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Abstract
The study examines the portrayal of women in pap@laanaian movies and how such portrayals mirroraso
reality. The study is premised on the grounds thavies like any conventional film are key sites vehe
identities of women are constructed and contesteé oegular basis; in addition, many of these nwowae
situated in patriarchal cultures and tend to repcedthe dominant ideology reinforcing female stgnees.
Through textual qualitative content analysis of @dpular Ghanaian movies, and anchored on steredhgory,
the study showed that; first, quantitatively, waomeere well represented in the movies contrarystegions in
earlier studies; second, that the dominant patiar qualification of as women as vituperativepetadent,
domestic, diabolic, sex objects, accommodatingugnd, and gullible were employed in their portrigyd he
paper contends that the portrayals reinforce tligugation of women because they potentially inceemen’s
disdain for women, sow distrust amongst women drehgthen the forces which push them to the fringfes
social life. The study concludes that the imagesvafen presented in these movies reinforce theaitgring
of women and mirror the traditional settings in @fhiheir role, performances and subjectivitiesaal rsociety
are situated.
Keywords: African film, Popular Ghanaian movies, Stereotypatriarchy, Images of women

1.0 Introduction

The role of the media in the construction of wonhas increasingly come under spotlight. A UNESCQorep
describes the litany of common images of womerhérhedia: “the glamorous sex kitten, the saintetherp
the devious witch, the hard faced corporate andigall climber” p.13. The UNESCO report indicatésit with
the current rate of progress on stereotyping worntenijll take another seventy-five years to achigender
equality in the media. With this alarming revelationany people who have women issues at heartbid &
curb the situation have synthesized and continugrient media particularly the movie industry om throper
representation of women.

Many scholars argue that the portrayals of wometelgvision and film have changed over the last fieeades
because of feminist movement (Global Status for \&on2009). For instance, the African Women in Film
Forum was formed to employ film to accelerate éffdowards gender equity and social justice. Howeve
despite these strides, stereotypes of women cantmendure in the movies (Media Awareness Netwz0kg).
Lafky (1993) also asserts that the situation isroajng albeit quite slowly.

Evwierhoma (2008) indicates that most images foanfilms and videos are still masculinist and paichal in
form. Fram-Kulik (1999) affirms that “Films anddéos could be considered a language of their ownthe
language they use still symbolizes the same binagigr that has dominated our society with its pitahtric
perspective” (p. 2). The film and video industrysimesented audiences with objectified and stepéotynages

of feminity. Films and videos have the obvious attage in that they transcend language barriersttaid
audio visual nature give them an upper hand oviat pr terms of shaping opinion (Chari, 2007). Meiare
therefore powerful media with a vast potentialllaging people’s minds and actions.

The media have come under many criticism whenritaoto the issue of the portrayal of women. Okya886)
observes that because of the critical role the ang@tty in shaping people ideas and perceptiors Mery
worrying that they are dominated by stereotypedrpgal of gender relations and negative images ahean.
Several works done (Azanu, 2012; Azeez, 2010; @awit 2008) in this area indicate that both thetpaimd
electronic media are guilty of this assertion, etrerugh there have been calls for all forms of ra@diexercise
circumspection in the portrayal of women, muchraiten must be given to communication couched iistict
and entertainment forms, due to their effect ardisunfluence on a wider audience. Chari (2008jdates that
film as a powerful media tool can be used to serebssages meant to “enlighten, convince, entertain or
stimulate” (p. 11) audiences. The role of the méuwlitne construction of gender relations has ingiregy come
under spotlight since the release of the UNESCGQortepecause the latter indicated and reinforced the
conviction that media keeps exalting patriarchthedetriment of women.

Since the inception of the Ghanaian movie industrgyies produced have followed the patriarchalgratof
society with Meyer (1999) stating that “movies madeGhana are made with a masculine eye” (p. 23).
Contemporary local movies have gained a lot of peofty among Ghanaians living home and abroad (Veye
1999). The explosion of popular local movies on @fenaian market is astounding. These popular e
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produced on a very large scale in Ghana becauseiofwide audience. Research indicates that at ka these
movies are released every week (Garritano, 2008}. p.
2.0 Statement of the Problem
Studies by Owusu & Kwansah-Aidoo (2012) reveal ttiespite efforts made by feminist and other female
producers to rewrite the story of women in the Giiam society, they are still cast in stereotypiesan films.
Despite the admonition in 2004 by the Ghana Natidfedia Commission that discretion should be usethée
portrayal of women in films and drama to avoid présg a consistently negative and stereotyped énaagwell
as the continuous calls by feminist on the needite women proper representation in these moviesgarch
conducted by Meyer (1999), Garitano (2008), and €w& Kwansah-Aidoo (2012) show that women are
constantly portrayed in domestic roles that reicdosn entrenched, the limiting and negative sdgieteeptions
about their roles in society. ,
Most critics such as Ellerson (2000) and Akash@fil Q) are of the view that if films were to foregnal the full
range of contributions women are making and capabieaking to self and society, then societal pgtioas of
them would be enhanced. Many support the assdfi@mnmass media is incredibly influential as a eaoof
social norms specifically to young people (WynnfR&senfeld, 2003). It is therefore important thattever is
served on any media should reinforce the positv@nges that society envisages including issueseoxey
equality. People who are sympathetic towards theggte for women's empowerment assert that the
proliferation and the popularity of movies lacedhmeinforcements of women'’s negative images amitdid
role in society have heightened fears to the extttthe little gain that might have been madtha struggle
for the emancipation women is being eroded byihermalization by women and society at large ofrtegative
images portrayed by these local movies (Chyinef®p0
This study is premised on the grounds that mosewed studies on local movies in Ghana focused ovies
that use English language as a medium of intemact®uch movies even though popular do not render
themselves easily accessible to the ordinary Ghanaiho conduct their daily routine performancegha
vernacular. Therefore, when it comes to researchiea@roduced in Ghana, minimal attention has lg@esn to
popular Ghanaian local movies that use local laggues the medium of interaction.
3.0 Research Questions
This study explores this gap in the literature igirogating the contributions of vernacular-mestlapopular
Ghanaian local movies to the portrayal of womere Tésearch investigates the type of images accavdaten
in these popular Ghanaian movies and the extemhioh such representations mirror what happenkerarger
society. In undertaking this interrogation, th@@aasked these questions,
1(a): What is the degree of representation of wopmular Ghanaian movies?

