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ABSTRACT 

 

This thesis explores some of the trajectories of ideas and practices present in Sub-Saharan 

African animation. It seeks to redress the absence of critical analysis in animation studies 

outside of the US and Europe and identify invisible histories of animation in Africa. 

Furthermore it investigates the unique possibilities that animation offers to the African artist 

through the straddling of a range of different artistic practice.  

 

The discussion intentionally moves away from conventional discourses that locate animation 

as a discrete form that is separate to other moving images, and instead repositions these ideas 

as continuities of practice. Drawing specifically upon computer animation and CGI it was 

possible to identify digital mutable contexts of practice that that problematize this split. 

Furthermore the discussion of digital technologies within Africa gives an alternative account 

to the presumed ‘technologically primitive’ associations made of these countries. Through 

multi-sited participant-observation fieldwork in Kenya, South Africa, Zimbabwe and the 

Democratic Republic of Congo and involvement on the UNESCO Africa Animated projects, 

relationships were established with various practicing animators and the artistic communities 

that they contributed to. It was possible to observe and consider the range of contexts in 

practices both in local, regional and international intersections, whilst reflecting upon the 

particular aesthetic motifs and styles visible in the animations.  

 

A selection of wider themes surrounding Sub-Saharan animation is used to frame the 

narratives that are compiled throughout this study.  By focusing upon the mobile artist, for 

example this thesis draws attention to the question and politics of identity within the work of 

itinerant African animators. The thesis then turns its attention to properties of subversive 

animation and the tactics (de Certeau, 1984) that African animators call upon as they create 

political work. The animated documentary is presented separately as one specific genre of 

subversive animation that is formally problematic and has been at the centre of discourses 

within animation studies. In this context examples from Sub-Saharan animators are used to 

position this genre as a ‘testimonial’ form, drawing upon testimonio as a device that liberates 

the concern with questions of truth and ‘realism’. Finally the thesis concludes with a focus 

upon digital technologies and specifically the Internet drawing upon the Deleuzian metaphor 

of the rhizome (Deleuze & Guattari 1987). It provides evidence of alternative modes of 

production, exhibition and distribution in various Sub-Saharan countries that capitalize upon 

new media technologies and problematizes the concept of the Internet as living archive for 

Sub-Saharan animation.  
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INTRODUCTION 

 

Until recently discourses in animation studies tended to be predominantly centred on 

European and American narratives. This research changes this attention to focus 

upon animation in the Sub-Saharan region in Africa. The dearth of literature on this 

topic would suggest a scarcity of histories, practices or notable pioneers of 

animation. However as this thesis will reveal, this region presents a network of 

complex artistic practices and interactions from as early as 1916 in South Africa with 

The Artists Dream by American Harold Shaw for South Africa’s Killarney Film 

Studios who had also directed the film Die Voortrekkers: Winning a Continent (1916) 

(Kaye, 2003: 43). African animation, and in particular Sub-Saharan animation has 

been marginalized both from the discourses within animation and the conventional 

institutional exhibition and distribution circuits, locally and internationally.  

 

The different narratives presented in this research address this academic 

marginalization and provide evidence of the rich variety of animations across this 

region. The case studies presented here challenge the typical associations made of 

African animation such as, for example, a primitivist aesthetic, an under-developed 

technique or simply ‘naïve’ (Bendazzi, 2004: 5). These assumptions it has been 

argued have led to skewed curatorial practices, forms of gate keeping within festival 

circuits in America and Europe and contributed to the inadvertent silencing of these 

forms (Callus, 2012).  Instead this research writes of animators from this region that 

continue to make their work and who find new and alternative ways to produce, 

exhibit and distribute animation circumventing gate keeping or exclusionary barriers. 

It focuses upon the emergent trajectories of ideas and practices of the artists from 

this region and proposes ways with which to frame the different articulations of this 
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form.  Animation within this region has different histories some of which are long-

standing and others that are new and emergent circulating across localities within 

Africa and on the Internet, bypassing local distribution networks to offer new modes 

of consumption.  In order to understand their similarities, parallels and 

interconnections, as well as their discontinuities and ruptures, I have selected a 

number of sites as the focus of this study. This approach highlights the 

configurations of possibilities that develop that are local, regional and 

intercontinental.  

