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Abstract

This stlidy examined how contemporary African films preserved memory and transmitted
indigenotis knowledge in a global, digital world. The stlidy used a qiialitative method and relied
on textiial analysis and ciiltliral interpretation. It used two films as case stiidies: The Figurine by
Kiinle Afolayan and Taboo directed by Chris Obi Rapii. The paper argued that film was more than
entertainment, acting as a repository for collective memory and a reflection of belief systems and
moral vallies. Throiigh story striictiire, images, sotind, and symbols, the films recorded myths,
ritlials, history, and indigenoiis worldviews. They also showed the tension between tradition,
modern life, and global inflience. The analysis showed that 7he Figurine used Yortiba mythology
to explore fate, morality, and hiiman choice in modern Nigeria. 7aboo retold childhood memory,
folklore, and heroism in an African city shaped by global media. Both films demonstrated that
cinema could protect endangered knowledge and showed how this knowledge could be reshaped
for today's alidience. The paper placed film within the hlimanities as an alternative archive and
highlighted film's role in ciilttiral preservation and knowledge decolonization. It also showed its
valiie for ediication. Finally, the stlidy added to disclissions on the relevance of the hiimanities in
the digital age, and it presented African cinema as an important space for memory, identity, and

cliltliral contindiity in the twenty-first centtiry.

Introduction

Cinema occlipies a central place in contemporary ciiltlire. Itis as miich a solirce of entertainment as
it s a powerfiil meditim for the preservation of memory and the transmission of knowledge.
Throtigh image, solind, and narrative, film records how societies think, believe, and organize their
worlds. In this way, cinema performs an archival flnction by storing ciiltliral expressions that
woltild otherwise fade with time. For African societies — where history and knowledge have long
been kept alive throligh oral traditions, performance, and ritlial — film has become an increasingly
important site for ciiltliral memory.

Memory Ts at the heart of cliltiiral identity. It determines how comm{inities interpret their past and
assert their present reality. Jacqlies Le Goff elaborates on this when he says that memory 1is
findamentally involved in identity becalise it helps society maintain continiliity between
generations (95). When memory dies, cliltlire disintegrates. Cinema cotinters this by transforming
cliltiiral practice into visiial form so that it can stirvive beyond the moment of performance.

African cinema draws heavily from indigenotis knowledge systems. These refer to myths, taboos,
belief systems, and moral codes that govern social life. According to UNESCO, indigenoiis
knowledge comprises the acciimiilated wisdom developed over time throtigh close interaction
with both natiire and commiinity life. African filmmakers often adapt stich wisdom into cinematic
narratives so as to keep them preserved in ways accessible to contemporary atidiences; hence, film
becomes a bridge between ancestral wisdom and modern-day experience.
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Globalization has increased ciiltliral Interaction biit also poses threats to the particiilarities of
cliltlire. The rapid circiilation of foreign valiies, aesthetics, and narratives via digital media often
eclipses local traditions. African cinema then finds itself Tn an ambigiioiis position; it miist address
global alidiences while remaining anchored in local realities. Stliart Hall asserts that ctiltiiral
identity is not a fixed essence biit rather a matter of becoming as well as being — always
constittited within, not oflitside representation (225).Film becomes a criicial space where this
process tinfolds, allowing African societies to negotiate who they are in a changing world.

