A SOCIOLINGUISTIC ANALYSIS OF CODE SWITCHING AND CODE MIXING IN SELECTED JENIFA’S DIARY EPISODES

ABSTRACT

This study was carried out to examine a sociolinguistic analysis of code switching and code mixing in selected jenifa’s diary episodes.  Specifically, the study examine the languages used in the production of movies in Nigeria with particular emphasis on Jenifa. The study also  assess the evidence of multilingual practice in Nollywood movies with specifics on Jenifa’s diary. The study further examine the level of indigenous languages utilization in the production of Nigerian movies. This study was carried out using the historical analysis. From the responses obtained and analyzed, the findings revealed that a combined application of Mares’(2003) classification strategies for the analysis of multilingual discourse in fictional texts and Irvin and Gal’s(2000) ideological representations of linguistic differences provide the framework for the analysis. The study also, reveals that the evidence of multilingual practice in Nollywood movies are of two types. The study hereby recommend that Nigerians should desist from stereotypic beliefs which are injurious to the peaceful existence of the country. Beliefs such as ascribing violence to some ethnic groups can fan enmity among the different tribes. This study also recommends that humour practitioners such as producers of humour and humour actors and actresses should also avail themselves of the knowledge of the language resources which they deploy in creating humour. This can be achieved by reading theses such as this and that will give them a better understanding of their acts and how to improve at it.
CHAPTER ONE:

GENERAL INTRODUCTION

1.1       Background to the study

The employment of more than one language, variety, or style by a speaker within an utterance or discourse, or between various interlocutors or contexts, is referred to as code-switching (Romaine, 1992:110). In linguistics, code-switching happens when a speaker switches between two or more languages, or language varieties, within a single discussion (Richard, 2005). Wardhaugh (2012: 103), on the other hand, claims that code mixing happens when a conversant uses both languages concurrently to the point where they switch from one language to the other in the course of a single speech. It simply implies that the conversationalist alters some of the components in their statement. Code mixing occurs without a shift in topic and can involve several levels of language, such as morphology and lexical elements. Because of its use and social position, code-mixing and code-switching are essential parts of sociolinguistics. The ongoing investigation of many aspects of code change is not surprising, as it has consequences that go beyond (socio)linguistic, anthropological, and psychological implications. To the extent that people's speech is an expression of their personal, social, cultural, and other identities, it is not an exaggeration to say that it affects the majority of the world's population; and, while code-switching has often been stigmatized as a stigmatized form of bilingual discourse, there is no doubt that learning more about the underlying rules of code-switching can only contribute to greater awareness among speakers from opposite poles (Adetuyi and Jegede, 2016).

Numerous writers and academics have proposed various explanations for why individuals mix code and code switch. It is apparent that they have both detrimental and beneficial consequences on language usage. It is consequently vital that these concepts relating to human society and our educational system receive adequate attention in order to be recognized and applied successfully where they are required. In a multilingual culture, there is generally one language that is organically impacted by others. Multilingualism has a variety of impacts, including code mixing and code change, bilingualism, diglossia, and so on. When a speaker comes into touch with two or more languages, he might begin using them jointly, even if not with equal skill. These languages, however, impact each other and frequently result in code mixing and code flipping (Kuntze, 2000). Jenifa Diary contains an example of a common setting in which speakers mix or switch codes. Jenifa's Diary, on the other hand, is a Nigerian television comedy series developed by Funke Akindele. The series is part of the Jenifa franchise and is based on the same-named naïve and amusing heroine. Jenifa's Dairy has over 11 (maybe 13) seasons of operation and is presently operational and ongoing (Ikeke, Nkem, 2017). This series depicts the story of a local rural girl who is anxious to escape her harsh way of life. In her desperation, she flees her town and travels to Lagos in order to obtain a visa to migrate to the United States. Despite the fact that her visa application was denied, she decided to stay in Lagos and live a better life. She subsequently ends herself in the University of Lagos, thanks to a lady she met, Toyo baby (Olayode Juliana), and Kiki (Lota Chukwu), who assist and accommodate her (Izuzu Chidumga, 2017). Jenifa's education is a failure, but she finds a job at the Nikki'o salon on the island with the assistance of her buddy kiki and becomes a huge success in her hair styling business. At Nikki'o saloon, she meets another stylist, Segun (Folarin 'Falz' Falana), who gets attracted in her, but she initially rejects him, but eventually accepts his proposal when he travels to America and they both become engaged (Ikeke, Nkem, 2017). People all throughout the country were continually looking forward to the next episode of the show, and the anticipation had almost reached fever pitch. Even elderly men and women were ardent supporters. But that's not the most incredible aspect. The most astounding aspect is how young people all around the country, particularly ladies, have resorted to speaking in the manner of Jenifa, the series' main heroine, whose main selling point was her perverted version of English (Anozie, 2017). Imitated speech, on the other hand, can be utilized due to communicative setup. It should be emphasized that Jenifa's Diary enables for dramatic speech; it may construct, correlate, and contrast several voices. By doing so, it mimics real-life scenarios of several languages being deployed in a normal oral dialogue among Nigerians. But, on a lighter yet more serious note, while this tendency isn't necessarily negative, it certainly isn't constructive. And why waste time doing something ineffective when you might be doing the opposite? And for those who argue that English is not our mother tongue, while it is not our mother tongue, it is still the official language. And it is still a required topic in o'levels and other types of exams (Anozie, 2017). On that point, the purpose of this study is to discover what drove code switching and code mixing in some of the characters in Jenifa's Diary Episodes, as well as why.
1.2       Statement of the problem

A few research on bilingual English speakers have been conducted. Some research focus on how English code speakers swap and mix between multiple language codes in their regular dialogues or discussions. All of these research gathered their data from real-world situations. None of them looked at the usage of code switching and blending in dramatized utterances. Investigating code switching and code mixing in Jenifa's Diary Episodes will help us figure out how these occurrences are employed among Nigerians. This is the void that this research aims to fill.
1.3       Aims and objectives

This research work intends to investigate code switching and code mixing in selected Jenifa’s Diary Episodes. This study sets to achieve the following objectives:

To examine the languages used in the production of movies in Nigeria with particular emphasis on Jenifa

To assess the evidence of multilingual practice in Nollywood movies with specifics on Jenifa’s diary.

To examine the level of indigenous languages utilization in the production of Nigerian movies
1.5       Significance of the study

The research will x-ray the possible social relevance of code switching and code mixing in TV soap opera in a multilingual Nigeria. The results of the study will assist in creating a better understanding of the code switching and mixing phenomenon amongst Nigerian bilinguals. Finally, it is hoped that this study will serves as a reference material for further research in this area.
CHAPTER TWO

REVIEW OF LITERATURES

As with any aspect of language contact phenomena, research on code- switching and code- mixing are firstly plagued by the issue of terminological confusion. 

2.1 Definition of Code 

In communications, a code is a rule for converting a piece of information (for example, a letter, word, or phrase) into another form or representation, not necessarily of the same sort. In communications and information processing, encoding is the process by which a source (object) performs this conversion of information into data, which is then sent to a receiver (observer), such as a data processing system (Mesthrie , 2001: 55). 

In semiotics, the concept of a code is of fundamental importance. Saussure emphasized that signs only acquire meaning and value when they are interpreted in relation to each other. He believed that the relationship between the signifier and the signified was arbitrary. Hence, interpreting signs requires familiarity with the sets of conventions or codes currently in use to communicate meaning (Trask and Stockwell, 2005:40). 