(b): How are women portrayed in these popular Ghanaiawvies?
2: How do the portrayals reinforce or contradidsgrg notions about the role of women in society?
4.0 Literature Review
4.1 Ghana Movie Industry
Ghana's film industry dates as far back as 194&whe Gold Coast Film Unit was set up in the Infation
Services Department. African Pictures Ltd. stapérations about the same time (Meyer, 1999). &han
film industry just like many other African film ingstry was borne out of a historical struggle ofcolenization
and a commitment to represent Africa from an Afnigeerspective” (Garritano, 2008: p. 3). AccordiagCham
(2002), film making in Africa was a product of tadtal experiences of Africa. Meyer (1999) confirthat the
film industry in Ghana did not circumvent this redahe African film industry had taken and produtikds that
were in line with this ideology. According to Giéano (2008) and Ames (2006), this kind of moviekmg
could not generate a mass audience and could netrpée the global market. However, in the late0l98&ost
African filmmakers moved from strict film ideologyp producing movies that encapsulated the socialdwo
These movies according to Meyer (1999) became pepular with the Nigerian film industry also knowas
Nollywood taking the lead in producing over onelimil copies a year.
Until the late 90’s and early part of the new nmitieum, the Ghana film industry had been struggtmgeep in
business especially when its counterpart Nigeri lheen successful in the area and came to be exfjasdthe
third best movie producers in the world (Utaka, @0Like their Nigerian counterparts, the Ghanaiaovie
industry turned to new video technology to prodtiesr films and started chalking new success aodmis in
movie production and sales. Some scholars havibwtid the success of Ghanaian films to the intctdo of
video technology. To them, cinematic films had lbeén very good for African Film industry and thevnédeo
technology seem to have opened the floodgatesmmivation and success in movie production. Akpo 800
states that one reason for the success of thetigduas because film producers using new technolmgan to
produce movies to meet popular taste. As a resuttiences are provided images of local contentiraredest in
the ‘new’ Ghanaian movies began to sour (Meyer1200
Ghanaian video film industry which emerged in tloeirse of the late 1980s grew steadily and wasymiod
over two hundred movies per annum in the 1990si{@r, 2008). The industry continues to boom eslgci
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with movies produced in Akan language-the latteéndpea widely spoken local language intelligible about
74% of the population in Ghana. The emergence isfitimovative feature of producing vernacular-mestia
movies in the industry, popularly dubbdtlimawood is branded upon the Hollywood, Bollywood, and
Nollywood versions. Stemming from the fact that iafsthese movies are produced in Akan, Garrit2GD8)
confirms that, six movies were produced weekly ina@a of which five were in Akan and one in English.
Following from Garritano’s assertion, it can be doed that on the average three hundred and twabxges

in Akan are produced annually. With the currentlifecation of movies production in Ghana, one casume
that several hundreds of movies are produced inmn&heth a chunk of the production taken by the Akan
mediated movies. This shows that the number of jpoplacal movies produced in Ghana is becoming
astounding and it is therefore important to intgate its socio-cultural significance to development

Currently, technological evolution has made theswies even more accessible. Garitano (2008) affitimat
these movies are produced transnationally and besteld on television, streamed over the Internstrilabited
and pirated globally in multiple formats. Hayn@810) affirms this trend and indicates that the im®are not
just put on compact discs (CD) but are also upldaale internet-based video sharing sites such ad itoe,
Daily Mation, Video Share and other social netwogkisites. The above assertion support the facttkiese
movies have acquired newer characteristics of adméty, affordability, and ubiquity.

Another popularizing trend of the new movies isrtigematic focus. Just like other African movite settings,
themes and characterizations of these popular Gdramaovies have a lot in common with many communal
settings and cultural practices. This therefore esakeasy for people to identify with the movisestlaey reflect
the attitudes and everyday experiences of manyaf tudiences. Meleiro (2008) adds that this mesvie
producing trend is a response to the desire fog@ndhat popular audiences can relate with. EkiN1887) as
cited in Adeyemi (2008) states that every movieésived from specific cultural or traditional rems which
informs its meaning as well as its structural mdtiogy. Scenes and stories are sometimes in lirtB wi
audiences’ experiences and these have contriboitdne tpopularity of the movies. As people watct aee their
natural material identities replicated in the mowee desire to watch more and more becomes inté&ssde the
easy accessibility to content, structure and gtiof the movies, scholars like Sama (1994) comstéhdt the
movies are made on larger scale because unlikeitleenatic films, they are inexpensive to producarriano
(2008) indicates that the inexpensive, widely aldé and easy to use technology for the produciiod
duplication of the movies have transformed movieslpction on the African cultural landscape.

Many scholars such as Haynes (2010) and LarkingR8@ve argued that the producers of popular mawvies
Africa have never been concerned about authenticitftural revival or cultural authenticity, whidcre the
founding motivations of African cinema. They arencerned with the monetary aspect rather than usiag a
platform to effect positive change. Gugler (20@8yues that these “market-driven” products promntoee
“political processes that engender extreme inetiegli(p.16). The movies endanger efforts to bridguality
gaps such as gender and ethnicity. Akashoro (26d@6)ends that these movies have been used to anjert
instruct, subjugate, persuade and propagate thelbgecial, political, economic and educationaéde of the
audience. Addressing mass audiences, these mdweesrare not obliged to speak on behalf of a minarioup
and remain unencumbered by the burden of reprdagmntahich has been the core of film critics (De2ad4;
Garritano, 2008).