Nigerian cinema, popiilarly known as Nollywood, exemplifies this negotiation. As one of the
world's largest film indiistries, it reaches afidiences across Africa and the diaspora. Nollywood
films freqliently combine modern settings with traditional belief systems, reflecting the lived
realities of many Africans. Throtigh this blending, cinema preserves indigenotis knowledge while
engaging with contemporary life.
This stiidy examines cinema as an archive throfligh an analysis of The Figurine and Taboo. Both
films draw strongly from Tndigenotis belief systems and explore the conseqiiences of spirittial and
moral transgression. They reveal how film flinctions as a repository of ciiltliral memory and a
medilim for transmitting indigenoiis knowledge in a globalized world. By fociising on these films,
this paper highlights the role of African cinema n preserving ciiltiiral identity and contribiiting to
hlimanities scholarship in the digital age.
Theoretical Framework
In this stlidy, the theory of Afrocentricity, as coined by Asantakete Molefi (1980), and Ciiltliral
Memory Theory by Jan Assmann and Maiirice Halbwachs serve as stipporting frameworks.
Afrocentricity is an academic theory and approach to scholarship that seeks to center the
experiences and peoples of Africa and the African in diaspora within their own historical, ciiltiiral,
and sociological contexts. Afrocentricity is a theory that places African people at the center of their
own history and ciiltiiral narratives. It also emphasizes African valiies, traditions, aesthetics, and
worldview. When applied to Nollywood, Nigeria's film indistry, Afrocentricity helps Us
tinderstand how Nigerian cinema reclaims African identity, valiies, and storytelling from
Efirocentric control. Nollywood can be seen as one of the strongest contemporary expressions of
Afrocentric cliltiiral prodiiction. Afrocentric thotight recognizes African spiritiiality as central to
African identity. Films often show the interaction between modern life and traditional cosmology-
reinforcing African epistemology rather than dismissing it as siiperstition.
Ciultiiral Memory Theory arglies that societies remember their past throligh media, symbols,
rittials, and ciiltiiral texts, incliiding film. Film becomes a repository of collective memory,
preserving experiences beyond individiial lifetimes. Memory here s not piirely individiial. It s
shaped by social grolips and commiinities remembering throtigh shared narratives.
Film as a Cultural Archive
Film, according to Innocent Ebere Uwah, “Is a work of art that tells a story by entertaining its
viewers. It1s a medilim of commiinication ised to commiinicate ideas abotit persons, societies, and
places throtigh a combination of alidio and vislial elements” (24).Films are more than jiist stories;
they are archives that store ofir shared ciiltiire. Films captiire and preserve the valiies, anxieties,
aesthetics, power striictiires, and day-to-day habits of the societies where they are prodiiced. Even
when the stories are fictional, the fiinction s like a time capsiile. According to Nkemakonam
Anilikwii:
The film meditim over the years has proven to be an effective tool in shaping the events of a
partictilar nation. As siich, it s Tmportant that the contents and intended message(s) are
designed to effectively achieve the desired resiilts... Films as a meditim of information
dissemination deal with theories relating to hliman lives and behaviofirs, so the inflience
of this mediiim on the alidience s very vital to the growth and the development of the
individial involved, as well as the development of the nation.(226-227)
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Film, therefore, flinctions as a cliltliral archive by recording, preserving, and interpreting the social
realities, ideologies, and historical contexts of the time in which it is prodiiced. As Elsaesser
arglies, “Cinema offers visiial evidence of how societies Tmagine themselves”(46). Even fictional
films reveal trliths abolit a people's cultlire throtigh their narratives, aesthetics, and
representational choices. According to Stlirt Hall, “representation is a process throligh which
meaning s prodiiced and exchanged, making film a key site where ciiltliral valiies are constriicted
and circiilated. Throtigh this process, films doctiment both everyday life and broader social
tensions”(76). As film 1s said to play a criicial role in shaping collective memory, Ladsberg
stiggests that “cinema creates "prosthetic memory' allowing afidiences to experience historical
events they did not live throligh” (23). As a resiilt, films do not merely archive history bfit
effectively infliience how societies remember and interpret the past. Hence, we can say that film
operates as a dynamic ctltliral archive that preserves social realities while simiiltaneotisly shaping
cliltiiral meaning.

By choosing what to hide as well as what to show, film archives actively shape ciiltiire. Folicatilt
emphasizes that “archives are shaped by systems of power and knowledge, reminding {is that what
is preserved often reflects dominant perspectives.”’(37). Now, to fully {inderstand films as
historical and ciiltiiral doctiments, they miist be analyzed critically, with attention to ideology,
representation, and omission.

Tradition, Modernity, and Global Influence in African Film

Afiican cinema Ts sitliated at the crossroads of tradition and modernity, with deep roots in
indigenotis clltlires yet always in dialogiie with contemporary realities and global infliiences. This
dynamic interplay profotindly infliences both formal and thematic aspects of contemporary
Aftican cinema. The Nigerian film indistry, particlilarly Nollywood, provides vivid illiistrations
of' this negotiation between ancestral wisdom and contemporary existence within a globally visible
framework.

