large heterogeneous audience. Films as one of the mass media are a “vehicle”escent for socialisation.
A study of Hebert and Paulson (1972) cited by Hess, et al, (1988) revealed that children is Canada begin to watch film before they are three (3 years old). That most five years old are regular viewers. By the age of eighteen that a child will have spent more time in front of the television than anywhere else including school. Schaefer and Larum (1997) study also which have revealed that; “apart from sleeping, watching television is most time –consuming activities of young people. In the society, particularly in the urban cities, it is now common to find children watching films all-day. These tubes which have been called “windows of the world”distinctive or “m characteristics. It permits initiation and role playing but does not encourage more complex terms of learning”.
Critics have argued that sitting back towards films for several hours expose adolescent to a great deal of violence on television. Therefore, morality and socialisation are important and better addressed by education than by censorial technologies with more than a million violent films filtering in the market in a month, the constitution which allows right to see and express ourselves is difficult to separate good from bad ones. Consequently parents and teachers should use the instrument of education to inculcate the knowledge of various consequences of violent films in the live norm and value in them.
2.2
THEORETICAL FRAMEWORK
Intra-individual Theory 

Explain violence in terms of an individual actor's intrinsic characteristic. Intra-individual level explanations focus on both physiologically based traits such as genes or chromosomes, as well as learned characteristics such as aggressive behavior, personality disorders, or abberations. In order to understand acts of violence, social-psychological theories look at how people interact with other individuals, groups, and society. In this case, violence is described as a consequence of frustrations, learning processes, or self-attitudes. Individual violence is explained by socio-cultural theories of violence, which look at societal structures including norms, values, institutional organization, and system processes. 

Intra-Individual Theories of Violence The source of violent actions is located in some intra-individual characteristic, condition, abberation, or illness, according to intra-individual theories of interpersonal violence. These theories concentrate on specific causes or combinations of variables that lead people to become violent. Intra-individual theories seem to be divided into seven categories. These are theories that are based on one or more of the following causative factors: (1) Biological-Instinctual, (2) Genetic, (3) Genetic - Evolutionary, (4) Psychopathology, (5) Bio-Chemical Pathology, (6) Aggressive-Personality, and (7) Alcohol and Drugs. All intra-individual ideas as explanations for family violence have a significant flaw: they don't explain why the violent act is directed towards a family member. Even assuming that the assertion that aggressiveness and violence are fundamental human impulses is true, such a theory does not explain why any such urge leads to the victim of violence being a family member rather than anybody else. As a result, although intra-individual factors are important for a complete understanding of family violence, we shall remove all but two of these four hypotheses from this article in the sake of brevity.       

Both of these theories have been extensively utilized as explanations for intra-family violence, therefore they were chosen because its relates to the study on the effect of violent films on , as the unrestricted watching of violent films can influence the behaviour of children in a family.

2.3 EMPIRICAL  REVIEW

Since 1995, thousands of studies, reports, articles concerning the impact of movie violence have been published a lot of time. Whether or not movie violence cause increased level of aggression and violence in young people is the perennial question of violent films on female children  Some researcher believe that exposure to violence is harmful and some believe that it’s not. 

According to Saleem in Pakistan Journal of Social Sciences (2016) recognize that violation, aggression etc. are the major apprehension in every society. Throughout the past, many researchers pay attention on its causes and effects and with the passage of time and with new technology this is become very serious issue. In US or other western country’s scholars are given great attention to this matter but developing countries like in Pakistan, their scholars are not very responsive on this problem. This studies find how violent movies effects teenagers in Pakistan. The result of this study found that many people said that they use these types of movies as a model for any crime.

However, Bushman, Jamieson, Bac and Romer in 2019 proposed that many scientists studied that the presence of guns in movies can cause aggression and this study examine what are the sources of using weapon which is represented in top movies. Their results found that violence in film is doubled since 19’s to now. These findings suggest that if our youth don’t use guns after seeing these types films they also exposed to use it because film producers are providing them not only a reason but also a script too. 

In the view of Dahl and Vigna in 2018 through laboratory experiments found that media violence increase the aggressive behavior. The research exploit different variations of violence in blockbuster movies to find whether violent acts increases the violent crimes. They provide casual evidences. Overall, they find that media violence effects people in short run and there design doesn’t allow them to explore whether it effects on a long term or not.