 

This research continues the predominant interdisciplinary conceptual and analytical 

frameworks that are used within European and American animation studies 

(promoted by the likes of Buchan, 2013; Furniss, 1998; Wells, 1998; Cholodenko, 

2007 and discussed in Chapter 2). It develops and furthers these interdisciplinary 

tools by identifying a more heterogeneous network of conceptual relations outside of 

the dominant American and European foci of animation studies. Alongside this, the 

shared qualities of practice and form within animated moving images compel a 

discussion that considers a range of factors that straddle different fields, be that 

media studies, cultural studies, art histories and the wider arts and humanities. The 

particular themes that are identified at each stage of this thesis have proved to be of 

discursive importance within the field of animation studies, but have not been looked 

at in the context of Sub-Saharan Africa. More importantly the themes of 

transnational identities, subversivity, documentary, and new media for example, serve 

as lenses to highlight a recurrent problem in analysis that is rooted in Eurocentric 

paradigms. Each theme is explored theoretically, and supported by a selection of 

artist case studies.  
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As an outcome the reader will be presented with an account of animation practices 

and trajectories in Sub-Saharan animation that appear connected through a network 

of subject threads that run throughout. The analysis of these themes resists stasis and 

fixed definition as it seeks to encourage the reader to make connections between 

different objects, practices, and spaces (O’Sullivan, 2002: 81). This account is by no 

means exhaustive of animation from this region that continues to grow rapidly. Nor 

does it claim to speak with certainty for the intentionality of the participating artists 

or the communities with which their work engages. However as first meetings with 

some of these artists took place in 2004 and as this research continued over ten 

years, strong personal and professional relationships with these artists were formed.  

Therefore the analysis goes some way at examining these aspects through 

information derived from communications, physical and virtual interviews, focus 

groups, and extensive participant observation.  

 

The conceptual tools in this thesis, one may argue, are connected rhizomatically 

(Deleuze & Guattari 1987) held together by a belief that strict disciplinary boundaries 

confine knowledge to linear conceptions of history, place, identity, or form. As this 

thesis will demonstrate, these fixed notions are problematic when framed within the 

context of Sub-Saharan animation that instead benefits from the versatility afforded 

by the rhizomatic model. The Deleuzian metaphor of the rhizome is called upon in 

this thesis in different guises. Most obviously in the discussion of the Internet and 

Sub-Saharan animation (Chapter 7), the rhizome provides a suitable model to 

conceptualize the connections across different real and virtual ‘smooth’ spaces that 

these artists move within, how they form communities and how their work circulates. 

Their deterritorialization alongside a shifting and transformative virtual presence 

encourages forms of creative resistance to mainstream dominant animation. Rather 
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than being subjected to systems of authority in a striated sense (such as gatekeepers 

whether locally in the form of broadcasters or trans-nationally in the form of 

curators of festivals) their engagement with online communities, resembles more of a 

rhizomatic assemblage, as the relationship to these communities is itinerant (Harper, 

2009: 128).  The implication of this movement can lend itself to similarly sporadic 

accounts of their work where clear linear trajectories of practice become harder to 

document, but where this visibility and invisibility can afford a greater degree of 

creative resistance. Further more as the distribution and use of ‘new’ media and 

related technologies become increasingly the mode for making animation in a Sub-

Saharan context, new knowledge of Sub-Saharan animation becomes more visible 

and interconnected.  

 

 The same rhizomatic metaphor is alluded to in the discussion of the animated 

moving image (Chapter 2), reimagined as Latour’s ‘assemblage’ (1996), suggesting a 

network of interconnections that animation shares with a range of artistic practices.   

As Deleuze and Guattari proposed through their model of the rhizome a conception 

of thinking and scholarly discourse was possible that contrasted the conventional 

model of the tree as a symbol of sequential, linear growth and fixed in its path. 

Instead the rhizomatic conceptual space is visualized as a complicated structure of 

connections and disconnections between nodes that travel in multiple directions. In 

practice and in the context of this thesis, the inquiry of the subject of Sub-Saharan 

animation is constituted and driven by ‘movable and moving’ knowledge that 

challenges the ‘sedentary structures of representation’ (Semetsky, 2003: 19). A series 

of relational combinations are made across the chapters, connecting for example 

mobility and transnational identities with the interconnected real and virtual spaces, 

or connecting so-called documentary animation with subversivity in content and 
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form and discourses on power. These associations are important and pertinent to the 

wider discussion as they illustrate the deficiencies of framing the discussion by a 

seemingly stable geographical, historical, or formal interest. The mutability of these 

concepts especially within the Sub-Saharan context drives the decision to rely upon 

and deploy a rhizomatic approach. An example of this unsettled state can be 

illustrated by the sporadic and limited documentation in this field resulting in 

historical narratives of animation from this region (Chapter 3) that present ruptures 

and discontinuities and that would invariably change as different accounts emerge. 