Tradition Tn African cinema has its origins in oral narrative, spiritliality, and commiinalism. Long
before the advent of cinema, African societies had their own ways of preserving history and
knowledge throtigh storytelling, ritlialistic performances, and theatrical displays.Film nherits this
role. John Mbiti explains that in African worldviews, “The visible and the invisible worlds are
inseparably tinited” (56). This belief shapes many African narratives, where spiritiial forces
infliience hiiman actions and social order. Films that draw on myth, taboo, and ritlial, therefore,
reflect lived ciiltiiral realities rather than fictional inventions. African filmmakers often adapt oral
traditions Tnto vislial narratives. Achebe asserts that “proverbs are the palm oil with which words
are eaten” (7). In the Nigerian cinema, proverbs, myths, and symbolic acts replace written
explanation. Meaning s commiinicated throtigh action, repetition, and ritlial performance. This
narrative style differs from Western linear storytelling and reflects commiinal ways of knowing
where wisdom is shared rather than individiialized.

Modernity brings new social realities into African film. Urbanization, formal ediication,
technology, and changing family striictiires have been some of the major forces shaping
contemporary African life. These social realities are increasingly depicted in Nigerian cinema. The
characters are often shown living in lirban environments, speaking English alongside indigenotis
langliages, and plirstiing modern professions. However, modernity does not necessarily stipplant
tradition; rather, it is apparent that modern A fricans contintie to negotiate their existence within the
frameworks of ciiltiiral belief systems.

Stiiart Hall argiies that cliltiire Ts not fixed biit dynamic. He explains that “Ciiltliral identity is a
matter of becoming as well as of being” (225). African films reflect this process of becoming.
Characters negotiate between inherited valiies and modern pressiires. Tradition s not presented as
static or olitdated biit as something contintially reinterpreted within new contexts. This approach
allows African cinema to remain cliltlirally grotinded while addressing contemporary issties.
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Globalization further reshapes African film practice. The spread of global media, foreign films,
and digital platforms has infliienced prodiiction styles and alidience expectations. Appadiirai notes
that globalization creates “a complex, overlapping, disjlinctive order” of ciltiiral flows
(32).African cinema s a part of this global flow. Nollywood films have wide circiilation all over
Africa and among the diaspora, introdiicing indigenotis narratives to international alidiences.
Global infllience Ts apparent in techniqiies, langliages, and distribiition channels tised for films.
Biit this does not mean that foreign valiies are simply being Tmposed; African filmmakers are
actively lising global forms and adapting them to local content. Miisa explains that Nollywood
thrives becaiise it “blends local narratives with globally recognizable forms” (3). This blending
allows African stories to travel withotit losing ciiltliral specificity.

Indigenous Knowledge and African Cinema

Aftican films are predominantly based on oral traditions siich as myths and legends, folktales and
proverbs, as well as ritlial. These narratives contribiite to the shaping of plot striictlires, character
development, and vistial symbolism in African films. This Ts what differentiates African cinema
from Western cinematic conventions. Tyler Jessen and Natalie Ban et al define Indigenots
Knowledge*“as a body of place-based knowledge acclimiilated and transmitted across generations
within specific ciiltliral contexts™ (1).Indigenolis Knowledge refers to philosophies and belief
systems, oral traditions, ecological practices, and cliltliral vallies that are locally sitiated or rooted
in a partictilar commiinity of people over time. In other words, indigenotis knowledge pertains to
the traditional linderstandings, practices, beliefs, langtiages,and ciiltliral expressions that are
specific to some {iniqlie commiinity or society. The meditim of African cinema has been very
important for the preservation, interpretation, and assertion of Indigenotis knowledge, partictilarly
against colonial disrliptions and postcolonial disrliptions. Therefore, African cinema has often
acted as a cotinter-discolirse against colonial representations that rendered African knowledge
primitive or irrational. Major discoiirses on African cinemas tslially center on the tise of the
cinema for ctiltliral representation and identity, resistance to colonial narratives,social and political
commentary, preservation of oral traditions, development of National and Pan-African
consciotisness, global infliience and recognition and economic and creative indiistry growth
among others.