Further more, Browne, and Giachritsis in 2018 concluded that This debated is never be ended whether we are in any phase of life that how media effects people and how these effects can be investigate. This research reviews that fierceThis debated is never be ended whether we are in any phase of life that how media effects people and how these effects can be investigate. This research reviews that fierce images in TV programs, Movies, Videos, Games and online has substantial effects on people’s thoughts, arousal and emotions for short time which increases the aggressiveness and fearfulness especially in boys.  These evidences would be inconsistent when it effects teenagers and young people and also have long term outcomes.  images in TV programs, Movies, Videos, Games and online has substantial effects on people’s thoughts, arousal and emotions for short time which increases the aggressiveness and fearfulness especially in boys.  These evidences would be inconsistent when it effects teenagers and young people and also have long term outcomes. 

In addition Huesmann in 2017 suggest that Disclosure to violence whether shown in TV, Movies, Cell Phones, Games and on Internet can create behavioral problems. More exposure to violent electronic media can be risky to child and young people and they start behaving aggressively. Young people behave for a short run but children behavior is for long run. It is not only risky behavior but also increases the risk as much as many other factors like Public Health Threats. 

Finally, Sargent,  Heatherton, Ahrens,  Dalton, Tickle and  Beach in 2017 acknowledged that This study determine the exposure of adolescents who watch violent movies on an extreme level.  According to the study, they are more brutal and violent. Movie violence is never be counted in TV violence because it is a major contributor in violent behavior that is more sever that the violence in TV programming. 
2.4 CHAPTER SUMMARY

In this review the researcher has sampled the opinions and views of several authors and scholars on violence, films, its effects and other relevant subjects. The works of scholars who conducted empirical studies have been reviewed also. The chapter has made clear the relevant literature.

CHAPTER THREE

RESEARCH METHODOLOGY

3.1
AREA OF STUDY

Oshodi-Isolo is a Local Government Area within Lagos State. It was formed by the second republic Governor of Lagos State, Alhaji Lateef Kayode Jakande, also known as 'Baba Kekere' and the first Executive Chairman of the Local Government was late Sir Isaac Ademolu Banjoko. 

3.2
RESEARCH DESIGN

Research designs are perceived to be an overall strategy adopted by the researcher whereby different components of the study are integrated in a logical manner to effectively address a research problem. In this study, the researcher employed the survey research design. This is due to the nature of the study whereby the opinion and views of people are sampled.

3.3
POPULATION OF THE STUDY

According to Udoyen (2019), a study population is a group of elements or individuals as the case may be, who share similar characteristics. These similar features can include location, gender, age, sex or specific interest. The emphasis on study population is that it constitute of individuals or elements that are homogeneous in description.

This study was carried out to examine the effect of violent film on Nigerian female children in Oshodi-Isolo Local Government Area of Lagos State. Therefore the entire female children from the ages of 15-25 in the study area form the population of this study.
3.4
SAMPLE SIZE DETERMINATION

A study sample is simply a systematic selected part of a population that infers its result on the population. In essence, it is that part of a whole that represents the whole and its members share characteristics in like similitude (Udoyen, 2019). In this study, the researcher adopted the simple random sampling (srs.) method to determine the sample size. 

3.5
SAMPLE SIZE SELECTION TECHNIQUE AND PROCEDURE

According to Nwana (2005), sampling techniques are procedures adopted to systematically select the chosen sample in a specified away under controls. This research work adopted the convenience sampling technique in selecting the respondents from the total population

A total sample size of ninety seven (97) respondents was selected from the research population which comprise of 27 selected Nigerian female children from Oshodi/Bolade, 16 Nigerian female children from Orile Oshodi, 13 Nigerian female children from Mafoluku, 13 Nigerian female children from Shogunle, 19 Nigerian female children from Shogunle/Alasia and 9 Nigerian female children from Isoloeach making a sum of 97 respondents as sampled size using the convenient sampling method. According to Torty (2021), a sample of convenience is the terminology used to describe a sample in which elements have been selected from the target population on the basis of their accessibility or convenience to the researcher.
3.6
SOURCES OF DATA COLLECTION


The research instrument used in this study is the questionnaire. A survey containing 22 questions was administered to the enrolled participants. The questionnaire was divided into two sections, the first section enquired about the responses demographic or personal data while the second sections were in line with the study objectives, aimed at providing answers to the research questions which was raised against a four Likert scale of Strongly Agree(SA), Agree(A), Strongly Disagree(SD) and Disagree(D). Participants were required to respond by placing a tick in the appropriate column. The questionnaire was personally administered by the researcher.