Over the years, the movies have not been able géachragainst inequalities, especially, those thmgact
women. In this regard, many scholars such as Gari(d008) and Owusu & Kwansah-Aidoo (2012) contend
that they rather contribute to the subjugation ofmen. Therefore, the commercial success of theséembas
also increased the continuous misogynistic reptaten of women in the movies and its consequential
reflection in real life. In effect, Ghanaian popumovies rooted in traditional cultural tropes ¢sndescribed as
a system that produces and naturalizes genderoigies! (Garitano, 2008; Newell, 2000). The populbagaian
movies just like any other African popular culttead to recycle gender stereotypes rooted in pelya

4.2 Stereotype Theory

The media is full of representation. O’Sulivan, @uatand Rayner (1998) observe that the continutmwg 6f
images and information from the media is the magtdrtant source of peoples understanding of thddwor
around them and the people who live in it. Onéheftheories commonly used to describe media reptason

is the stereotype theory. Even though this thead/éxisted, Pickring (2001) acknowledges that Waliigmann

is credited with the introduction of the term inced science. Lipmann (1965) used the concept ter r®
images individuals have in their minds about carthings or categories. In effect he used the vtortefer to
the typical picture that comes to mind when thigkébout a particular social group. In his bé&akblic Opinion
Lippmann argues that the way things are in the weald are often not the same as images that éxittie
minds of people living in a society yet the domingroup perpetuates the inaccurate images of malipéd
ones. Lippmann (1965) as cited in Kanahara (2006¢ves that “ in the great blooming, buzzing ceiuf of
the outer world, we pick out what our culture hlkeady defined for us and we tend to perceive Width we
have picked out in the form stereotyped for us biyaulture” (p. 306).
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Many other scholars (Brewer 2010; Kanahara 200&e?ing 2001) have given variety of explanationstfe
concept. However, these scholars seem to focusdrihe same idea of cultural and superficial belaid the
generalization about certain social groups. Faamse, Kanahara (2006) defines stereotype as meghtughts

or ideas thought to be true of every member ofexifip group. Wella, Burnett & Moriarty (1992) alstefine
stereotyping as “presenting a group of people im@varying pattern that lacks individuality andesftreflects
popular misconceptions” (Nwagbara, 2006: p. 21)todiand Von Hippel (1996) used the term to refer t
cognitive schemas used by social perceivers togsiformation about others. These schemas aogotdi
Brewer (2010) are provided by the media and pegtetl by the dominant group. In general, stereotypes
function to keep minorities in positions of low pemand prestige (DeFleur & Denis, 1998). A groupedple
can be marginalized by their portrayal as an umsgmtative minority. Lipmann himself acknowledges
stereotyping as inadequate and biased, as enddrgrgterest of those who use them, as obstaclegtibnal
assessment and as resistant to social changedisirspy Blum (2004) adds that stereotypes powsrihiape the
stereotyper’s perception of stereotyped groupsngeée stereotypic characteristics when they atepnesent,
failing to see the contrary of those charactesstihen they are, and generally homogenizing themrin
describing stereotypes, Ford & Tonander (1998) atds “... traits which differentiate a social gpofrom
people in general are more likely to be judgedteestypical than traits which are less differemigl’ (p. 373).
This goes to support the fact that the dominantigrends to label traits that stand out as unigustereotypic

of a particular group.

Brewer (2010) adds that stereotypes tend to separdividuals into certain subgroups within theistbcbased
on membership of a particular group of people. &ydherefore is responsible for stereotyping. Adog to
McKillip, DiMiceli & Luebke (1997), there are twoiferent categories of intergroup interactions. ¥leall the
first category the universal stereotype which meaesple have the tendency to see those within treup
more positively than they do of members of oth@ugs. For instance, men tend to view themselvesr&boly
than they do of women and therefore are likelytewedtype women negatively. In this instance thieigrahal
ideology of film is seen in the depiction of womand the production style of the film. Film is undoedly
produced and directed from men’s perspective hdreeegative representation of women.

McKillip et al (1997) refer to the other categamg the reciprocal stereotype. Here members of thjerity
often keep those in the minority in positions afited or subordinate power particularly through saggs to
their members of the majority group facilitatedtbg mass media outlets such as films. Even thoughem are
technically the majority of the worlds’ populatiosgciety has revered males as the dominant or agroup.
The reciprocal stereotype makes the claim that arercompetent and assertive while women are sulweiss
and that women are warm and gentle while men ale &od rough (McKillip, DiMiceli, & Luebke, 1997).
Several studies (Brewer 2010; Ford & Tonanader,81%%hanhara, 2006; Williams, 2003) have found
stereotypes to exist in media. The study identsteseotyping in the media as occurring in distimays.

First, the media distorts the real prevalence gifcaup in society. This is done through under regmegion, over
representation and misrepresentation. An examplndslimited representation of women in the media a
described by Tuchman (1978) in her symbolic anafiuh theory. The second kind of media stereotyfEnag
described by Williams (2003) is the narrow and dixepresentation of a whole group of people. Tlisucs
when the roles, behaviors or personal charactesisti a particular group are portrayed in a limitashion. As
indicated by Brewer (2010) the representation omen as housewives, mothers or sex objects fall rutiile
category. The final stage of media stereotypinthésde-legitimizing of a group in comparison to ttealized
images of how people ought to behave. Thus a gobygeople can be marginalized by the media as ahalor
and peculiar. Media stereotyping, in essence, geofalse impressions of certain groups and pedgitiams
(2003) asserts that the danger of such represamtatithat people may not only lose true insigh ireality but
ultimately their capacity for life experience midig dulled. Consequently, media stereotyping mayigde false
impression of a certain group.