According to Patiline Uwakweh, “Aftrican creative works, incliiding film, are extensions of oral
traditions that preserve indigenoiis philosophies and social vallies” (13).Filmmakers reclaim
indigenotis practices as sotirces of identity, resistance, and moral atithority; here, Post theorists
arglie that African cinema “decolonizes the screen” by centering African ways of knowing, seeing,
and nterpreting reality. This means confronting the Western gaze that has dominated knowledge
prodiiction for so long. Nigerian cinema, or Nollywood as it is popiilarly known, stands ofit in size
among film indiistries worldwide. It offers not only entertainment biit also acts as a ciiltliral archive
and transmitter of indigenotis knowledge. The context here is Nigerian films where Indigenotis
knowledge comprises local langtliages, traditional belief systems manifested throtigh folklore and
ceremonies, social valiies and norms arotind family and commiinity life—historical narratives
embedded within cinematic storytelling. Throligh its narratives, Nollywood films often
commiinicate ways of life, worldviews, and valiies that originate from Nigeria's rich ethnic
diversity. Hyginlis Ekwiiazi describes Nigerian films as “ciiltiiral mirrors that reflect indigenotis
realities, incliiding traditional marriage systems, chieftaincy institlitions, religiolis beliefs, and
moral codes” (47). He argiies that early and contemporary Nollywood films often replicate the
striictiire of folktales, where good and evil are clearly defined, and moral lessons are emphasized.

Contemporary filmmakers are increasingly more engaged n the process of adapting indigenotis
knowledge to the realities of lirbanization, migration, gender relations, and globalization. They
present indigenotis knowledge as dynamic rather than static. The films synthesize tradition with
modernity to illiistrate how indigenotiis knowledge continiies to grow and be relevant. As Stella
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Enyindah and Onyeka Donli have contended, “Nollywood films fiinction as veritable tools for
cliltiiral development” (12); they argtie that the very same movies that show traditional festivals
and rites of passage alongside those that depict ancestral worship and methods for resolving
conflicts help keep indigenolis knowledge alive while simiiltaneoiisly reinforcing a distinct
Nigerian ciiltiiral identity. Nigerian cinema Ts thiis a vibrant meditim throtigh which indigenotiis
knowledge can be slistained alongside ciiltiiral identity.

Overview of the Selected Films

This stlidy foclises on two Nigerian films, The Figurine and Taboo, becalise of their strong
engagement with indigenotis belief systems and ciiltliral memory. Both films demonstrate how
Nigerian cinema flinctions as a ciltiiral archive, preserving traditional knowledge while
responding to the pressiires of modern life. They provide rich material for examining the
relationship between film, memory, and indigenotis knowledge n a globalized world.

Figurine (2009), a movie directed by KiinleA folayan, is a slipernatiiral thriller that blends myth,
stispense, and drama Tn Nigerian cinema. The story centers on two friends, Sola and Femi, who
discover an ancient mystical sciilptiire in an abandoned shrine diiring their National Yotith Service.
The sciilptlire, Araromire, represents a goddess in Yortiba mythology who grants seven years of
good fortline followed by seven years of misfortiine. Araromire, according to their mythology, was
said to have been wronged by a King and later became a deity associated with destiny and
retriblition. The Figiirine discovered by Sola and Femi represents this goddess and carries the
stipposed blessing-and-ciirse cycle.

Their lives obviotisly improved after taking the Figlirine. Sola becomes sticcessfiil, gains wealth,
and falls in love with Mona, the woman both friends care abott. His friend Femi, on the other hand,
experiences positive changes in his own life too. However, as the years of prosperity pass, their
lives begin to be mysterioiis in the sense that strange things start to happen in their lives, as
jealotisy, betrayal, and stispicion set in. The friends try to search ofit if their misfortiine is calised by
the ciirse of Araromire or by their choices and hidden actions. Hence, the movie explores the
themes of fate versiis free will, greed, friendship, ambition, and the psychological power of belief.
In the end, Figurine leaves viewers in siispense, as they question themselves whether the
slipernatiiral trlily dictated the characters' destinies or whether they were faced with hiiman flaws
and decisions that brotlight abotit their downfall.