3.7
METHOD OF DATA ANALYSIS

The responses were analysed using the frequency tables, which provided answers to the research questions. The hypothesis test was conducted using the Chi-Square statistical tool, SPSS v.23.
3.8
VALIDITY AND RELIABILITY OF THE STUDY

The reliability and validity of the research instrument was determined. The Pearson Correlation Coefficient was used to determine the reliability of the instrument. A co-efficient value of 0.68 indicated that the research instrument was relatively reliable. According to (Taber, 2017) the range of a reasonable reliability is between 0.67 and 0.87.

3.9
ETHICAL CONSIDERATION

The study was approved by the Project Committee of the Department.  Informed consent was obtained from all study participants before they were enrolled in the study. Permission was sought from the relevant authorities to carry out the study. Date to visit the place of study for questionnaire distribution was put in place in advance.

CHAPTER FOUR

DATA PRESENTATION, ANALYSIS , INTERPRETATION AND DISCUSSION OF FINDINGS
4.1
INTRODUCTION

The purpose of this study was to examine the effect of violent on Nigerian female children in Oshodi-Isolo Local Government Area of Lagos State. This chapter is concerned with the presentation, analysis, and interpretation of data gathered through the use of questionnaire distributed to the respondents. 

The study answered the following research questions:

Do you think there are reasons for making violent films?
What are the negative effects associated with watching violent films on female  children.
Does violence films affect the behaviour of Nigerian female children?

What are the ways negative effect caused by violent films on Nigerian children can be controlled?

To achieve the purpose of this chapter, the following sub-headings are discussed:

Data Presentation

Answering Research Questions, and
Test of Hypotheses
4.2
DATA PRESENTATION

The table below shows the summary of the survey. A sample of 97 was calculated for this study. A total of 85 responses were received, while a total of 70 were validated. This was due to irregular, incomplete and inappropriate responses to some questionnaire. For this study a total of 70 was validated for the analysis.

Table 4.1: Distribution of Questionnaire

	Questionnaire 
	Frequency
	Percentage 

	Sample size
	97
	100

	Received  
	85
	87.63

	Validated
	70
	72.16


Source: Field Survey, 2021

Table 4.2: Demographic profile of the respondents

	Demographic Information
	Frequency
	Percent

	Gender

Male
	
	

	
	0
	0%

	Female
	70
	100%

	Age
	
	

	15-17
	13
	18.57%

	18-20
	11
	15.71%

	21-23
	25
	35.71%

	24-25
	21
	30.01%

	Education
	
	

	WAEC
	49
	70%

	HND/BSC
	21
	30%

	MASTERS
	0
	0%

	PHD
	0
	0%


Source: Field Survey, 2021
On demographic information, table 4.2 reveals that all the respondents constituting 100% were females. 18.57% were aged between 15-17 years, 15.71% were aged 18-20 years, 35.71% were ages 21-23 years, while the remaining 30.01% were aged 24-25. On the education of the respondents, 70% were 0level result holders (WAEC),  while the remaining 30% were HND/BSC degree holders.
4.2
ANSWERING RESEARCH QUESTIONS

Research Question 1: Do you agree there are reasons for making violent films? 

(This question answers research question one)

Table 4.3:   There are reasons for making violent films.

	Option
	Frequency
	Percentage

	Strongly Agreed
	20
	28.57

	Agreed
	26
	37.14

	Strongly Disagreed
	14
	20

	Disagreed
	10
	14.29

	Total
	70
	100%


Source: Field Survey, 2021

From the responses obtained as expressed in table 4.3 above, on there are reasons for making violent films”, 28.57% of the total respondents strongly agreed, 37.14% of  respondents agreed followed by 20% of the respondents who strongly disagreed while the remaining 14.29% of the respondents disagreed.

Research Question 2: What are the negative effects associated with watching violent films on female  children?

Table 4.4:  Negative effects associated with watching violent films on female  children.