In computer programming, the word code refers to instructions to a computer in a programming language. In this usage, the noun "code" typically stands for source code, and the verb "to code" means to write source code, to program. This usage may have originated when the first symbolic languages were developed and were punched onto cards as "codes”. 

The term code is a relatively neutral conceptualization of a linguistic variety—be it a language or a dialect. Romaine (1995: 33) mentions that: “I will use the term ‘code’ here in a general sense to refer not only to different language, but also to varieties of the same language as well as styles within a language.” However, not many researchers really explicate the term in their definition. In this study, code will be taking as a verbal component that can be as small as a morpheme or as comprehensive and complex as the entire system of language. 

Crystal (2008: 83) asserts that the general sense of this term – a set of conventions for converting one signaling system into another – enters into the subject-matter of semiotics and communication theory rather than linguistics. Such notions as ‘encoding’ and ‘decoding’ are sometimes encountered in phonetics and linguistics, but the view of language as a ‘code’ is not one which figures greatly in these subjects. The term has come to the fore in sociolinguistics, where it is mainly used as a neutral label for any system of communication involving language – and which avoids sociolinguists having to commit themselves to such terms as dialect, language or variety, which have a special status in their theories. 

Nevertheless, several sociologists and sociolinguists have given ‘code’ a more restricted definition. For example, codes are sometimes defined in terms of mutual intelligibility (e.g. the language of a private or professional group). But the most widespread special use of the term was in the theory of communication codes propounded by the British sociologist Basil Bernstein (1924–2000). His distinction between elaborated and restricted codes was part of a theory of the nature of social systems, concerned in particular with the kinds of meanings people communicate, and how explicitly they do this, using the range of resources provided by the language. 

2.2 Difference between Code-switching and Code-mixing 

Several scholars have attempted to define code-switching and code-mixing. Among them are Halliday (1978), Atoye (1994) and Muysken (2000). For instance, Hymes (1978: ) defines only code-switching as “a common term for alternative use of two or more language, varieties of a language or even speech styles. “while Bokamba (1989: 281) defines both concepts thus: “Code-switching is the mixing of words, phrases and sentences from two distinct grammatical (sub)systems across sentence boundaries within the same speech event… code-mixing is the embedding of various linguistic units such as affixes (bound morphemes), words (unbound morphemes), phrases and clauses from a cooperative activity where the participants, in order to in infer what is intended, must reconcile what they hear with what they understand. “ 

Code switching is not a display of deficient language knowledge: a grammarless mixing of two languages. Instead it is a phenomenon through which its users express a range of meanings. By code switching, which occurs mostly in conversation, the choice of speech alerts the participants to the interaction of the context and social dimension within which the conversation is taking place. The phenomenon of code switching is examined from a conversational analysis perspective, and as such is viewed as interactive exchanges between members of a bilingual speech community. 

Very often the expression code mixing is used synonymously with code switching and means basically intra-sentential code switching. However, recent research has given new meaning to this term. Maschler (1998: 125) defines code mixing or a mixed code as “using two languages such that a third, new code emerges, in which elements from the two languages are incorporated into a structurally definable pattern”. In other words, the code mixing hypothesis states that when two code switched languages constitute the appearance of a third code it has structural characteristics special to that new code. 

Furthermore, Meyerhoff (2006:115-116) argues that code mixing " Generally refers to alternations between varieties, or codes, within a clause or phrase. Often elicits more strongly negative evaluations than alternations or code switching across clauses. 

2.3 Types of Code- switching and Code- mixing 

There are many kinds of code-switching. Code-switching can be either inter-sentential, intra-sentential or Tag- switching. 

In inter-sentential code-switching, the language switch is done at sentence boundaries. This is seen most often between fluent bilingual speakers. Sometimes I will start a sentence in English y terminό in español. (Poplack, 1980: 58) 

In intra-sentential code-switching, the shift is done in the middle of a sentence, with no interruptions, hesitations, or pauses indicating a shift. It often happens within one sentence or even a one phrase. The speaker is usually unaware of the switch, until after the fact, and for example, you have to find a kalo pedi (good guy) and marry him. (English-Greek) 

The first type of language switching is known as mechanical switching. It occurs unconsciously, and fills in unknown or unavailable terms in one language. This type of code-switching is also known as code-mixing. Code-mixing occurs when a speaker is momentarily unable to remember a term, but is able to recall it in a different language. 

Another type of code switching, known as code-changing, is characterized by fluent intra-sentential shifts, transferring focus from one language to another. It is motivated by situational and stylistic factors, and the conscious nature of the switch between two languages is emphasized (Lipski, 1985: 12). 

The third type of code- switching is Tag- switching. This involves the insertion of a tag in one language into an utterance that is otherwise entirely in the other language. We can see example, so he asked me for money, znas #, I had to say no, znas #. The tag here is Serbian for ‘you know’. 

Code-mixing is one of the major kinds of language choice which is subtler than ‘code- switching’, as stated by Fasold (1984: 66). In code- mixed sentences, pieces of the one language are used while a speaker is basically using another language. 

The kinds of code switching we have looked at up to this point present the choice between languages or varieties as being something like an ‘either–or’ question. Either the interaction takes place in Rangi, or it takes place in Swahili. Either it is in Pidgin or it is in English. In practice, there can be a lot of mixing of codes during a single exchange or even within a single speaker’s turn. If we want to, we can talk about switches within turns as code mixing, but not all researchers think the processes underlying switches within turns and between different conversational episodes are sufficiently different to warrant completely separate terminology. 
CHAPTER THREE

The Data and Methodology

The data for this study are of two types. The first is made up of statistics obtained from the Nigerian Film and Video Censorship Board (NFVCB) which provides information about the films and languages in which they were produced between November, 2007 and October, 200826. The period represents the latest official statistics on movie production released by NFVCB. The second is a case study in which a Yoruba film, Jenifa was selected for analysis.27 This choice was motivated by five factors. First, the film is a box office success. Its popularity cuts across geographical location as evidenced by different category of people that have accessed it on the internet. What this means is that the nuances contained in the film have been sufficiently disseminated to the public and the public has been made to share the socio-cultural sentiments and language ideology that are present there. Second, it is a recent film, produced in 2008. Thus, it provides up-to-date information about the current state of multilingualism and language use in Nollywood movies. Third, the film is a recipient of the African Movie Academy Awards for best indigenous film in Nigeria which underscores the positive assessment of the film and further raises awareness about its popularity and acceptance. Fourth, the film typifies the use of local language by educated Nigerians whose language of education is English, and provides evidence of how this multilingual knowledge is displayed in the course of interaction in the local language. Moreover, the film was chosen because of the topicality of its theme, prostitution and AIDS, which has been a subject of international concern and action. Finally, the film was selected for analysis because it depicts the multilingual situation in Nigeria and also represents several other Nollywood movies that feature urban/educated language use.