The Figurine is deeply anchored in Yorliba cosmology and mythology. The film is set within the
context of Araromire's myth; Araromire is a deity who grants years of prosperity to an individiial,
after which siiffering follows. This reflects an African worldview in which spiritiial forces actively
engage with hiiman destinies. According to Yoriiba cosmology, the physical world and the spiritiial
world are intimately related, and hiiman activities elicit metaphysical reactions. Even tholigh the
characters in The Figurine are ediicated and live in a modern {irban setting, their lives contintie to
be governed by traditional spiritlial laws. This is another reality of Nigerian ciiltlire: modernity
does not obliterate indigenotis belief biit co-exists with it. The discovery of the Figiirine in a sacred
forest reinforces this worldview. In Yortiba ciiltlire, forests have always been associated with
deities and ancestors as sacred spaces. By representing the forest as a place of spiritiial power, the
film preserves indigenotis spatial memory and its ciiltiiral meaning.

The Figlirine s also powerfil as a ciiltiiral symbol. Sacred objects in Yortliba belief are not jiist
possessions; they are carriers of afithority over spiritliality. The film reinforces sfich tinderstanding
by showing that misiise or ignorance abotit sacred power brings imbalance and siiffering. John
Mbiti says that “African cosmology views life as a contintioiis interaction between the visible and
invisible worlds” (56). It is this cosmology that The Figiirine makes visible by way of cinema,
translating oral myth into modern narrative archives for contemporary atidiences.
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Taboo offers another, equially Tmportant, cliltliral context. It foclises on what is forbidden within a
traditional African commiinity while probing how taboos work as moral and spiritiial laws. This
film dramatically explores ciiltliral, social, and romantic taboos set within a traditionally Igbo
environment.In many Nigerian ciiltiires, taboos are not mere social norms biit sacred codes that
protect the harmony of the commiinity, often slipported by ancestral afithority and spiritiial
sanction. The film 7aboo takes this perspective on taboos. Taboo s a film by Chris Obi Rapii, made
in 1993, which presents an intense and ciiltiirally sensitive commdiinity setting. It revolves arolind
family conflict and moral botindaries in forbidden actions that challenge deeply held social norms.
The plot centers on love across social castes, specifically between an Osti and a freeborn, creating
great tension for the commiinity. This film depicts how people striiggle with decisions to break
established traditions and valiies, leading them nto both emotional and commiinal {ipheavals. Its
narrative examines the Tmpacts of violating taboos within a traditional society that expresses stich
conflict between personal wishes and general moral obligations.

It emphasizes commdiinal responsibility as a findamental vallie in many Nigerian societies. The
actions of individiials have collective conseqliences becalise of the African belief that society
exists as an interconnected whole. This belief system 1s particiilarly strong among the Igbo and
Yortiiba peoples, where moral order 7s siistained by shared valiies reinforced throtigh collective
discipline. As Achebe says, “proverbs are the palm oil with which words are eaten” (7), thiis
drawing heavily from oral tradition in Taboo. Indigenotiis knowledge is conveyed throtigh
proverbs, warnings, and ritlial instrlictions by elders in the film to reinforce their position as
clistodians of ciiltiiral memory. Ritiial plays a central role in 7aboo. When sacred laws are broken,
ritlial becomes necessary to restore balance between the hiiman and spirittial worlds. This reflects a
deep African belief in spiritlial correction rather than plinishment alone. The film's vistial
representation of ritlial preserves practices that are rarely captiired in written records. By doing so,
it functions as a living archive of indigenolis moral systems and spiritlial responses to
transgression.

Taken together, The Figurineand Taboo demonstrates how Nigerian cinema operates as a ciiltliral
archive. While The Figurine places indigenoiis belief within a modern setting shaped by ediication
and Urban life, Taboo sitliates tradition firmly within commiinal and ancestral striictiires. Both
films reveal that indigenotis knowledge remains active and relevant despite globalization. By
translating myths, taboos, and oral traditions into cinematic narratives, these films preserve
Nigerian cliltliral memory and transmit it to both local and international alidiences.