	Statement
	SA
	A
	SD
	D
	Total

	Practice of rape
	15
	32
	11
	12
	70

	Addiction to nudity.
	20
	31
	08
	11
	70

	Engaging in theft.
	34
	24
	00
	12
	70

	Practice of wayward pattern of dressing.
	21
	30
	10
	09
	70

	Practising alcoholism.
	19
	35
	10
	06
	70

	Engaging in prostitution.
	30
	40
	00
	00
	70

	Engagement in criminal acts
	20
	36
	07
	07
	70

	Interest in bloody fight
	32
	15
	10
	13
	70

	Interest in practising cultism
	31
	18
	10
	11
	70

	Desensitization to violence 
	35
	15
	10
	10
	70

	Increased fear of being victimized by violence
	30
	20
	08
	12
	70


Source: Field Survey, 2021
In Table 4.4 above on the negative effects associated with watching violent films on female  children; on the statement "Practice of rape", 15 respondents strongly agreed, 32 respondents agreed, followed by 11 respondents that strongly disagreed while the remaining 12 respondents disagreed. 20 respondents strongly agreed on the statement “addiction to nudity”, 31 respondents agreed, 8 of the respondents strongly disagreed while the remaining 11 respondents disagreed. On the statement "Engaging in theft", 34 of the respondents strongly agreed, followed by 24 respondents who agreed while the remaining 12 respondents disagreed. 21 respondents strongly agreed on the statement “Practice of wayward pattern of dressing”, 30 respondents agreed, 10 of the respondents strongly disagreed while the remaining 09 respondents disagreed. On the statement "Practising alcoholism", 19 of the respondents strongly agreed, followed by 35 respondents who agreed and 10 of the respondents who strongly disagreed while the remaining 06 respondents disagreed. 30 respondents strongly agreed on the statement “Engaging in prostitution, while the remaining 40 respondents agreed, On the statement "Engagement in criminal acts", 20 of the respondents strongly agreed, followed by 36 respondents who agreed and 07 of the respondents who strongly disagreed while the remaining 07 respondents disagreed. On the statement "Interest in bloody fight", 32 of the respondents strongly agreed, followed by 15 respondents who agreed and 10 of the respondents who strongly disagreed while the remaining 13 respondents disagreed. 31 respondents strongly agreed on the statement “Interest in practising cultism”, followed by 18 respondents who agreed and 10 respondents who strongly disagreed while the remaining 11 respondents disagreed, On the statement "Desensitization to violence", 35 of the total respondents strongly agreed, followed by 15 respondents who agreed and 10 of the respondents who strongly disagreed while the remaining 10 respondents disagreed. Lastly on the statement “Increased fear of being victimized by violence”, 30 respondents strongly agreed, followed by 20 respondents who agreed, and 8 respondents who strongly disagreed while the remaining 12 respondents disagreed. 

Question 3: Does violence films affect the behaviour of Nigerian female children?

Table 4.5:   Violent film affects the behaviour of Nigeria female children

	Option
	Frequency
	Percentage

	Strongly Agreed
	10
	14.29

	Agreed
	45
	64.29

	Strongly Disagreed
	5
	7.14

	Disagreed
	10
	14.29

	Total
	70
	100%


Source: Field Survey, 2021

From the responses obtained as expressed in table 4.3 above on  “violent film affects the behaviour of Nigeria female children”, 14.29% of the total respondents strongly agreed, 64.29% of  respondents agreed, followed by 7.14% of the respondents who strongly disagreed while the remaining 14.29% of the respondents disagreed.

Question 4: What are the ways negative effect caused by violent films on Nigerian children can be controlled?

Table 4.6: The ways negative effect caused by violent films on Nigerian children can be controlled.

	Statement
	SA
	A
	SD
	D
	Total

	By parent been involved in what their children watch on the television
	32
	15
	11
	12
	70

	By putting a password on stations that shows violent films
	31
	20
	08
	11
	70

	By limiting and censoring what children can watch on the television.
	24
	34
	00
	12
	70

	by allowing them to be supervised by an  adults 
	30
	21
	10
	09
	70

	Not having assess to the television 
	35
	19
	06
	10
	70


Source: Field Survey, 2021

In Table 4.6 above on ways negative effect caused by violent films on Nigerian children can be controlled; on the statement "by parents been involved in what their children watch on the television", 32 respondents strongly agreed, 15 respondents agreed, followed by 11 respondents who strongly disagreed while the remaining 12 respondents disagreed. 31 respondents strongly agreed on the statement “by putting a password on stations that shows violent films”, 20 respondents agreed, 8 of the respondents strongly disagreed while the remaining 11 respondents disagreed. On the statement "by limiting and censoring what children can watch on the television.", 24 of the respondents strongly agreed, followed by 34 respondents who agreed while the remaining 12 respondents disagreed. 30 respondents strongly agreed on the statement “by allowing them to be supervised by an  adults ”, 21 respondents agreed, 10 of the respondents strongly disagreed while the remaining 09 respondents disagreed. Lastly on the statement "not having assess to the television ", 35 of the respondents strongly agreed, followed by 19 respondents who agreed and 10 of the respondents who strongly disagreed while the remaining 06 respondents disagreed. 