Nollywood movies are produced in English and Nigerian indigenous languages made up of three major languages – Hausa, Igbo and Yoruba – and more than 500 other minority languages. According to the 2006 national census, the population of Nigeria is about one hundred and forty million five hundred and forty two28. However, the 2009 estimate puts the population at 149,229,090 million. Growth rate is 1.9%; birth rate is 36.6/1000; mortality rate is 94.3/1000 while the life expectancy rate is 46.9.29 Nigeria is one of the most linguistically diverse regions of the world, with over 500 languages. The number of languages currently estimated in Nigeria is 521. This number includes 510 living languages, two second languages without native speakers and 9 extinct languages30. The official language of Nigeria is English while the indigenous languages are classified into three. The fist being the three major Nigerian languages classified in terms of number of speakers – Hausa, Igbo and Yoruba. The second group is made up of nine relatively less widely spoken, state/regional languages, namely – Edo, Efik, Ibibio, Fulfulde, Ijaw, Kanuri, Nupe, Tiv and Urhobo. They are also  known as “network languages” because they are used in announcing national and state news originally broadcast in English. The third group consists of other local languages which are mostly spoken in small districts or local government authorities within some states31. The historical processes underlying Nigeria’s linguistic diversity remain poorly understood and a rapidly increasing research base makes continuous updating quite essential.32 The linguistic diversity in Nigeria is a microcosm of Africa as a whole, encompassing three major African language families: the Nilo-Saharan, Afro-Asiatic and the Niger-Congo. The representation of English relative to local Nigerian languages in the production of Nollywood movies and the language ideology that governs it are the focal points of this research.

CHAPTER FOUR

Analytical Frame-work

Five major procedures were designed for the purpose of analysis. The first accounts for the frequency of movie production in English and each of the Nigerian local languages within the study period i.e. within 2007/2008 calendar year. This enables me to assess the extent of deployment of English and other Nigerian languages in the production of Nollywood movies.

Procedure two to five are designed to socio-linguistically analyse multilingualism in Jenifa and determine the extent of deployment of English in the movie. In Procedure two, attention is given to language use in each of the scenes. Through this, I am able to account for the pattern of multilingual behaviour in the film world. In Procedure three, I focus on the characters’ use of language in order to understand how individual characters respond to the multilingual situation created in the film and the possible factors that condition their response. The fourth Procedure is a socio-demographic analysis of multilingualism in the dialogues of the characters according to their gender, age and occupation. This makes it possible for me to interpret the sociolinguistic factors that account for the characters’ linguistic behaviour. In each of the Procedures, effort is made to analyze the languages that are present, evoked, signalled and eliminated.

Languages Of Nollywood Movies

Table 1 below shows the details of the languages in which filmmakers produced Nollywood movies from November 2007 to October 2008. As earlier noted, this period was chosen because it was the latest statistics available with the Nigerian Film and Video Censors’ Board, the official watchdog of movie production in Nigeria, and my desire to base this study on current data made the period in which the statistics apply attractive. The statistics is significant in the sense that it accounts for the deployment of languages in Nollywood within the context of multilingual Nigeria.

Table 1: Nollywood Movies And Their Languages Of Production

	LANGUAGE
	NUMBER
	PERCENTAGE

	ENGLISH
	436
	37.36

	YORUBA
	623
	53.38

	HAUSA
	67
	5.74

	BINI
	37
	3.17

	IBIBIO
	1
	0.08

	EFIK
	1
	0.08

	TOTAL
	1167
	100


Source: Annual Report of Nigerian Film and Video Censors’ Board

The table clearly indicates the level of multilingualism in the Nigerian movie industry within the study period. Six languages were used for film production consisting of English and five indigenous languages. This means that only six languages used in movie production are present while over five hundred indigenous languages are not represented in recent Nollywood productions.

It can be seen from the table that English language accounted for 37.36 percent of the total films produced in Nigeria within the study period. This was second only to the films produced in Yoruba which accounted for 53.38 percent of the total films produced within the same period. Hausa accounted for 5.74 percent, Bini 3.17 percent while Ibibio and Efik each accounted for 0.08 percent. It is significant to note that of the three major languages in Nigeria, Igbo is the only language that did not feature in film production within the study period. This may be due to the fact that Igbo ethnic tradition and world-view find expression in English language motivated by the desire to reach a wider audience. Therefore, the films produced by Igbo producers within this period are in English. According to Haynes and Okome, “the Igbo videos are the expression of an aggressive commercial mentality, whose field of activity is Nigeria’s cities – and not only the Igbo cities”.33 In comparison, Yoruba language has become a veritable vehicle of producing films reflective of the cosmology, culture and tradition of the Yoruba people. In the words of Jonathan Haynes and Onookome Okome, “ the Yoruba video repertoire has expanded beyond the genres of village idylls, traditional religious dramas, juju contests, and farcical comedy that dominated Yoruba travelling theatre films and early videos….’’ Before the advent of Nollywood, film production  in Yoruba had been very popular and it dated back to the 1960’s . The interest of the people to project their culture and worldview through their language is still evident in this statistics. However, the data shows that film production in Hausa language is very scanty. Haynes and Okome (as cited) explain that the culture of producing film in the language is “emergent”.  Again, out of the three major languages – Hausa,  Igbo and Yoruba – and over 500 minority languages in Nigeria, there were only five indigenous languages that featured in film production within the study period. The minority share of film production within the study period was 3.34 percent out of which Bini language accounted for 3.17 percent, that is 94.88 percent of the total film production in minority languages. Does it mean that speakers of all the remaining languages do not engage in film production? Not exactly. Film production by speakers of these languages may have been done in English so that the ﬁlm can circulate beyond their shores. English thus becomes the language of wider communication in movie production not only for the minority languages but also for the major ethnic groups in Nigeria. I have already mentioned how speakers of Igbo may have made all their movies within the study period in English. The fact that the statistics presented Yoruba as the language of highest film production within the study period is not an indication that it is free from multilingual influences, especially as motivated by the nuances of English. How Nigerian movies are influenced by multilingual practices is the focus of the next section which uses a popular and an award-winning movie produced in Yoruba, Jenifa, as a case study.

A Sociolinguistic Analysis Of Jenifa

Jenifa (2008) was written by Funke Akindele and directed by Myyhdeen Ayinde

It is a story of a village bumpkin, Suliat, whose desire to live an ostentatious city life leads her into campus prostitution which eventually consumes her. The process of becoming a ‘’big girl’’ is tortuous for her as she finds the aura of importance and self- esteem she brings from the village bruised time over time. She learns from the three ‘’refined’’ city girls that adopt and give her the necessary campus orientation that her cherished brash ways are uncouth and vulgar and do not fit into their desperate quest for social relevance and financial security. ‘’Through the protagonist, Jenifa, whose name is a corruption of the Anglo-Saxon ‘Jennifer’, the movie succeeds in meandering through a potent mine-field of well-worn clichés and easily- recognizable situations, ending up as a box-office success, the kind of which has not been seen in Nigeria in recent times’’34.

Analysis Of Languages Used According To Scenes

There are 68 scenes in the movie but I have added the post-production clip because of the significance of its language. Six possibilities of language choice and combination were created to account for linguistic behaviour in the scenes. These are Yoruba, English, Yoruba-English, English-Yoruba, Yoruba/Other-Nigerian-Language, and English/Other- Languages. The option of Yoruba-English is to account for scenes where Yoruba is the major language used and where there is also a preponderance of English words and expressions. On the other hand, the option of English-Yoruba accounts for the scenes where English is the major language of discussion with occasional use of Yoruba words and expressions. Yoruba/Other-Nigerian-Language option accounts for the scenes where Yoruba  language co-occurs with other Nigerian language while the option of English/Other-Languages handles the possibility of having a scene dominated by English and interspersed with other language(s). The extent of occurrence of each of these possibilities is assessed on a three dimensional scale of high, medium and low. A scene is rated “high” if all the characters converse in the same possibility of language or language combination. The rating is ‘’medium’’ if most of the characters converse in the same language or combination of languages in a scene. The ‘’low’’ rating is applied to the possibility of the use of a language or language combination where there are just flashes of another language other than the main language of communication. Table 2 shows the occurrence of each of these possibilities in the movie. It indicates the languages that are used in each of the scenes, the nature and the extent of their combination where ‘extent’ refers to the three dimensional possibilities of ‘high’, ‘medium’ and ‘low’ occurrences of language choice.