4.3 Stereotypical Images of Women in Movies

Images of women in films reflect cultural stereagpghat depart markedly from reality. As indicabgdMedia
Awareness Network (2008), entertainment media tauttdten portray specific groups, such as women, in
negative ways or as having more negative qualtiias the dominant social group. Such portrayalabdish
context and ways of thinking about how interacthwihembers of another group and this in turn affects
communication and socialization (DeFleur & Deniig98).

Often in the media, women become the stereotypedpgand men become the group who stereotype (Rettew
Billman, & Davis, 1993). According to Media Awaresse Network (2008) female stereotyping in media,
specifically movies, can narrow the perception dlatvwomen can do and not do as well as shapinganén
children’s view of women. Television and film alggically portray an unrealistic view of the ideabman in
addition to reinforcing the traditional represeiatatof what makes a woman.

In movies, research show that stereotypical fralkesweak, evil, gentle, homely, and sex objectstitmie to
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define women in movies reinforcing culturally impeed stereotypes and creating new ones. BreweOj2adds
that stereotypes of women that exist in movies roé different from traditional stereotypes of women
Traditionally, the role of women is seen as submath to men (Ogundele, 2003). This according tor@&u
(1996) and Ogundele (2003) limits women to a veagrow place within society and it is clearly refiet in
movies through the projection of negative stereesypf women which helps in furthering a misplaced
socialization of women in the society. AccordingShrivastva (1992), this results in the reinforcatmef the
stereotyped image and role specific action of wothesugh a unidimensional projection of their rgali

Okunna (1996) criticizes images of women in mowad acknowledges that movies seem to project ivegat
stereotypes of women rather than portraying aspeetomen that would empower audiences. He affirhag t
many popular products especially movies conveyestgpic and misogynistic images of women. Women are
identified and defined in line with men’s code @rpeption. This according to Okunna (1996) shapédic
opinion and attitudes toward women and undermioegs/'s confidence in them. Garitanno (2008) ndted
Ghanaian movies tend to recycle gender stereotyjisa long history in African popular culture andturalize

a similarly deep-rooted “ideology of patriarchy”.

The movie industry is seen as not only panderingtéoeotypes, but also reinforce existing sterezgyome
researchers (Agars, 2004; Brewer 2009) insistgteatotypes that exist in the media portrayal ofinen do not
generally originate within the media organizatiather they arise from beliefs which are widespri@asbciety

as a whole concerning psychological differencesvben men and women. It will be unrealistic to expgbe
media to deviate from accepted norms especiallgestheir appeal is to a mass audience. For instAgars
(2004) argues that the media images of women asedban stereotypes that exist in the society. Aghiese
scholars assert that in the case of female stgymaiyn the media, it is as a result of a patriatcociety. Critics

of this assertion hold the argument that the fhet the media repeatedly and constantly depict wome
stereotypic roles and portray them in a negativieerathan in a positive way confirm the media’serajgainst
efforts to empower women. This school of thougluciaims that the media is bias against women. Thetes
also admit that men have been the dominant grobmmtéenedia products. Owusu & Kwansah-Aidoo (2012)
contend that Ghanaian movies are full of male daieith representation of women because most filmraaker
Ghana are men. Consequently, the woman in the Glramaovie is depicted as tempestuous, devilish and
unsympathetic character. Many feminists such amatih (1997) describe images of women in movies as
stereotypic and it is a deliberate attempt by ntepdrtray women as such. However, some of thasdiest
acknowledge that over the years, women’s role iniesohave expanded beyond their original stereotyqlie
that existed decades ago. For instance King (2003¢rves that some decades ago filmmakers prodnoeigs
that operated under a social value system desigmedgulate women sexuality, keeping them as virdor
men’s pleasure. However, she observes that thatisituhas changed and now women are allowed toexpl
their own sexuality. In tandem with Kings, Owusuk&ansa-Aidoo (2012) observe that stereotypic imagfes
women in Ghanaian movies have improved since filker® nowadays cast women in roles that were
traditionally men’s domain. They cite women beirgtpyed as law makers, doctors, working mothersram
others.

5.0 Methodology

Six movies out of thirteen films that won awardstted 2012/2013 Kumawood Akobeng Movie Awards were
selected for the study. Producers of the six setediims were also nominated under the same 2012/20
Kumawood Akobeng Movie Awards best producer catggbine movies includ&enko M’AbusugThe Family

| Have),Adoma Eno SamanpdMother’s Benevolent Ghost), Abrokyire Abrabo @.iAbroad),Time Changes
andAma Ghanaln all 114 cumulative scenes were counted foistkenovies.

5.1 Synopsis of the Movies

Menko M’Abusua

This movie tells the story of two sisters Benewad Ama Foriwaa whose main aim is to destroy theiunger
brothers Akosah and Nkrumah. Through witchcraftytbesable. Akosah and make him jobless and mentally
deranged. Through the same diabolic and mischievmlisvior of spirituality, they try to prevent Mina
Nkrumah's wife, from getting pregnant. They vilignyone who tries to help these brothers and evigntua
prevent any good from coming their brothers’ way.

Abrokyire Abrabo

This movie tells the story of a couple, Sammy andu€uaa, in London who work hard to invest in Ghana.
Through lies and deceit, Owusuaa’s parents are tabt®nvince the couple to make them overseer$af t
investment in Ghana. Owusuaa’s mother and fatiearsgder the money on women and fail to invest thaey
prudently. Sammy and Owusuaa come back to Ghawya@uiscover that their investment is wasted.

Eno Samanpa

This movie tells the story of a lady, Mafia, whoesés her mother and siblings through witchcraft. §bes
through pain but with the help of various people shcounters, she is able to redeem her life ithandown.
Life takes a new twist when she meets Ofori and gedarried to him. She seems to enjoy life after rrew
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found love. Unfortunately, her happiness is shiged because she could not conceive. Ofori's fargéts even
with her. This movie is full of vilification, betyal and treachery.