Question 5: Are there any negative effects associated with watching violent films on female  children?

Table 4.7: There are no negative effects associated with watching violent films on female  children.
	Option
	Frequency
	Percentage

	Strongly Agreed
	5
	7.14

	Agreed
	5
	7.14

	Strongly Disagreed
	50
	71.43

	Disagreed
	10
	14.29

	Total
	70
	100%


Source: Field Survey, 2021

From the responses obtained as expressed in table 4.7 above on  “there are no negative effects associated with watching violent films on female  children”, 7.14% of the total respondents strongly agreed, 7.14% of  the respondents agreed, followed by 71.43% of the respondents who strongly disagreed while the remaining 14.29% of the respondents disagreed.

Test Of Hypothesis

H01: Violent films  does not affect the behaviour of Nigerian female children.

H02: There are no negative effects associated with watching violent films on female  children.
Level of significance: 0.05

Decision Rule: 

In taking decision for “r”, the following riles shall be observed;

If the value of “r” tabulated is greater than “r” calculated, accept the alternative hypothesis (H1) and reject the null hypothesis (H0).

If the “r” calculated is greater than the “r” tabulated, accept the null hypothesis (H0) while the alternative hypothesis is rejected

Hypothesis One

Table 4.8: Violent films  does not affect the behaviour of Nigerian female children.
	Response 
	Observed frequencies
	Expected frequencies (E) 
	O-E
	(O-E)2
	(O-E)

  E

	Strongly Agreed

Agreed

Strongly Disagreed

Disagreed


	10

45

5

10

70
	17.5

17.5

17.5

17.5
	-7.5

27.5

-12.5

-7.5


	-56.25

756.25

-156.25

-56.25
	-3.21

43.21

-8.93

-3.21

27.86


Degree of freedom =
(row-1) (column-1) 

= (4-1) (3-1)

= 4*1

=3

At 0.05 level of significance, given the above degree of freedom, table value of X2 (I.e X2t) = 7.815.

The decision rule is

Accept Ho if X2t>X2cal, and

Reject Ho if X2t<X2cal

Thus, since the X2t (7.815) < X2cal (27.86), we reject null hypothesis and accordingly accept alternate hypothesis. This implies that violent films affect the behaviour of Nigerian female children.

Hypothesis Two

Table 4.9: There are no negative effects associated with watching violent films on female  children.
	Response 
	Observed frequencies
	Expected frequencies (E) 
	O-E
	(O-E)2
	(O-E)

  E

	Strongly Agreed

Agreed

Strongly Disagreed

Disagreed


	5

5

50

10

70
	17.5

17.5

17.5

17.5
	-12.5

-12.5

32.5

-7.5


	-156.25

-156.25

1056.25

-56.25
	-8.93

-8.93

60.36

-3.21

39.29


Degree of freedom =
(row-1) (column-1) 

= (4-1) (3-1)

= 4*1

=3

At 0.05 level of significance, given the above degree of freedom, table value of X2 (I.e X2t) = 7.815.

The decision rule is

Accept Ho if X2t>X2cal, and

Reject Ho if X2t<X2cal

Thus, since the X2t (7.815) < X2cal (39.29), we reject null hypothesis and accordingly accept alternate hypothesis. This implies that violent films affect the behaviour of Nigerian female children.

CHAPTER FIVE

SUMMARY, CONCLUSION AND RECOMMENDATION

5.1 INTRODUCTION

This chapter summarizes the findings into the effect of violent film on Nigerian female children in Oshodi-Isolo Local Government Area of Lagos State.

The chapter consists of a summary of the study, conclusions, and recommendations.
5.1 SUMMARY OF FINDINGS

Data was collected from primary sources, and four likert scale tables were used to analyze questionnaire responses, and the Chi-square Statistical Tool SPSS v23 was used to test hypotheses.

From the findings analyzed, it was revealed that violent films has a negative impact on Nigerian female children.