Table 2: Language Use Options According To Scenes

	SCENE
	SETTNG
	YOR
	ENG
	YOR/ENG
	ENG/YOR
	YOR/ONL
	ENG/OL
	EXTENT

	1
	Village
	X
	
	
	
	
	
	High

	1
	Campus
	
	
	X
	
	
	
	High

	3
	Campus
	
	
	X
	
	
	
	High

	4
	Campus
	
	
	X
	
	
	
	High

	5
	Home
	
	
	X
	
	
	
	Low

	6
	Market
	
	
	
	
	
	X
	High

	7
	Hotel
	
	
	X
	
	
	
	High

	8
	Campus
	
	
	X
	
	
	
	High

	9
	Campus
	
	
	X
	
	
	
	High

	10
	Campus
	
	
	X
	
	
	
	High

	11
	Campus
	
	
	X
	
	
	
	High

	12
	Campus
	
	
	X
	
	
	
	High

	13
	Village
	X
	
	
	
	
	
	High

	14
	Home
	
	
	X
	
	
	
	High

	15
	Campus
	
	
	X
	
	
	
	Medium

	16
	Home
	
	
	X
	
	
	
	Medium

	17
	Hotel
	
	
	X
	
	
	
	High

	18
	Campus
	
	
	X
	
	
	
	High

	19
	Bar
	
	
	X
	
	
	
	High

	20
	Campus
	
	
	X
	
	
	
	High

	21
	Campus
	
	
	X
	
	
	
	Low

	22
	Campus
	
	
	X
	
	
	
	High

	23
	Campus
	
	
	X
	
	
	
	High

	24
	Campus
	
	
	X
	
	
	
	High

	25
	Campus
	
	
	X
	
	
	
	High

	26
	PartyHall
	
	
	X
	
	
	
	High

	27
	Hotel
	
	X
	
	
	
	
	High

	28
	PartyHall
	
	
	X
	
	
	
	High

	29
	Campus
	
	
	X
	
	
	
	Low

	SCENE
	SETTNG
	YOR
	ENG
	YOR/ENG
	ENG/YOR
	YOR/ONL
	ENG/OL
	EXTENT

	31
	Campus
	
	
	
	
	
	X
	High

	32
	Campus
	
	
	X
	
	
	
	High

	33
	Campus
	
	
	X
	
	
	
	High

	34
	Home
	
	
	X
	
	
	
	High

	35
	Party
	
	
	X
	
	
	
	High

	36
	PoliceStation
	
	
	X
	
	
	
	High

	37
	Campus
	
	
	X
	
	
	
	High

	38
	Campus
	
	
	X
	
	
	
	High

	39
	Campus
	
	
	X
	
	
	
	High

	40
	Office
	
	
	X
	
	
	
	High

	41
	Home
	
	
	X
	
	
	
	High

	42
	Panel
	
	
	X
	
	
	
	High

	43
	Campus
	
	
	X
	
	
	
	High

	44
	Campus
	
	
	X
	
	
	
	High

	45
	Campus
	
	
	X
	
	
	
	High

	46
	Campus
	
	
	X
	
	
	
	High

	47
	Garage
	
	
	X
	
	
	
	High

	48
	Market
	
	
	
	
	
	X
	High

	49
	Village
	
	
	X
	
	
	
	Low

	50
	Village
	
	
	X
	
	
	
	Low

	51
	Office
	
	
	X
	
	
	
	High

	52
	Home
	
	
	X
	
	
	
	High

	53
	RoadSide
	
	
	X
	
	
	
	High

	54
	Home
	
	
	X
	
	
	
	High

	55
	Home
	
	
	X
	
	
	
	High

	56
	Restaurant
	
	
	X
	
	
	
	Low

	57
	Home
	
	
	X
	
	
	
	High

	58
	Hotel
	
	
	X
	
	
	
	High

	59
	Home
	
	
	X
	
	
	
	High

	60
	Home
	
	
	X
	
	
	
	High

	61
	Hospital
	
	
	X
	
	
	
	High

	62
	Home
	
	
	X
	
	
	
	High

	63
	Bar
	
	
	X
	
	
	
	High

	64
	Home
	
	
	X
	
	
	
	High

	65
	Hospital
	
	
	X
	
	
	
	High

	66
	Hospital
	
	
	X
	
	
	
	High

	67
	Hospital
	
	
	X
	
	
	
	High

	68
	Village
	
	
	X
	
	
	
	Low

	69
	PostProductn
	
	X
	
	
	
	
	High


Table 3: Options Of Language Use In Scenes According To Percentage Of Occurrence

	LANGUAGE POSSIBILITIES
	NUMBER OF OCCURRENCE IN SCENES
	PERCENTAGE TOTAL

	YORUBA
	2
	2.90

	ENGLISH
	1
	2.90

	YORUBA-ENGLISH
	62
	89.86

	ENGLISH-YORUBA
	-
	0.00

	YORUBA/Other Nig. Lang
	-
	0.00

	ENGLISH/Other-Lang
	3
	4.35

	TOTAL
	69
	100


In the movie, there are only two scenes where Yoruba is wholly used. It is significant to note that the two scenes are set in the village where the characters are depicted to be illiterate farmers. Two scenes are recorded as having used English as a language of communication. One of them is an advertisement that appears in-between acts of the film. This raises the issue of motive and target audience. The fact that Jenifa is classified as a Yoruba movie makes one to anticipate that it will target Yoruba audience, both bilingual and monolingual. But when there are instances where English is exclusively used, the monolingual Yoruba audience is automatically cut off. This may be a strategy to signal the motive of the producer. This motive is made clearer by the fact that pre- and post-production information (about producer, director, writer, persons who played various roles in the making of the movie, etc.) is written in English. 

This suggests that there is a point to be proved about language preference and target audience. There is no doubt at all that the movie is not directed at a monolingual Yoruba audience as 62 scenes representing 89.86 percent of the total scenes in the movie contain heavy mixture of Yoruba and English. The co-occurrence of English and Yoruba cuts across the settings of the movie – campus, home, hotel, bar, party hall, police station, garage, office, road side, restaurant, hospital and even the village as there are two other instances of Yoruba-English usage, though of a low degree. (Pidgin) English/Other Nigerian language (Igbo) is used twice in the market when the protagonist goes to buy used clothes. Jenifa, the Yoruba buyer, speaks (Pidgin) English to Bobo Ibo, the Igbo seller and Bobo Ibo also responds in English but with Igbo (Ibo) interjections: “Asa nwa ima na idike” (Pretty girl, you know you are very strong). The movie does not make  it clear whether Jenifa understands the interjections or not but they are not strong enough to distort the flow of communication, even if she does not. This is very real in the sense that used cloth business is associated with the Igbo in Nigeria and market language or informal buying and selling is done in Pidgin (English).

The Multilingual Behaviour Of Characters

There are 105 characters in all that are featured in the movie. Only thirty two of them engage in the movie dialogue (the focus of this section). The rest appear as extras. 