Similarly, the events of technological leap frogging and emerging transnational 

contexts of production require an interconnected discussion as one affects the other. 

For each of the themes presented I have selected different theorists whose writings 

have provided further insight and allowed a new discussion of animated forms to 

emerge.  

 

IMPETUS AND RATIONALE 

 
The research stems from a deep-rooted interest in Sub-Saharan animation that 

predated the commencement of this PhD. It was provoked by relationships that 

were formed with African practitioners during the researcher’s postgraduate studies 

in the field of computer animation at Bournemouth University between September 

2000 and 2001, and later as an educator at the same establishment from 2001-2014. 

As a Maltese migrant positioned within a British educational establishment 

commonalities of subaltern positionings were shared with Sub-Saharan colleagues. In 

particular this was found in the similar experiences of mobility to the UK coming 

from a country that (whilst framed as a European) had strong historical and cultural 

ties to Britain through the hierarchies of colonialism. An engagement with 
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discussions of practices in animation outside of the dominant Western formats was 

inspired by camaraderie with the Nigerian animator Adamu Waziri, who was also 

undertaking the same degree. This relationship was based upon common experiences 

that went beyond dialogues on technique and practice in the field of computer 

animation, such as, both being in the position of among the first cohorts from 

Nigeria and Malta to be formally trained in computer animation in the UK (as such 

training was then not available in these countries). Such a positioning which is 

constituted through a dependence on a set of knowledge, skills and language with the 

British frequently engaged with wider concerns with the inequalities of 

representation, culture and ‘meaning’ which we discussed throughout the duration of 

the course. As a Maltese migrant straddling Europe and Africa (Hannerz, 1996), I 

was afforded a degree of insider-outsider positionings that were later to play an 

important part in the relations established with other Sub-Saharan artists across 

different geographies, in Africa, in Europe and the UK, and similarly in my relations 

with gatekeepers such as Western animation scholars and festival curators. The 

following year as an associate lecturer in animation studies at Bournemouth 

University, a similar rapport was established with the Ghanaian animator Samuel 

Quartey, who was then a student undertaking a post-graduate degree in computer 

animation. These relationships may have formed through an appreciation of the 

shared commonalities of colonized countries. Animation in Malta, at the time, lacked 

the trajectories of animation practices, that one could observe across other European 

countries. The University of Malta did not have a graduate program that addressed 

animation practice or studies, nor the recognition of the field as worthy of any 

academic attention within other disciplines in the arts and humanities. In 1999, the 

animation produced within Malta was limited to a handful of adverts and motion 

graphics for the commercial industry. Therefore, for the most part, animation in 
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Malta was more similar to the accounts by Waziri and Quartey of their entry in 

animation practice in Nigeria and Ghana respectively, than those of the European 

and American histories of animation described by Wells (1998), Bendazzi (1995) or 

Furniss (2013). Consequently the material presented here stemmed from these sorts 

of interests and shared experiences of animation as practitioner and educator, and 

relied on a range of types of fieldwork that occurred across different contexts within 

Africa and Europe.  

 

The demarcation of the field of Sub-Saharan animation as a focus for this thesis 

implied a necessary engagement with a network of actors1 (Latour, 1996) that shared 

a common concern with animation whilst being located in a variety of settings. The 

research method at commencement of this PhD in 2006 had not been fixed instead 

it was led by the set of circumstances that developed from the earlier fieldwork in 

Kenya in 20042. It included but was not limited to participant observation with a 

variety of animation artists from the region (detailed below), and called for a multi-

sited strategy. The multi-sited approach was a necessary consequence of the varied 

sets of relations with these artists, the contexts of their practices, and their dispersal 

or movement that could not be accounted for in a singular site (Marcus, 1998: 117). 

It provided the opportunity to explore and juxtapose these networked connections, 

which in turn suggested that the ecology of animation in this region was one of 

multi-layered processes and relations within the local, national, regional and 

international arenas.  

                                                
1 These included the artists themselves, educationalists, policy makers, festival directors, curators, 
broadcasting agencies, entrepreneurs, commercial players, producers, representatives of associations 
and official bodies for animators, ministers, and so on.  
  