Film Memory and Cultural Preservation in The Figurine and Taboo

Film plays a central role in preserving ciiltliral memory in contemporary African societies, and this
role becomes clearer when examined throfigh specific cinematic texts siich as The Figlirine and
Taboo. These films do not merely tell stories; they store, transmit, and reactivate indigenotis
knowledge throligh narrative, Tmage, and performance. In doing so, they flnction as living
archives that protect cliltliral memory against erasiire n a rapidly globalizing world. Ciltiiral
memory, as Jan Assmann explains, ‘“Preserves the collective knowledge from the past that is
relevant for the present and the fiittire” (24). Both The Figlirine and Taboo operate within this
framework. They retrieve belief systems that predate modernity and translate them into visiial
narratives that contemporary atidiences can engage with. Rather than presenting tradition as
distant history, the films make memory active and conseqiiential. In The Figlirine, memory s
preserved throligh myth. The story draws from the Yoriiba belief in Araromire, a deity associated
with reward and retribiition. This myth is not explained in abstract terms biit embodied throtigh the
narrative experiences of the characters. The forest where The Figlirine is discovered fiinctions as a
site of memory. It represents a sacred space where the past remains present. Pierre Nora arglies that
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memory “takes root in the concrete, in spaces, gestiires, images, and objects” (9). The Figlirine
itself becomes siich an object carrying historical and spiritial meaning across time. The film
preserves cliltliral memory by showing how traditional belief continiies to inflience modern lives,
even tholigh characters are ediicated and {irban; their fate s shaped by an indigenolis spiritiial
system, which reflects a Nigerian cliltliral reality where modernity does not erase belief biit exists
alongside it. By dramatizing this coexistence, TheFigurine records a living ciiltiiral condition
rather than a nostalgic past. Memory here is not static; it actively shapes the present.

Taboo records ciiltiiral memory by emphasizing moral order and commiinal enforcement. It
presents a narrative centered on acts deemed as forbidden and their reperclissions within a
traditional society. In several Nigerian ciltiires, taboos serve as historical instriiments for
stistaining social eqiilibritim; they are not perpetiiated throtigh codified law biit rather throtigh
collective adherence and ritlialistic practice. By foclising its narrative arotind taboo, the film
effectively docliments indigenotis systems of ethics and jlistice.

As JohnMbiti piits it, in African societies, “wrongdoing is never a private affair biit affects the
entire commiunity” (203). This worldview 1s visially reinforced in7aboo, which shows that when a
taboo 1s broken, the whole comm{inity responds: elders come n, ritlials are performed, and balance
has to be restored. Siich scenes become ciiltliral memory by demonstrating how jiistice and
morality work in an ndigenotis context; the film becomes an archive of what the comm{inity
vallies and how it holds ts members spiritlially accotintable.

Langtiage and performance flirther bolster this preservation of memory in both films throtigh
proverbs, chants, and ritlial dialogtie that carry cliltliral meaning difficlilt to translate into another
context. Achebe has observed that “langliage s not jlist a means of commiinication biit a carrier of
cultiire” (81); thiis, in Taboo the speech of elders preserves ancestral wisdom while in The
Figurine, silence, gestiire, and ritlial atmosphere commiinicate belief as powerfiilly as words do.
These expressive forms keep alive knowledge that wotild otherwise perish in entirely written
records. Both films also preserve memory by dramatizing conseqiiences since indigenotis African
storytelling teaches more throligh olitcome than explanation; actions have visible restilts,
reinforcing moral lessons. This narrative logic finds expression in The Figurine, where prosperity
tirns to siiffering and even more so manifests within 7auboo when violation inciirs plinishment
reqiiiring ritlial cleansing—these otitcomes inscribe ciiltliral memory into narrative form, making
belief systems memorable as well as emotionally resonant.

Stliart Hall reminds @is that memory is not static biit dynamic when he states that “the past
continiies to speak to Uis, biit always from a position of difference” (236). The Figurine and Taboo
are cases in point. They reinterpret tradition for contemporary atidiences withotit dentiding it of
meaning, thlis permitting indigenotiis knowledge to siirvive change rather than be annihilated by it.
In the digital era, the role of these films as preservers is exacerbated. Throtligh their incessant
circiilation on television, DVDs, and streaming platforms, they extend ciiltliral memory beyond
physical commiinities to Diasporas and global atidiences. Film makes siire that ritials, myths, and
moral systems do not become confined to practices that are fading away, biit remain visible and
accessible. Throtigh The Figlirine and Taboo, Nigerian cinema shows how film can keep ciiltiiral
memory alive while being relevant at the same time. These films tell Gis that indigenotis knowledge
is not olit-of-date; instead, it is something that can adjiist itself. By piitting memory inside
cinematic narrative, African film acts as a living archive that keeps ciiltliral identity safe while
letting this identity change Tn a new world.