Time Changes

This movie tells the story of two sisters, Akosuanipo and Adwoa who fight over kingship positions tieeir
sons. In order for her son to win, Akosua dompaulh juju cripples her sister's son Nkansah andesak
Noami blind. Finally, truth comes to light and tleers poetic justice. Everyone gets to know the evil
machinations of Akosua Dompo.

Ama Ghana

Ama, a very beautiful girl in her prime faces & ¢d pressure from her parents to marry a rich nisfter
throwing away various suitors, her parents finéiligl her a rich man to marry. Despite the gooduioes of the
man, he is unable to make Ama happy because hseseto consummate their union. Under influence, Ama
together through the influence of other femalenidie begin to have extra marital affairs.

Adoma

In Adoma a pastor does everything in his power to pretentdaughter Adoma from marrying the man of her
dreams. In order to win Adoma'’s father to his sidleante, Adoma dream love is misled by Kirashi, itchv
doctor who gives him power to sleep with ladies kiidhem. As the movie unfolds, Adoma encounteasred,
witchcraft, juju and betrayal.

5.2 Unit of Analysis

Kimani (2009) defines a unit of analysis as the ll@aielement or indicator of the phenomenon odriest in a
content analysis. Wimmer and Dominic (2003) ada@s timit of analysis may be a word, an image, a sjyrab

an entire story. In line with these assertions,uhi¢ of analysis of this study was a scene intfwvie. In this
study a scene is operationalized as a continuack lnf storytelling either set in a single locatimnfollowing a
particular character. The end of a scene is tylyicaarked by a change in location, style, or time.

5.3 Coding and Categorization

Qualitative content analysis unlike its quantitatisounterpart does not restrict the researcheredepermined
categories but opens its range so that other themagsemerge from the study, (Schilling, 2006). Tiylo an
inductive procedure based on an earlier pilot stady following the steps of Global Status of Won(2009),
Okunna (1999), and Owusu & Kwansah-Aidoo (20139, fitllowing salient thematic categories emergednfro
the coding:

Domestic- any scene that features a woman who is mostly atehand devoted to domestic duties. It also
include scenes that feature women engaged in diidsare traditionally perceived to be in the faine arena

or womanly

Sex object- any scene that portrays a woman as useful objed¢h& sexual gratification of men, as promiscuous,
or as commercial sex workers. Such inferences risayl®e made through appearances, actions or stateso#
any of the characters in the scene.

Diabolical- any scene that features a woman with qualities éiratpresumed to be of mischievous intent or that
can or is likely to cause injury. Examples inclustenes that portray women as witches, necromanmers
women who resort to spiritualists to harm othergyather material gain.

Dependent- any scene that features a woman as entirely dig@non others especially male counterparts for
survival or where women are cast in a subordinatiolg to men for economic, political, social andational
support.

Gullible- anyscene that casts women as garrulous, naive, igripeasily manipulated and susceptible to men.
Vituperative- any scene that portrays a woman as vicious, shamgted, or invective casting

Enduring- any scene that portrays a woman as tolerant esfigcivhen it comes to accommodating physical
and emotional abuse and pain.

Accommodating- any scene that depicts a woman as uncomplainidgcantentedly waiting on people

The above thematic categories guided the codemsgltive coding process.

5.4 Coding Process

Two undergraduate students of the University ofdation, Winneba operating independently were résduas
coders and taken through the categories in ordexetge as guide for them during the coding proceéss.
moderate the subjectivity level of coders and atshice errors that may result from the varying baaknd of
the coders as a measure to enhance reliabilityaldity, Marrying (2000) posits the testing of amer coder
reliability. In qualitative content analysis, Macnara (2005) and Marrying (2000) agree that 0.7 code
agreement is sufficient

The coders and the researcher watched the m@oenato serve as a pre-test for coding. Both coderseabon
thirteen scenes out of fifteen scenes. Using Hol$869) measuring too, an inter coder reliabifigye of 90%
was achieved during the coding process.

The study also employed textual analysis as a refsdaol to perform an in-depth analysis of thenthéc
categories derived from the content analysis. Thdystherefore employed textual analysis to aiéxplaining
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the thematic categories that emanated from thengodi

6.0 Findings and Discussion

To answer the first research question, qualitatimetent analysis was done on the six movies pecdtegories
obtained from the coding scheme. As sated eather,thematic categories that emerged includtamestic
dependentsex objectsgullible, diabolic, enduring vituperativeandaccommodating

Table 1: Cumulative scenes and length of the six movies

Title Length Number of Scenes

Menko M’Abusua 1lhr 17min 18sec 22

Adoma Ohr 53min 46 sec 15

Eno Samanpa 1hr 19min 46sec 18
Abrokyire Abrabo 1hr 19min 3sec 22
Ama Ghana 1hr 5min 32sec 18

Time Changes Ihr 27min 41sec 19

Total 7hrs 23min 6sec 114

6.1 RQ: 1(a) what is the degree of representatiorf women in popular Ghanaian movies?

This research question addresses how women anayexitor represented in the six popular Ghanaiavieno
The study first looks at the quantitative repreaton of the women in the movies. Many studies (CRao8;
Okunna, 1996; Utaka, 2010; Van Zoonen, 1994) hadicated that women, in terms of numbers, are
underrepresented in popular movies. This studyadabunt of women cast in all the six movies visisatheir
male conterparts to know the number of women remitesl in the six movies as depicted in the tablevibe

Table 2: Degree of representation of women in the six selected popular Ghanaian movies

Movies N % of Women N % of Men

Menko M’Abusua 12 54 10 46
Adoma 8 53 7 47
Eno Samanpa 9 50 9 50
Abrokyire Abrabo 15 68 7 32
Ama Ghana 8 44 10 56
Time Changes 9 47 10 53
Total 61 54 53 46

It is important to note that, generally, women weat under-represented in the movies. With the gtiae of
Time ChangesndAma Ghanawvhich came up with 47% and 44% respectively, womvere better represented
in the movies. IMbrokyire Abrabol5 women representing 68% were cast as againgn/representing 32%.
Menko M’Abusuacast 12 women representing 54% as against 10 epesenting 46%. 1Adoma 8 (53%)
women were cast against 7 men (47#)o Samanpaepresented both gender equally with 9 apiecerghar
rate of 50%. In total, women constituted 54% of¢hset in the movies, whilst men constituted 46%.