2 In 2004, UNESCO launched its Africa Animated project. In April 2004 the researcher was invited as 
consultant to the project to develop pedagogical approaches for the subsequent five-week residency 
educational programs that ran from 2004 to 2006.  
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CHAPTER 1: PEOPLE, PLACES, METHODS 

 

RESEARCH COMMUNITY & METHODOLOGIES 

 

The fieldwork within the region was conducted between 2004 and 2009. In 2004 this 

took place in Nairobi, Kenya (17th – 24th March, 5th – 23rd July), and in Zanzibar, 

Tanzania (26th June – 4th July); in 2005 in Durban, South Africa (17th June – 22nd 

July); in 2006 in Nairobi, Kenya (15th – 28th October) and in Harare, Zimbabwe (22nd 

August – 5th September); in 2008 in Kinshasa, the Democratic Republic of Congo 

(DRC) (11th – 31st May); and in 2009 in Kenya (10tt – 30th August). A portion of this 

time was spent contributing to the UNESCO Africa Animated Projects (See 

Appendix A, Appendix B) that were hosted in Zanzibar and Nairobi (2004), Durban, 

(2005) and Nairobi (2006). During each cycle of this project a range of artists from 

Sub-Saharan countries including Kenya, Tanzania, Uganda, Nigeria, Burkina Faso, 

Senegal, South Africa and Zimbabwe attended a five week residency program with a 

view to make animated educational shorts that could be broadcast in the region on 

local television. This opportunity provided a platform for the researcher to make 

animations alongside a diverse selection of artists from different countries that 

shared an interest and experience in animation. Working and living together with a 

selected sample of artists for 24 hours a day in a compound that consisted of both 

living quarters and teaching spaces, served as a basis to establish the longstanding 

rapports that informed this study. It was also an effective means to gauge a range of 

discourses and narratives stemming across different geographies in a 

contemporaneous manner.  The participation and observation of the production of 

different animated shorts (including stop-motion, pixellation, a range of 2D 

animation, drawn, cutout, computer animation and so on) saw the artists engaging 
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with a range of artistic practices that alluded to the wider contexts of art making 

across this region. It also brought to light other relationships and aggregations of 

practices with the animated form, such as graphic design, painting, cartooning and 

illustration. These connections were made visible through the staple professions of 

the artists and their commercial endeavours that extended beyond the production of 

the animated form.  

 

The daily tasks associated with the project included managing and organizing 

timetabled sessions, delivering short presentations aligned with an educational 

teacher-student format, actively producing work with the artists in a hands-on 

manner (including periods of experimentation with materials), and observing and 

discussing different practices in design and animation.  The residency program 

included an additional payment of per diem and small stipend that was made by 

UNESCO to all artists involved. Focus group discussions and interviews were 

conducted usually towards the end of the ‘working’ day. Semi-structured and 

unstructured conversations that were predicated upon the information gathered from 

workshops continued in informal social settings. The recorded interviews with these 

participants informed the gathering of historical and contextual information that was 

to serve as a basis for further research. These included, for example, preliminary 

evidence of key players that would inform some of the discussions presented here. 

Amongst the key players identified at this stage of the research and of notable 

mention were the practitioners, Jean Michel Kibushi, Cilia Sawadogo, Jacquie 

Trowell, grandfather and pioneer Moustapha Alassane, innovators Godfrey 

Mwampembwa, Kwame Nyongo, Alfred Muchilwa, Serge Pitroipa, Mike Scott and 

Bruktawit Tigabu, early commercial players Pictoon Studios (Senegal) and Trigger 

Fish Studios (South Africa), and academics Silvia Bazzoli and Guido Convents.  
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Figure 1.1: Photograph of UNESCO Africa Animated 1 animation panel, Zanzibar from left Paula 
Callus, Cilia Sawadogo, Jean Michel Kibushi and Silvia Bazzoli.  

 

 
 

Figure 1.2: Photograph of UNESCO Africa Animated 1 animation workshop (2004) in Nairobi with 
custom-made portable lightboxes.  
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Figure 1.3: Photograph of Alfred Muchilwa (Kenya) on the UNESCO Africa Animated 2 project in 
2005.  