After testing the hypothesis with the Chi-square Statistical Tool, it was discovered that violent films affects the behaviour of Nigerian female children and there are  negative effects associated with watching violent films on female  children in Nigeria as revealed by the results of the Chi-square hypothesis test.
5.2
CONCLUSION
The goal of this study was to examine the effect of violent film on Nigerian female children in Oshodi-Isolo Local Government Area of Lagos State. The study's specific goals was to figure out why people make violent movies, determine the harmful consequences of viewing violent films on female youngsters, learn more about how violent films influence female children's behavior and provide recommendations for reducing the harmful impact of violent films on Nigerian female youngsters.

The study adopted the survey research design and conveniently enrolled participants in the study. A total of 70 responses were validated from the enrolled participants where all respondents were female children residing in Oshodi-Isolo Local Government Area of Lagos State.

Having critically examined the research questions, tested the hypothesis, and the research findings, the following conclusion was made based on the information gathered:

There are reasons for making violent films.

There are several negative effects associated with watching violent films on female  children, among them include; practice of rape, addiction to nudity, engaging in theft, practice of wayward pattern of dressing, practising alcoholism, engaging in prostitution, engagement in criminal acts, interest in bloody fight, interest in practising cultism, desensitization to violence, increased fear of being victimized by violence.

Violent film affects the behaviour of Nigeria female children.
There are various ways in which the negative effect caused by violent films on Nigerian children can be controlled and among include; by parent been involved in what their children watch on the television, by putting a password on stations that shows violent films, by limiting and censoring what children can watch on the television, by allowing them to be supervised by an  adults, not having assess to the television etc.
There are negative effects associated with watching violent films on female  children.
5.3
RECOMMENDATION

Based on the responses obtained, the researcher proffers the following recommendations:

Parents should try to  explain the true consequences of violence, and point out how unrealistic it is for children to get away with violent behavior.
Parents should not let their female children spend too much time on violence movies as The more time they spend immersed in violent content, the greater its impact and influence.
Parents should Check out ratings, and, when there are none, find out about content. For example, content in a 1992 R-rated movie is now acceptable for a PG-13. Streaming online videos aren't rated and can showcase very brutal stuff.
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APPENDIX

QUESTIONNAIRE

PLEASE TICK [√] YOUR MOST PREFERRED CHOICE(s) ON A QUESTION OF YOUR CHOICE

SECTION A

PERSONAL INFORMATION

1. Gender

Male

[  ]


Female 
[  ]

2. Age 

15-17
[  ]
18-20
[  ]
21-23
[  ]
24-25
[  ]
3. Education

WAEC

[  ]

HND/BSC
[  ]

MASTERS
[  ]

PHD

[  ]
SECTION B

Please indicate the extent to which you are satisfied with the following items by ticking in any of the boxes represented by strongly agree (SA), agree (A), strongly disagree (SD) and disagree (D). 

Research Question 1

Do you agree there are reasons for making violent films?

	Option
	Please Tick

	Strongly Agreed
	

	Agreed
	

	Strongly Disagreed
	

	Disagreed
	


Research Question 2

What are the negative effects associated with watching violent films on female  children?

	
	Statement
	SA
	A
	SD
	D

	5
	Practice of rape
	
	
	
	

	6
	Addiction to nudity.
	
	
	
	

	7
	Engaging in theft.
	
	
	
	

	8
	Practice of wayward pattern of dressing.
	
	
	
	

	9
	Practising alcoholism.
	
	
	
	

	10
	Engaging in prostitution.
	
	
	
	

	11
	Engagement in criminal acts
	
	
	
	

	12
	Interest in bloody fight
	
	
	
	

	13
	Interest in practising cultism
	
	
	
	

	14
	Desensitization to violence 
	
	
	
	

	15
	Increased fear of being victimized by violence
	
	
	
	


Research Question 3

Violent film affects the behaviour of Nigeria female children
	Option
	Please Tick

	Strongly Agreed
	

	Agreed
	

	Strongly Disagreed
	

	Disagreed
	


Research Question 4

What are the ways negative effect caused by violent films on Nigerian children can be controlled?

	
	Statement
	SA
	A
	SD
	D

	17
	By parent been involved in what their children watch on the television
	
	
	
	

	18
	By putting a password on stations that shows violent films
	
	
	
	

	19
	By limiting and censoring what children can watch on the television.
	
	
	
	

	20
	by allowing them to be supervised by an  adults 
	
	
	
	

	21
	Not having assess to the television 
	
	
	
	


Research Question 5 

Are there any negative effects associated with watching violent films on female  children?

	Option
	Please Tick

	Strongly Agreed
	

	Agreed
	

	Strongly Disagreed
	

	Disagreed
	