The findings of this study therefore contradictfimgs by Chari (2008) and Van Zoonen (1994) wherghat
when it comes to numbers women are underrepresémtawvies. Even though in the numbers indicate tha
women are well represented in these movies, it dodsmean that they are qualitatively representesl.
cautioned by Utaka (2010) the increase in the nurabavomen in movies does not necessarily guarathteie
positive representation.

6.2 RQ 1(b): How are women portrayed in these popat Ghanaian movies?

Altogether, eight themes emerged from the conteatyais of the six movies. The themes derived feanh
movies are depicted on a Table. Table 3 repregeatfequency distribution of how women were pomciin
all the six movies, namelylenko M’abusugMA), Adoma(AD), Eno SamanpéES), Abrokyire AbrabdAB),
Ama Ghana(AG), and Time changefTG). Menko M’Abusuawill be represented (MA)Adoma(AD), Eno
SamanpdES),Abrokyire AbrabdAB), Ama GhangAG) andTime Change§TC).
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Table 3: Cumulative freguency distribution of how women were portrayed in the six movies

CATE'GORY MA AD ES AB AG TC TOTAL
N (%) N@®) N(@®) N(@®) N(@®) N N (%)

Vituperative 9 (19) 2(6) 10(21)1(B2) 5(14) 8(19) 45 (19)
Dependency 8(17) 7(21.2) 10(2) (1B 6(16) 5(12) 42 (17
Domestic 4 (9) 6 (18.2) 8(17%) 4(12)8(22) 7(16) 37 (15)
Diabolic 8(17) 5(152) 7 (15%) (B 0(0) 8(19) 31 (13)
Sex Object 7(15) 5(152) 2@ 2(6) 8(22) 3(7) 27 (11)
Accommodating 5(11) 4((12.1) 3(6) 4(12) 2(5) 409 22 (9)
Enduring 3(6) 4(12.1) 49 0(0) 6(16) 49 21 (9)
Gullible 3(6) 0 (0) 3(6) 412 2(B) 49 16 (7)
Vituperative

This category ranked first among all the categonedts depiction of women in the movies. It scorégl
representing 19% of the entire six movies. Amorgrtiovies Abrakoyire Abrabacored the highest, dedicating
32% of its scenes to this category. They were Yatld by Time Changesind Menko M'Abusuawvhich scored
19% each. It was then followed Byna Ghang14%),Eno Samanp&10%) andAdoma(6%).

Dependent

This category ranked second out of the 8 dominatggories that emerged from how the movies portraye
women. 17% of the scenes were dedicated to theridepé category. Of all the movie&domatopped, with
21.2%.Time changescored the least staking 12% with regard to enipipthis category in the portrayal of
women. The movie dedicated 12 out of its 19 scémehis category. The other movies ranked as fatdmno
Samanpd21%),Menko M’Abusug17%),Abrokyire Abrabd17%), andAma Ghang15%).

Domestic

The domestic category ranked high placing third agnibhe themes employed to analyze the portrayaloohien
in the six movies. With a total of 37 out of 24%kify the cumulative frequency of categories codbd,
domestic category scored 15% making it one of thkest categories employed to portray women. Aistithted
in Table 3, the movie that highly employed the dstitecategory iAma Ghanawith a total of 8 representing
22% out of 37 (100%). The rest of the movies pgedawomen in the domestic category as folloAdoma
(18.2%),Eno Samanp#17%), Time change$16%), Abrokyire Abralo (12%) andMenko M'Abusug9%). The
movie that least employed the domestic categokelko M’ Abusuawith a frequency of 4 (15%)

Diabolic

The diabolic category ranked fourth among the otaegories scoring 31 (13%jlenko M'Abusuacame tops
among the others with 17%. Again, two movies caemondEno SamanpandAdomadedicating 15% of the
scenes to this category. It is also followedTipme ChangesandAbrokyire Abrabg both scored 9% eacAma
Ghanadid not portray women as diabolic.

Sex Objects

This category ranked"Sscoring 27 (11%) in the portrayal of women as sbjects.Ama Ghanascored the
highest by dedicating 22% of its scenes to thiegaty. It was followed byMenko M’Abusuaand Adoma
scoring 15% each. It was then followedTisne Change§7%), Abrokyire Abrabq6%) andEno Samanpé4%).
Accommodating

This category shared the same position with theipus category. It dedicated 22 scenes repregpffifito the
portrayal of women as accommodatigprokyire Abraboand Adomaranked high scoring12% each. It was
followed closely byMenko M’'Abusuawith 11%.Time ChangesEno SamanpandAma Ghanacame last with
9%, 6% and 5% respectively.

Enduring

This category ranked last but one among the othézgories dedicating 9% of its themes to the enduri
categoryAma Ghanaopped in this category. 16% of its scenes wededdor this category. It is followed by
Adomawith 12%,Eno Samanpand Time Changescored 9% eactMenko M’'abusudollowed with 6%. In
Abrokyire Abrabo, none of its scenes portrayed wome characters with enduring nature.