There are four major characters, Jenifa (the protagonist), and her mentors -Becky, Tracy and Franca – who provide the platform for interaction and it is with them that the remaining 28 characters relate either collectively or individually. The task here is to analyze the speeches of the 32 characters with a view to identifying the patterns of their multilingual behaviour. The table below provides the summary.

Table 4: Characters’ Turns And Their Language Choices

	Character
	Number of Scenes
	Number of Turns
	Language Choices of Characters’ Turns

	
	
	
	Yor
	Eng
	Yor- Eng
	Eng-

Yor
	Yor/ ONL
	Eng/ OL

	Jenifa
	41
	562
	
	
	
	
	
	

	Becky
	22
	324
	256
	3
	297
	6
	-
	-

	Tracy
	26
	398
	102
	6
	204
	12
	-
	-

	Franca
	8
	193
	121
	1
	270
	5
	-
	-

	Bobo Ibo
	1
	16
	78
	5
	112
	3
	-
	2

	Gb.BigGirl
	5
	53
	-
	13
	-
	-
	-
	-

	Jeni’s moth
	4
	68
	28
	3
	42
	-
	-
	-

	Jeni’s fath
	4
	63
	56
	-
	2
	-
	-
	-

	Iyabo
	1
	13
	63
	-
	-
	-
	-
	-

	Dayo
	4
	33
	8
	-
	5
	-
	-
	-

	Prof.
	3
	21
	17
	-
	16
	-
	-
	-

	Lekan
	1
	11
	7
	3
	11
	-
	-
	-

	Tutu
	1
	9
	6
	-
	5
	-
	-
	-

	James
	1
	8
	6
	-
	3
	-
	-
	-

	Demola
	6
	19
	6
	-
	2
	-
	-
	-

	Shakira
	5
	17
	15
	-
	4
	-
	-
	-

	Funmi
	5
	13
	10
	-
	7
	-
	-
	-

	Waheed
	3
	9
	6
	-
	7
	-
	-
	-

	DPO
	1
	7
	8
	-
	1
	-
	-
	-

	Skid
	1
	3
	4
	-
	3
	-
	-
	-

	Herbalist
	1
	7
	2
	-
	1
	-
	-
	-

	Owonikoko
	2
	11
	7
	-
	-
	-
	-
	-

	Badmus
	2
	11
	9
	-
	1
	-
	-
	-

	Lecturer
	1
	7
	5
	-
	6
	-
	-
	-

	Franc’s sis
	1
	3
	3
	-
	4
	-
	-
	-

	Baba T
	1
	6
	-
	3
	-
	-
	-
	-

	Doctor
	2
	32
	4
	-
	1
	-
	-
	-

	Student 1
	2
	5
	12
	3
	14
	3
	-
	-

	Student 2
	1
	3
	1
	-
	3
	-
	-
	-

	Student 3
	1
	3
	1
	-
	1
	-
	-
	-

	Student 4
	1
	2
	1
	-
	1
	-
	-
	-

	Student 5
	1
	2
	1
	-
	1
	-
	-
	-

	TOTAL
	164
	1,931
	754
	40
	969
	29
	-
	2


As earlier explained (in the section under language use according to scenes), the six possibilities of occurrence of language choice are used to analyse the turn-taking strategies of the characters. The number of scenes in which each character appears and the number of turns each takes in the movie dialogue are weighed against the choice(s) of languages they make. For a more vivid description, the characters’ multilingual behaviours are calculated in percentage and presented in the table below.

Table 5: Percentile Analysis Of Characters’ Language Choices

	CHARACTER
	LANGUAGE CHOICES IN %

	
	Yor
	Eng
	Yor- Eng
	Eng-

Yor
	Yor/ ONL
	Eng/ OL

	Jenifa
	45.55
	0.53
	52.8
	1.07
	0.00
	0.00

	Becky
	31.48
	1.85
	62.96
	3.70
	0.00
	0.00

	Tracy
	30.40
	0.25
	67.83
	1.26
	0.00
	0.00

	Franca
	40.41
	2.59
	58.03
	1.55
	0.00
	0.00

	Bobo Ibo
	0.00
	86.67
	0.00
	0.00
	0.00
	13.33

	Gb.BigGirl
	44.44
	4.76
	66.67
	0.00
	0.00
	0.00

	Jeni’s moth
	96.55
	0.00
	1.72
	0.00
	0.00
	0.00

	Jeni’s fath
	100
	0.00
	0.00
	0.00
	0.00
	0.00

	Iyabo
	61.53
	0.00
	38.46
	0.00
	0.00
	0.00

	Dayo
	51.51
	0.00
	48.48
	0.00
	0.00
	0.00

	Prof.
	33.33
	14.29
	52.38
	0.00
	0.00
	0.00

	Lekan
	54.55
	0.00
	45.45
	0.00
	0.00
	0.00

	Tutu
	66.67
	0.00
	33.33
	0.00
	0.00
	0.00

	James
	75.00
	0.00
	12.5
	0.00
	0.00
	0.00

	Demola
	78..94
	0.00
	21.05
	0.00
	0.00
	0.00

	Shakira
	58.82
	0.00
	41.18
	0.00
	0.00
	0.00

	Funmi
	46.15
	0.00
	53.85
	0.00
	0.00
	0.00

	Waheed
	88.89
	0.00
	11.11
	0.00
	0.00
	0.00

	DPO
	57.14
	0.00
	42.86
	0.00
	0.00
	0.00

	Skid
	66.67
	0.00
	33.33
	0.00
	0.00
	0.00

	Herbalist
	100
	0.00
	0.00
	0.00
	0.00
	0.00

	Owonikoko
	81.81
	0.00
	18.18
	0.00
	0.00
	0.00

	Badmus
	45.45
	0.00
	54.55
	0.00
	0.00
	0.00

	Lecturer
	42.86
	0.00
	57.14
	0.00
	0.00
	0.00

	Franc’s sis
	0.00
	100
	0.00
	0.00
	0.00
	0.00

	Baba T
	66.67
	0.00
	33.33
	0.00
	0.00
	0.00

	Doctor
	37.5
	9.38
	43.75
	9.38
	0.00
	0.00

	Student 1
	40.00
	0.00
	60.00
	0.00
	0.00
	0.00

	Student 2
	33.33
	0.00
	66.67
	0.00
	0.00
	0.00

	Student 3
	33.33
	0.00
	66.67
	0.00
	0.00
	0.00

	Student 4
	50.00
	0.00
	50.00
	0.00
	0.00
	0.00

	Student 5
	50.00
	0.00
	50.00
	0.00
	0.00
	0.00

	PERCENTAGE TOTAL
	39.09
	2.07
	57.34
	1.50
	0.00
	0.10


The analysis reveals that Yoruba with English switching turns are more prevalent than any of the other language choices. With 57.34 percent, this language choice is ahead of turns recorded in Yoruba (39. 0) by almost 20 percent. Turns recorded in English are very minimal, 2.07 percent, just like turns recorded in English with Yoruba switching,

1.50 percent. Turns recorded in English and Other Nigerian Languages are negligible, 0.10 percent, while there are no turns that occur in Yoruba and Other Nigerian Language, 0.00 percent. It is significant to note that there is only one character, Bobo Ibo, whose turn-taking device falls into the category of English with Other Language. In the two scenes where he appears, he combines English and Igbo. His name is indexical of his origin and language. Being a person from another linguistic group, he adopts the Nigerian lingua franca, English, to do his business of used clothes. Of course, he mixes this with his Igbo language. His customers too have no choice than to use the lingua franca to communicate with him as English is the language that binds every ethnic group in Nigeria together. However, pidgin is the type of English that is freely available to trade and informal communication in the urban cities of the country; it does not require formal learning unlike standard English that needs to be learned formally in the educational institutions. The method of acquiring it is by immersion, an individual’s effort to mingle with the people that use it. The use of Pidgin English is even more evident in the speeches of Fransisca’s Sister whose turns are 100 percent (Pidgin) English. 