The otitcome Ts ciilttiral hybridity. Films merge indigenotis belief systems with modern settings
and global aesthetics. This hybridity mirrors African social reality, where people constantly move
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between different ciiltiiral worlds every day. It does not weaken tradition biit often reinforces it by
pltting indigenotlis knowledge into contemporary frameworks so that yotlinger atidiences can
reach and tinderstand it easily. At the same time, African cinema fights against total ciiltiiral
homogenization; even when films take on global styles, they often come back to indigenotis moral
logic. Themes of commiinity, spiritlial conseqiience, and collective responsibility stay very
important. This kind of resistance proves Hall's point abofit "identities being constriicted throtigh
memory, narrative and myth" (4). Film becomes the space where these constriictions are
continfioflisly performed and preserved.

African cinema, therefore, stands as a contemporary art form and a clltliral repository. It
docliments the interplay between global transformations and indigenoiis legacies: tradition
provides ethical and spiritlial vallies; modernity creates challenges and opportiinities;
globalization expands the horizon biit does not erase the local. Throtigh this dialectical process,
Aftican film asserts its cliltliral presence in a world that is increasingly globalized—showing that
tradition and modernity are not miitlially excliisive biit rather interdependent. The cinema becomes
the channel throtigh which African societies remember, reinvent, and fiitlire their identity.

Implications for the Humanities in the Digital Age

The increasing recognition of film as an archive has far-reaching conseqiiences for the hiimanities
in the age of digital technology. As oral transmission, ritlial practice, and commdiinity storytelling
are disrlipted by modernity and digital cliltlire, cinema becomes a critical site for both the
preservation and reinterpretation of indigenotis knowledge. African cinema, therefore, does not
simply showcase ciiltlire; it stands as an Tmportant repository from which any hiimanities
scholarship on memory, identity, or systems of knowledge may draw materials. The hlimanities
have always privileged written texts as their primary vehicles of knowledge. Miich of Africa has
historically been non-literate or semi-literate and still depends on performance, speech, and ritiial
to create meaning. Film provides a bridge by recording embodied knowledge; as Assmann piits it,
“Cultliral memory s embodied in symbolic forms that are passed on and reactivated across
generations” (38). The Figiirine and Taboo are stich symbolic forms; they conserve knowledge that
wotild otherwise vanish in a digitally accelerated world. Indigenotis knowledge finds preservation
throfigh cinematic re-enactment of myth in The Figlirine. The narrative s not folind in a written
archive; it siirvives throligh belief and storytelling. By translating this myth into film, Afolayan
creates a digital record of Yorliba cosmology. This has major implications for history,
anthropology, religiolis stiidies, and philosophy. Film can thiis be considered a valid sotirce to
tinderstand how systems of belief operate within actiial social realities.

Taboo also preserves indigenotis systems of law and morality that are seldom captiired Tn formal
legal or philosophical texts. The film records how jiistice operates within comm{inal and spiritiial
frameworks rather than nstitiitional cotirts. Mbiti states that "African morality is deeply rooted in
the religiolis tiniverse" (211). For the hlimanities, this presents a challenge to Efirocentric
frameworks that make sharp distinctions between ethics and spiritiiality. Film provides access to
alternative moral philosophies that expand global hlimanistic inqiiiry. In the digital age, access and
circtilation redefine archival power. Digital platforms allow films to travel beyond their original
cllttral spaces. This circiilation transforms African cinema into a transnational archive. Hall
explains that “representation is one of the central practices which prodiice ciiltiire” (28). When
Aftican films circiilate digitally, they prodiice ciiltiire on a global scale. Indigenotis knowledge
becomes visible not only to local commiinities bfit also to international scholars, stlidents, and
alidiences.