Gullibility

This category ranked last, only 16 scenes, reptiegsen% were dedicated to this categokprokyire Abrabded
with 12% followed byTime Changesvith 9% thenMenko M’abusuaand Eno Samanpavith 6% eachAma
Ghanacomes in with 5%. Il\domawomen were not portrayed as gullible thereforeiagazero.

6.3 RQ 2: How do the portrayals reinforce or contralict existing notions about the role of women in
society?

Earlier review of the literature established thatnven are continually portrayed in stereotypicaésdh movies
(Azeez, 2010; Brewer, 2009; Chari, 2008). Othedistsi Utaka (2010), Hilton & Von Hippel (1996) po#iat
these stereotypes are very negative and somermafdbenot reflect the reality of womanhood.

From the findings, it could be inferred that womare consistently stereotyped in the movies. Giabsi
stereotypes given to women such as dependency,sticityeand protection were identified in the mauidhis
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finding supports Owusu & Kwansah-Aidoo (2012) andjiii (2008) account that women in popular movies
are normally framed around these stereotypes. ApHyoe, (1991) puts it, the media portray womernhigir
traditional stereotyped roles as submissive, degrendives or mothers.

In all the movies, women were seen as occupyinglthmestic space. Brewer (2012) confirms that woaren
always seen as the weaker sex and therefore cannave without men. This is very evident in the vies
especially when it comes to issues of finance anohselling. Men are portrayed to possess all cfetualities
whilst women are portrayed as dependent on methésame qualities. Utaka (2010) asserts that mtes of
women in movies conform to the already existingesitypes in society and this is very evident inshelocal
movies under discussion. Even though some studiesamen’s representation in the media (Hunnicu@20
McFadden, 2003) claim that there are fewer stepastyf women in movies of recent times, the findingthis
study run contradictory to these studies and #esertions.

The findings also revealed that women are portragedituperative, diabolic and as sex objects. &lilesmatic
categories form part of what Brewer (2009) refeysas negative stereotypes. Women in these movies ar
portrayed with the same negative stereotypes thist @ movies worldwide and in the real world. Slgoes to
confirm Media Awareness Network’s (2008) concerat ttvomen are constantly given negative stereotypes
films. It also validates what Okunna (1996) andKdt§2010) have said that African movies continugtid
women in a negative light and also subjugate them.

As observed by some studies (Brewer, 2009; CRafg8) women were predominantly portrayed as sexatdj
in these six movies. According to Treise et al @9%Hhe media industry continues to stereotype womitin a
major area of worry being the representation offdrale gender as sex objects. In battomaand Menko
M’abusuawomen were constantly portrayed as sex objectsnfam. InAma GhanaAma and her friends are
portrayed as sex addicts who regularly seek segradification from men. In one scene, Ama’s friep#gssuade
her to engage in extra marital affair. Throughdet tnovie most of the women were portrayed as segiyiand
immoral characters. Indeed women'’s bodies as seammodities fit to be bought by men is portrayesrenas
a norm than an aberrant behavior. Examples of wobwéng portrayed as vituperative were evidenEmo
Samanpaln a scene, Boahemaa cast invectives on her-giskew every time she came in contact with hed an
this attitude runs throughout the movie.

Most of the scenes in the movies repeatedly ptegemen as inferior subjects, evil people and peeygto are
morally corrupt. Writing about female characteri@atin local movies, Ezeigbo (1996) observes thaftstm
women characters are portrayed as depraved andlidiand that their bestiality beggars descriptidihe
findings from these movies confirm this observatiBrewer (2009) adds that even though the worldnstebe
moving from traditional misogynistic era, stereofypof women still exist and the media is the warakprit.

6.4 Thematic Analysis: Four Perspectives
Theorizing the portrayal of women from the persjpecof Chari (2008), the six movies could be théoedly
analyzed under four areas. They includédjed womealso known as the good women; 2) fiee womeralso
known as the bad or evil women;iB}ignificant others andgender inequality
Boxed women
According to Chari (2008) boxed women are women vene represented in restrictive gender roles. As
indicated by Wood (2013) these women are focusefhimily and are subordinate to men, hence they View
through the narrow prism of tradition and have rimédéised the worldview of the dominant sex. Thegnsgo
conform to traditional domestic stereotypes of wameérhey are usually cast as loyal wives, help sated
victims. InMenko M’AbusuaMina, Nkrumah's wife is an example of a boxed vemmShe remains loyal to her
husband despite all the troubles she encountens ffrer husband’s family. Again, Maafia Eno Samampas
another example of a boxed woman. She does eusgytttadition prescribes for a wife when she mak@fori.
Such domestic activities include cooking and clegrihe home. Even though Maafia shows a lot of eamthe,
strong will and strength, she is still cast in #hdows of men. Wood (1994) postulates that aamoisialways
identified with traditional feminine virtues, and the movies, a woman is classified as strong acdessful if
she exemplifies traditional feminine values of-@&mgence, passivity and possesses a personaltidénkied to
a dependency on men.

Free Women
These women represent all the things a good womanot. She is stern, assertive and courageous. diteey
categorized as witches and wicked. According to 8V(013) these women are represented as hardaadld
aggressive. Olujimi (2008) adds that such womencast as treacherous, unreliable and sharp-tondoed.
Menko M’abusuaBenewaa and Ama Oforiwaa are cast as witches whim tdestroy any good that comes the
way of their family. INnAdoma Sofomaame, a character whose name is derivedtfrerfact that she is a pastor’s
wife is cast as a free agent. Her assertivenests laar negative tags including ‘loud-mouthed’, thitand ‘a
lioness’. When her husband puts their daughter uddeess to marry a man of his choice, Sofomaanpesgs
and incurs the wrath of her husband and membetisedf congregation. All the movies, with the exdeptof
Ama Ghanacast most of the independent-minded women imtbheies as diabolical and witchcraft-possessing
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beings. As reiterated by Utaka (2010) identitiesvofmen in these movies are so diabolical that siomestthey
lack reality and seem un-natural.