A character’s choice of language is conditioned by his/her awareness of the language options and abilities of his or her interlocutor(s) and, a recognition of his/her own language strengths and limitations. Francisca’s sister arrives at the campus, meets her sister’s roommates and makes enquiries about Francisca from them. Right from the beginning of the conversation to the end, Francisca’s sister converses in Pidgin English. Why does she choose this option? First, she recognizes that she is from a Nigerian linguistic group that is different from her interlocutors’ whom she may not be certain of their linguistic affiliation. Second, she has come to the campus and she knows or reasons that campus language, which is the language of social relevance, is English. She then initiates the discussion in English, the form of it that she can control, Pidgin. All through the film, this principle of interlocutors’ language awareness and compatibility operate among the characters. For instance, Jenifa’s penchant for English switching in Yoruba utterances is minimized when conversing with her own father and mother whom she knows are uneducated rural dwellers. On the other hand, Jenifa’s communicative interaction with her fellow campus students and other educated characters and indeed the communicative interaction of the educated characters with one another are replete with Yoruba-English switching. The extract below illustrates this:

(Key: The utterances by the characters are numbered serially from 1 to 20. The English expressions in the utterances are underlined while the translation of the utterances is provided in brackets immediately after the utterances).

Tracy: Becky Baby!

Becky: Tracy Darling!

Tracy: S’owa okay? (Are you okay?)

Jenifa: Hi

Tracy: Oh, intruder wa around, ma ma gist e later. (Oh, an intruder is around, I will gist you later.)

Becky: Okay, em, mo lero pe o ti meet Sulia, omo ti mo soro e fun yin nijeta? (Okay,em, I hope you have met Sulia, the lady I discussed with you two days ago?)

Jenifa: Tracy, booni? So wa okay? (Tracy, how are you? Are you okay?)

Tracy: Mo wa pa. Becky, jo jeki nri e. (I’m alright. Becky, please let me have a word with you.)

Becky: Okay, Sulia, make yourself comfortable, you hear?

Tracy: Becky, kinni gbogbo eleyi now? Sebi gbogbo wa ti jo agree, afigba to mu omo yi wa sinu yara yi. Iwo naa ri problem to gbe wo yara yi o. (Becky, what’s all this now? Despite our agreement, you still brought this lady into this room. You too can see the problem she has brought into this room.)

Becky: Ko si wahala. (There is no problem.)

Franca: Hello girls!

Becky: Hei Franca!

Jenifa: Hi, ‘Franklin’!

Franca: Becky!

Becky: Yes!

Franca: Becky, kinni gbogbo rubbish yi na? O tun mu kinni yi wa sinu yara wa, ehn? (Becky, what is all this rubbish? You still brought this “thing” into our room, ehn?)

Tracy: Nnkan temi gan si nba so nisinyi niyen, (It’s exactly the matter I’m discussing with her).

Franca: Lo nba so kelekele. Se nkan ti gbogbo yin nso kelekele niyen? O ya, o ya, o ya, eh, kinni won npe e, local champion, idiot, o ya dide, dide, o ya, o ya, o ya. (You are discussing it quietly. Is that what all of you are discussing quietly? You, what are you called, local champion, idiot, get up quickly.)

Becky: Franca, mi o like bi o se nse yi, sebi emi ati Tracy ni original occupant inu ile yi. (Franca, I don’t like this behaviour of yours, after all, Tracy and I are the original occupants of this room.)

In this extract (the scene on Jenifa’s arrival at the campus), there are twenty verbal exchanges by four undergraduate characters - Tracy, Becky, Jenifa and Franca. Apart from four exchanges (8, 11, 15 and 18), all the exchanges or turns have one form of English switching or the other. The first two expressions are statements of endearment which the characters use to demonstrate intimacy and solidarity. The expressions which also include the acquired English names of the characters are rendered in English. The third expression is structurally English. “Are you okay?” is an English greeting form and English phatic communion. This has been juxtaposed with Yoruba to produce the hybridized expression “so wa okay?”(are you okay?). This trend is sustained in the fourth expression where the English greeting form “hi” is used. This is also used in the twelfth, thirteenth and fourteenth expressions. Even when the traditional Yoruba greeting form is used, the characters still feel there is need to use an alternative form of the expression in a way that will make it to accommodate an English word. We can see an example in the seventh expression where there is a duplication of the same greeting intention first realized in Yoruba and later given in Yoruba- English mixing: “bawo ni” (how are you?); “s’owa okay?” (are you okay?).

The next section is focused on the impact of socio-demographic factors on the multilingual behaviour of the characters.

Table 6: Socio-Demographic Factors Of Characters

	CHARACTERS
	SOCIO DEMOGRAPHIC FACTORS

	
	AGE
	GENDER
	OCCUPATION

	Jenifa
	Adult
	Female
	Student/Self-Employed

	Becky
	Adult
	Female
	Student/Self-Employed

	Tracy
	Adult
	Female
	Student/Executive

	Franca
	Adult
	Female
	Fake Student

	Bobo Ibo
	Adult
	Male
	Trading

	Gb.BigGirl
	Adult
	Female
	Student

	Jeni’s moth
	Adult
	Female
	Farming

	Jeni’s fath
	Adult
	Male
	Farming

	Iyabo
	Adult
	Female
	Trading

	Dayo
	Adult
	Male
	Trading

	Prof.
	Adult
	Male
	Lecturing

	Lekan
	Adult
	Male
	Not Revealed

	Tutu
	Adult
	Male
	Lecturing

	James
	Adult
	Male
	Not Revealed

	Demola
	Adult
	Male
	Not Revealed

	Shakira
	Adult
	Female
	Student

	Funmi
	Adult
	Female
	Student

	Waheed
	Adult
	Male
	Not Revealed

	DPO
	Adult
	Male
	Police

	Skid
	Adult
	Male
	Not Revealed

	Herbalist
	Adult
	Male
	Herbalist

	Owonikoko
	Adult
	Male
	Trading

	Badmus
	Adult
	Male
	Not Revealed

	Lecturer
	Adult
	Male
	Lecturing

	Franc’s sis
	Adult
	Female
	Not Revealed

	Baba T
	Adult
	Male
	Comedian

	Doctor
	Adult
	Male
	Medicine

	Student 1
	Adult
	Female
	Student

	Student 1
	Adult
	Female
	Student

	Student 3
	Adult
	Male
	Student

	Student 4
	Adult
	Female
	Student

	Student 5
	Adult
	Female
	Student


Table 7: Percentile Analysis Of Social Demographic Factors Of Language Choices

	SOCIAL DEMOGRAPHIC FACTORS
	LANGUAGE CHOICES

	
	