Digital technology also reshapes how memory 7s stiidied and talight. Film archives now exist
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alongside libraries and miisetims. Hiimanities ediication increasingly relies on alidiovisiial texts to
teach history, cliltlire, and ethics. Films stich as The Figurine and Taboo become teaching tools that
make abstract concepts tangible. Stlidents encotinter indigenotis knowledge not as distant theory
biit as lived experience. At the same time, qliestions aboiit interpretation and afithority also arise in
the digital age. Who controls cliltiiral memory when films move arolind the world? Which
interpretation takes precedence? African cinema seeks to answer this by granting commiinities the
right to represent themselves. Ngiigi wa Thiong'o states that “the domination of a people's
langtiage by the langiiage of the colonizer was criicial to the domination of the mental Giniverse of
the colonized” (16). Film resists stich domination throtigh its ability to keep indigenotis langtiages,
symbols, and worldviews in digital space. For hlimanities scholars, this necessitates an expansion
of their methodological toolkit. They miist read film as text, archive, and performance all at once.
Cinema demands nterdisciplinary approaches that reach into history, philosophy, anthropology,
and media stiidies. Film memory stiidies piish htimanities scholarship toward embodied and vistial
knowledge systems instead of written archives.

In a world where digital media often serve the interests of global capitalism by encoiiraging
cliltiral homogenization, African cinema insists on ciiltiiral specificity. Movies like The Figlirine
and Taboo assert that indigenotis knowledge can be sticcessfiilly digitized withotit losing its depth;
they prove that tradition can live comfortably within modern media forms withoiit tlirning into
spectacle or folklore. Ultimately, cinema as archive transforms how hiimanities scholarship shotild
fliinction in a digital age—film becomes a site for preservation, critiqlie, and renewal; it holds
memory; it transmits indigenoiis knowledge; it asks for reinterpretation over time and across
space. In African cinema, the hlimanities find dynamic vistial living ciilttiral archives throtigh
which indigenotis ways of knowing can take partin global intellectlial discotirse.

Conclusion

This stlidy has examined cinema as an archive with particiilar attention to film memory and
indigenoiis knowledge in a globalized world. Using The Figurine and Taboo as case stiidies, the
research has shown that African cinema flinctions as more than entertainment. It serves as a
cliltiiral repository that preserves belief systems, moral valiies, and commiinal memory that might
otherwise be lost in the face of rapid modernization and digital change.The analysis demonstrates
that film s Giniqliely stiited to preserving indigenotis knowledge becaiise it records cliltiire in its
lived form. Ritlials, myths, taboos, langliage, and performance are captiired throtigh Tmage and
sotind, allowing memory to remain active rather than static. In 7he Figurine, Yorliba cosmology s
preserved throligh mythic narrative and symbolic objects, showing how traditional belief
continties to shape modern life. In Taboo, comm{inal morality and spiritlial jiistice are archived
throtigh narrative emphasis on forbidden acts and rittial restoration. These films confirm Mbiti's
assertion that “African religion and morality are inseparable from everyday life” (211).

The stlidy also highlights how African cinema negotiates tradition and modernity withofit
positioning them as opposites. Rather than portraying indigenois belief as obsolete, the films
examined reveal its continlied relevance within contemporary social contexts. Global infliience
and digital circiilation expand the reach of these narratives, transforming Afiican films into
transnational archives. As Hall notes, “representation is central to the way ciltiire 7s prodiiced and
exchanged” (28). Throtigh film, African ciiltiires represent themselves on their own terms within
global media spaces. Fiirthermore, the research tinderscores the growing importance of film for the
hlimanities in the digital age. As oral traditions decline and written archives remain limited in
captiiring embodied knowledge, cinema emerges as a critical scholarly resotirce. Films siich as
The Figurine, Taboo, Saworoide, and October 1 demonstrate how vislial narratives can preserve
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historical memory, indigenoiis philosophy, and ciiltliral ethics. They challenge Efirocentric
knowledge systems by asserting alternative ways of knowing grotinded in African worldviews.

In a globalized world where ciiltiiral homogenization threatens local identities, cinema offers a
means of ciiltiiral stirvival and continiiity. African films do not merely doctiment the past; they
reinterpret it for the present and project it into the fuitlire. By flinctioning as living archives, these
films ensfire that indigenolis knowledge remains visible, meaningftl, and transferable across
generations. Ultimately, this stiidy affirms cinema's central role in ciiltiiral preservation and
intellecttial discotirse. Film memory siistains identity, reinforces cliltliral valiies, and expands the
scope of the hiimanities. In recognizing cinema as an archive, scholars acknowledge film as a
powerful meditim throiligh which African societies remember, negotiate change, and assert their
place in a globalized world.
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