Insignificant Others

Insignificant others are those whose identitiesvaigue and lack categorization. A careful analgéithe scenes
reveals that some women were cast but did notatgrymajor role in the movies. According to Ch20@8) the
identity of these characters are not well definedause they operate in the background as unseeactdrs.
Again, they are nameless and do not often speake @gain these women are also considered insignific
when they are alienated from mainstream perfornmairca scene. A clear example is a scenkdomawhere a
lot of women were cast but did not play any siguaifit role. Also inTime Changeswomen at the king’s court
house did not play any major role. Even when deosiwere taken on them, they were not given much
prominence or voice. In scene four/fma Ghanathree men including Ama’s father conspire tryrarry her
off to a rich person and she is not given any vdiceesist or reject the machinations. This reicdsrthe idea
that women are passive characters.

The representation of women in these insignificatgs, according to Chari (2008) marginalizes worsiece it
implies that they are ‘less human’ but neverthetgsscontent with the roles they assume.

Gender Inequality

Also evident in the movies is the issue of gendeguality. The movies in many instances depiciriegualities
that exist in gender relations in the community andieties at large. According to Media Awarenesswérk
(2008), owing to lack of gender sensitivity amomgducers of popular movies, production of gendeqirality

is reinforced in several productions. Although thbas been a lot of changes over the years in tefmbat is
considered appropriate societal roles for men amochen, Hazel & Clarke (2008) observe that the changet
reflected in the media especially in movies. Thiglso evident in the movies under study. Gunt@9§) opines
that women are normally cast as domestic; focusdyl @n family and personal relationships; less cetapt
and dependent on their male counterparts for emaltiand financial support. On the other hand, men
portrayed as strong leaders and not interestehlimgg of the home. These gender representatiomslfouthe
movies create what Morawitz & Mastro (2008) refer as patriarchal gender discrimination. The popular
Ghanaian movies under study are not exceptions.

In exploring the dichotomy of gender power relasiothe movies explicitly favor men. The men in thevies
have more economic power than their wives. Sineentlen have more resources at their disposal, Wieas
rely on them to provide them with their needs. ®eceafter scenes reveal that these movies reinfypender
imbalances in society. IMenko M’abusuathe one who has economic power and feeds theeefatinily is
Nkrumah. InAdoma the final authority resides with Osofo Boadi. Adgcision he makes is final and no one
could dispute it. In scene six #&fdoma Osofo Boadi reprimands her daughter for datirgug he refers to as
‘irresponsible’. Even when his wife tries to conuénhim to exercise patience, he vilifies her ang;s&Voman |
have told you not to speak. My word is final. Dopdu have any respect for me?” This statement nigde
Osofo Boadi clearly reflect the power men wieldsgveral homes in the typical Ghanaian or Africattirgp
Men are the final authority in African homes (Okani996). InTime Changesve witness a classic traditional
decision making caucus known as the Council of isld€his caucus, led by the Chief make decisioas itind
the whole community. The significant nature of tdagicus is that they are composed of only men. iShasso a
clear indication that women are alienated from égahlip roles and the scene shows a reinforcemegereder
roles prescribed by patriarchal societies. Procegéir the perspectives of Okunna (1996) and U{@kd.0),
continuous portrayal of men in such dominant moeseinforce gender imbalance in society and besome
impediment to calls for gender equality. Where wonaere made leaders, assume villainous charadieriza
For instance, Menkd'abusug the leader of the witch camp is a woman. Almdistre male character in the
movies are cast as independent whilst about 90%eofvomen in the movies are made to depend on a mal
figure for support. IrEno Samanpahroughout the journey of pain, Maafia's once-indaile reliefs by way of
support came from only men. Not a single femaleattar was empowered to come to her rescue. Witheut
men she would not have made it through the eviddband she would not have met her husband. Alytios
people in the movies are men. About 95% of the worim Eno Sampanpavere portrayed as wicked and
diabolical. All the women Maafia came across séincinerate her life. A typical example is Ofarihum and
auntie. Due to Maafia’s inability to conceive, thelify and use all their energies to break her mage with
Ofori. Even though the movie is titldtho Samanp#ranslates “Mother’s benevolent Ghost”, all thegle from
the spiritual realm who manifest as humans withddygacity to redeem Maafia from her troubles are.ridis
means that even in the spiritual realm, powerfumea like the ‘benevolent Ghost of a mother’ is pazitated
from displaying her spiritual prowess. She is ratt@&st in the shadows of the men.The women poudrérye
these movies are always the helpless victims wttistmen are always the heroes. According to DR %),
men’s dominance over women places women in a siraiedposition.

The findings reinforce Mulvey’s (1975) assertiomttthe representation of women in movies is onigratnal
terms and not on women terms entrenching a phemname&here women are always portrayed to satisfy snen’
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patriarchal mindset. Demaris & Longmore (1993) #uat social and traditional norms enhance inequélijt
shaping our expectations of gender behavior. Temehts presented in these movies show a lack afliggu
when it comes to gender because they highlight préldeges in society.

7.0 Conclusion

This paper examined the portrayal of women in Gleaméocal movies. First, the study revealed thapyar
Ghanaian movies do not under represent women cgrittavhat some studies (Chari, 2008; Utaka, 2013k
established. In quantitative terms, generally, womere well represented in the movies. Second,sthdy
showed that the dominant images employed in partgaywomen in the movies depicted them as vitupegati
dependent, domestic, diabolic, sex objects, accahating, enduring, and gullible. Almost all the gpides
identified stereotyped women. The portrayals omlgd to the subjugation of women because they iserea
men'’s disdain for them, sow distrust amongst woarah strengthen the forces which push them to thgds of
social life. The images of women presented in theseies, therefore, reinforce stereotyping of wonagial
mirrors the traditional settings of women’s rolerformances and subjectivities in real society.
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