	
	Yor
	Eng
	Yor- Eng
	Eng-

Yor
	Yor/ ONL
	Eng/ OL

	AGE
	Children
	0.00
	0.00
	0.00
	0.00
	0.00
	0.00
	0.00

	
	Adult
	100
	39.09
	2.07
	57.34
	1.50
	0.00
	0.10

	GENDER
	Male
	56.25
	22.41
	47.50
	45.68
	10.34
	0.00
	100

	
	Female
	43.75
	77.59
	52.50
	54.32
	89.66
	0.00
	0.00

	OCCUPATION
	Students
	37.50
	31.43
	0.93
	48.99
	1.35
	0.00
	0.00

	
	Traders
	12.50
	1.76
	0.67
	1.14
	0.00
	0.00
	0.10

	
	Police
	3.13
	0.21
	0.00
	0.16
	0.00
	0.00
	0.00

	
	Doctor
	3.13
	0.62
	0.16
	0.73
	0.16
	0.00
	0.00

	
	Lecturers
	9.38
	0.83
	0.16
	0.93
	0.00
	0.00
	0.00

	
	Herbalist
	3.13
	0.36
	0.00
	0.00
	0.00
	0.00
	0.00

	
	Comedian
	3.13
	0.21
	0.00
	0.05
	0.00
	0.00
	0.00

	
	Farmers
	6.25
	6.16
	0.00
	0.10
	0.00
	0.00
	0.00

	
	Not Revealed
	21.25
	2.07
	0.16
	0.93
	0.00
	0.00
	0.00


The social demographic factors of age, gender and occupation are significant in analyzing social stratification in the movie world. In Jenifa, the factor of age is made to align with the theme of the movie. Children are completely excluded from the film due to its central concern which is prostitution. In the first instance, children are not expected to be involved in prostitution. Secondly, children are not expected to be university students. Therefore, the factor of age is totally made to emphasize adults who are naturally the ones qualified to practice prostitution. The language choice of these adults reflects a high display of Yoruba-English switching.

In terms of gender, the male characters are more than the female characters, 56.25 to 43.75. However, the female characters that are made to speak Yoruba are more than the male characters that used the same language option. 77.59 per cent of the females used Yoruba language option while only 22.41 per cent of the male characters are given the same language option. The language choice of the two sexes in terms of the options of English utterances and Yoruba-English utterances falls within the same range. 47.50 per cent of the male characters used English expressions relative to 52.50 per cent of the female characters while 45.68 per cent of the male characters used Yoruba-English expressions relative to 54.32 per cent of the female characters. The option of English-Yoruba expressions yielded astounding results as the ratio is 10.34 per cent for the males as against 89.66 per cent for the females. The reason for this is simply that females start off their talk in English and make English the base while injecting Yoruba into their utterances. A lot of prestige is attached to English and this reflects more in the attitude of the female characters who are out to deliberately flaunt their mastery of not just the language but also the culture. This becomes evident in the tutorial session organized for Jenifa by her mentors upon arrival at the campus. Tracy, one of the three mentors, tells Jenifa:

Then, awon ede to ma nso yen, emi o like e. O need lati ma so awon oyinbo diedie ninu oro e. For example, hello, you mean, instead of, what, I mean, you know, as in, what’s up….

(Then, I don’t like your language mannerisms. You need to interlard your speeches with some English words, for example, hello, you mean, instead of, what, I mean, you know, as in, what’s up….)

Becky, another mentor, tells Jenifa to change her name from the native Nigerian name, Sulia, given to her by her parents, to a fanciful and more glamorous name, Jenifa:

I have a problem with your name. O ma need lati change oruko e. S’ori Franca to nwo yi, Izodua loruko e nile but ni school, Franca lo nje. S’ori Tracy to nwo yi gan, Peju lo nje nile, school,Tracy lo nje. So, iwo naa, O ma need lati change oruko e because O ranti pe emi gan, mi o kin se Becky nile but ni school, Becky ni mo nje. So you must change your name.

(I have a problem with your name. You will need to change your name. You see this Franca, her name from home is Izodua but in school, she is Franca. You see this Tracy also, her name from home is Peju. So, you too will need to change your name because you will recall that even me, I wasn’t Becky from home but in school I’m known as Becky. So you must change your name.)

This extract illustrates the attitude of the leading characters and indeed most educated Nigerians to English, not just as a language but as a culture and ideology. The logic is that for one to attain the height of respectability and honour, it is not enough to be proficient in English; one’s name must also be associated with the names of the owners of the language hence names like Becky, Tracy, Franca and Jenifa (an adaptation from Jeniffer).

In terms of occupation, the student characters are the highest, 37.50 per cent. This  is understandable as the movie is centred on the students who engage in campus prostitution. Other categories of workers are made to complement the activities of the students. The traders sell to the students, the police investigate allegations brought against them, the lecturers conduct examinations for them, the comedian is a friend to one of them, two of them patronize the herbalist and the farmers are parents to one of them. However, seven characters representing 21.25 per cent of the movie characters have unrevealed identities. These are all male characters most of whom patronize the campus prostitutes. The significant thing about this is that the female characters, student prostitutes, who interact with the men are interested only in their money and not in what they do to get the money. Therefore, their identity is less important. None-the-less, the language choice of these men also shows that English is used in their interactions either alone or mixed with Yoruba. This indicates that they do not belong to the class of the uneducated and they too, consciously or unconsciously, will like to make this known. For instance, at the hotel where Becky leads Tracy and Jenifa to meet three men, the conversation confirms this fact:

First Man: Hello Baby! E kaabo, you are welcome, you are welcome. Mi o ba oju yi pade ri lodo Gbogbo Big Girl.

Second Man: Iyen ma wa romantic ke. Iyen ni wipe iwo le handle eeyan meji po leekan naa; inu film ni mo ti ri last.

Third Man: Wo, my dear, emi ni mo le handle eeyan meji leekan soso. Action ti bere.

(First Man: Hello Baby! You are welcome, you are welcome, you are welcome. I haven’t met these faces with Gbogbo Big Girl.

Second Man: That one is romantic. That translates to the fact that you can handle two men at the same time. I saw it last in a film.

Third Man: Look! My dear, I’m the one that can handle two women at the same time. Action has started.)

The extracted speeches of the three men indicate the deployment of English in their verbal interactions. It reveals that the men are educated. The first sentence by the first man is significant in two ways. Firstly, it shows how anxious the men are to make the ladies feel welcome. This explains the use of Yoruba greeting form ‘’e kaabo” which is reduplicated in English as “you are welcome” and is said two times. Secondly, reduplication is a by-product of multilingualism as one language readily comes to  the rescue of another in a speaker’s attempt for clarity and emphasis. In this case,    it is English that has been used to aid Yoruba. It is important to stress that the men are meeting the ladies for the first time and this requires a negotiation of identity. Therefore, it is important on both sides to get as much respect as possible and the starting point for this is a conscious or unconscious effort to start with English by using it or making it to occur in Yoruba speeches.

CHAPTER FIVE

SUMMARY AND CONCLUSION

CONCLUSION

This study has examined the languages used in the production of movies in Nigeria with parti cular emphasis on Jenifa. A combined application of Mares’(2003) classificatory strategies for the analysis of multilingual discourse in fictional texts and Irvin and Gal’s(2000) ideological representations of linguistic differences provide the framework for the analysis. The study reveals that the evidence of multilingual practice in Nollywood movies are of two types. The first relates to the number of languages that are used in Nigerian movie industry while the second deals with the number of languages that are used in a particular movie. As regards the first, the study found that there are only six languages that are used in Nollywood, English and five Nigerian languages – Yoruba, Hausa, Bini, Ibibio and Efik. It is also discovered that of the three

major Nigerian languages – Hausa, Igbo and Yoruba – only Yoruba was heavily used in movie production while Hausa was sparsely used. Igbo was not used for production at all. Of the numerous minority languages in Nigeria, only three – Bini, Ibibio and Efik – were represented in movie producti on. The conclusion one can draw from this is that there is an under-utilizati on of indigenous languages in the production of movies in Nigeria and this has negative consequences on the survival and growth of these languages. I shall return to this shortly.

The official statistics of the Nigerian Film and Video Censor’s Board revealed that Yoruba was the only indigenous language that was heavily subscribed to in the production of movies in Nigeria. This led to the selection of Jenifa, a Yoruba movie, as my case study to understand the multilingual practice in specific movies. The study reveals that though Jenifa is tagged a Yoruba movie, it is diffi cult for a monolingual Yoruba speaker to comprehend because of the degree of English switching that is found there. Nearly all the characters found it expedient to use English in their speeches and this happened in nearly all the scenes regardless of the topic being discussed. From the fore-going, it is convenient to conclude that the multi lingual practi ce in Jenifa is manifested in the types of switching between English and Yoruba. It should be stated that switching in this study is not considered as a stylisti c strategy; rather, it is seen from an ideological perspective – the perspective of linguicism, ideologies and practices of unequal division of power and resources which are ti ed to language.

Linguicism is evident in the distribution of languages involved in movie production.

Majority of the linguistic groups in Nigeria prefer to produce their movies in English. Films that are produced in indigenous languages also have a lot of English switching (or intrusions?). English is not just a language in Nigeria; it is a super language that is associated with education, prestige, class and opportuniti es. It is a language that everyone strives to use and this is refl ected in the movies. This situation has led to what Bamiro describes as ‘’substractive polyglossia’’.35 According to him, “substractive polyglossia is my term for the dominance and ascendancy of the English language at the expense of the regression and decline of the local languages’’. This is a reaffirmation of an earlier point made by Ng and Bradac that “competence in the foreign language is acquired, but only at the expense of the nati ve language’’.36 As a result of

the powerful infl uence of English in Nigeria, which is also reflected in Nigerian movies, Adedun (forthcoming) has found that parents consciously encourage their children to gain mastery of English while discouraging them from learning their first language. The resultant effect is that most children are now monolingual Nigerian speakers of English or at best ‘’defective bilinguals’’. Defective bilingualism is my own term for describing Nigerians who claim they understand but cannot speak their mother tongue and the only language they claim mastery of is English. The unfortunate thing is that this attitude is popular especially among the elite and most people are even proud of the situation. The implication is that if no appropriate response is given, it portends a great

danger to the sustenance and growth of indigenous languages. A Nigerian national newspaper, The Punch, in a screaming headline proclaims that hundreds of Nigerian languages face extinction.37 The paper cites Vital Signs 2006-200, a publication of the United States based research group, Worldwatch Institute, that includes Nigerian languages among over 3,500 languages of the world that are likely to disappear by the turn of the century.

Insights from different aspects of language study reveal that languages do not just disappear, they follow some processes before they go into oblivion. The first sign is noticed when a language does not appeal to a young generation of people and when the older generation does not feel bothered about the apathy of the younger generation to the mother tongue. When in the name of style and modern practice, English is encouraged above an indigenous language, it is a matter of ti me, such an indigenous language is on its way to extinction. One of the tools for perpetuating a language is fiction, literature or creative writing. A language that has a rich repertoire of creative writing or filmic documentation will be preserved and subsequent generation can be relied upon for its continued propagation. But in the event of a scenario whereby the documentation of a people’s history and culture is done either wholly in English by way of projecting such culture in English or partly in English by way of according more relevance to English in the simultaneous use of English and a local language, to record

a people’s worldview and experience, subsequent generation cannot be relied upon to propagate such a language and such a language is already endangered.

The issue of language choice is not new to African creative writers but there is no consensus on it. Indeed, there are three divergent positi ons about the choice of language for creative purposes38. The first is the unapologetic use of English for African creative writing. The second is the cautious use of English because of the power of its publicity while being conscious of its unfair advantage over indigenous languages.

The third is the unequivocal advocacy that indigenous languages be used as vehicle for African literary expression. Chinua Achebe and Wole Soyinka, the two frontline creative writers in Nigeria can be said to belong to the first group, though with varying degrees. While Chinua Achebe is of the view that African writers should feel free to adapt English to suit African surroundings and sensibilities39, Soyinka has been accused of being deliberately complex and inaccessible in his literary works because of his penchant for the use of English to reflect both the style and sensibilities of its native speakers40.

Social, political and economic considerations are the reasons why producers of

creative endeavours, including film producers, prefer the use of English in their

creative enterprise. Every creative writer or film maker wants to break the barrier of being restricted to his linguistic group and wants to reach a larger audience in order to promote his message, become more popular and at the same ti me earn more money.

English becomes the only language that makes these possible in Nigeria. This explains why English dominates this sphere in Nigeria just like any other endeavour. However, these considerations are at the expense of local Nigerian languages. This makes Gikandi to declare that “what is important about language use in Africa is not what languages African writers prefer, but the ideological and cultural uses of such languages”41.

One recommendation that may address this problem is that fi lm producers and creative writers generally should display language patriotism by encouraging productions in local Nigerian languages. This can then be translated into English for wider circulation.

For films, this can be done through the use of sub-ti tles for movie dialogues. In spite of the criticism that subtitling typically results in a quantitative reduction of the original dialogue because of the limitation of the amount of writt en words that can appear on screen42, I submit that there is no better alternative to solving the problem. Also, there should be a positive projection of the local languages and the audience should be made to see the positive sides of the local languages either through what the characters are made to say directly or through an indirect interpretation of intentions or overall assessment of the movie. Again, while switching of codes is a multilingual reality, this practice should be extended to local Nigerian languages, that is, one Nigerian language can be made to switch with another Nigerian language. This will not only reflect the reality of co-habitati on of diff erent linguisti c groups in Nigeria, it will also promote peaceful co-existence, mutual cooperation between and among

different linguistic groups in Nigeria.

In addition, nobody can take away English from the place of honour the language occupies, not just in Nigeria, but in the world. It will amount to linguistic ignorance and intellectual arrogance for anyone to suggest that English does not have a place in Nigerian movie world. Of course, it does and that is why the movie industry has gained an early recognition and popularity. The issue here is that care should be taken so that one is not carried away by the assumed benefits of English and unwittingly play the scripts of the mindsets that  historically conferred the assumed benefits on English. In  other words, the issue being discussed goes beyond the assumed benefits derivable by producing Nigerian films in English. These assumed benefits are a tool that will eventually lead to the nuncdimitis of Nigerian languages if conscious efforts are not made to address the problem. The danger posed to Nigerian languages by English is hidden and can not be obvious to the undiscerning. It is historically ideological and ‘’dually indexical’’. Dual indexicality is an expression used by Jane Hill to describe the strategy used by dominant groups to indirectly ascribe certain stereotypes to subordinate groups which constitute the basis upon which the minority groups are excluded from certain rights and privileges43. According to Elinor Ochs as cited by Hill, it is through these covert indexes that the deepest structures of the self, those that are least accessible to inquiry and modification, are laid down.44 Hill emphasizes that covert semiosis is very powerful in the “construction of the world through linguistic practice”. Therefore, brandishing the more obvious benefits of English in Nigerian movies will automatically blind one to the covert dangers the use of the language

poses to the survival of Nigerian languages.
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