 

 

Figure 1.4: Photograph of Serge Pitroipa (Burkina Faso) on the UNESCO Africa Animated 3 project 
in 2006.   
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It is also worth noting that the research that was conducted was not always restricted 

to fieldwork in the Sub-Saharan region. Between 2006 and 2009 meetings (detailed 

below) were conducted outside of this region in London, Bournemouth, Cambridge, 

Edinburgh, and Brussels, with itinerant artists that were travelling through Europe 

whether to showcase their own work, as artists working on collaborative projects or 

as guest speakers at festivals. These included the Kenyan Alfred Muchilwa, during his 

participation on Bring the Noise, a British Council Project showcased at Shunt Lounge 

in London (24th September – 6th October, 2007); Kenyan Kwame Nyongo, during a 

personal visit to Bournemouth (4t – 7th August, 2005); Tanzanian Godfrey 

Mwampembwa during a personal visit to London; Kenyan Allan Mwaniki whilst 

participating on the Edinburgh Africa in Motion Film Festival (24th– 28th October, 

2010); Congolese Jean Michel Kibushi at the Cambridge African Film Festival (22nd 

November, 2008), at the SOAS Afrimation Screening (20th October, 2007) and in 

Brussels on a personal visit (2nd – 10th July, 2008); Burkina Faso/ German Cilia 

Sawadogo, at the African Film Festival (2nd – 5th March, 2006) in London. On these 

occasions, the interviews and informal discussions that took place brought to light 

the transnational contexts of practice, distribution and exhibition that these artists 

engaged with. It suggested movements across and between different spaces that 

challenged fixed positionings of Sub-Saharan animators bound by the geographies of 

birthplace or dwelling place. The different contexts of interaction with these artists 

informed some of the themes that appear later that address the local, regional and 

international intersections of contexts of practice that the cosmopolitan African 

animator draws upon. It brought about a deeper engagement with the discussions on 

the roles and negotiated identities that these artists adopt to navigate through 

different transnational contexts of exhibition and distribution as they may disperse 

beyond their own native countries.   
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Finally additional supporting research was conducted towards the latter end of this 

study (between 11th June – 1st July 2012) with the aid of two research assistants and 

colleagues and practitioners from previous fieldwork in Kenya. Kenyan animators 

Allan Mwaniki and Kwame Nyongo were provided with a set of interview guides to 

aid the conducting and recording of structured interviews in Kenya with an pre-

established group of people ranging across artists, broadcasters, educators and 

representatives for government bodies. The collective information gathered was then 

compiled as digital audio files, written documents and reflexive reports from the 

research assistants that were shared digitally on a Google file-sharing space (See 

Appendix C, Appendix E). This latter part of the research was a part-funded project 

that had a specific interest in the impact of the UNESCO projects that ran between 

2004 and 2006. Therefore interviews were structured with this focus in mind (See 

Appendix D). Nevertheless during this time the research assistants did not restrict 

interviews to the participants of the UNESCO projects and further contextual 

information was accrued through semi-structured interviews and meetings across 

wider sectors. Their own positionings as practicing animation artists also afforded a 

certain privileged access to different points of contact. They were able to draw upon 

their own pre-established social networks to secure interviews with these players.  

 

Much of this research was characterized by a reflexive approach that saw the 

researcher positioned as academic and participant, and complicit in a range of 

different power relations. However the wide range of strategies adopted during 

fieldwork provided multiple and overlapping contexts for interaction between 

various African artists and the researcher. The roles of educator, researcher, 

participant-observer, artist/practitioner, curator, and collaborator, were not always 

possible to separate out discretely resulting in a flow and circulation of power across 
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and between the different actors within this network (Foucault, 1980, Latour, 1996). 

Power in this sense was considered as ‘something which circulates…never localized 

here or there…employed and exercised through a net-like organization’, with 

individuals circulating between its threads ‘simultaneously undergoing and exercising 

power’ (Foucault, 1980:98). For example, as curator of some of the African 

animation programs for African film festivals in Europe and America3 an inevitable 

complicity arose from the promotion of African animation in these contexts. This 

both compounded and aided the research methodology by situating the researcher 

within politically advantageous spaces that afforded a degree of visibility. Later, the 

African animation programs for Afrimation (2007) hosted at SOAS London, and 

Cambridge African Film Festival (CAFF) (2008), for example, were two specific events 

curated by the researcher whereby the Congolese animation director Jean Michel 

Kibushi4 was awarded funding to travel to the UK to present and promote his films. 

Whilst on these occasions the relations between both parties were of curator and 

artist, in 2008 the researcher was part-funded by the artist to run a series of 

animation workshops in the Democratic Republic of Congo, to support the pre-

production development of his film (See Appendix G). The invitation and funding 

was extended to a group of three other European professionals in scriptwriting, 

animation and filmmaking to work under his direction for a period of three weeks 

(11th – 31st May 2008). This visit to Kinshasa was not confined to the educational 

remit of the project but also included other activities such as travelling with the artist, 

following and accompanying him in personal social contexts such as familial visits or 

                                                
3 These included Africa at the Pictures (2008), London, Africa in Motion (2008, 2009), Edinburgh, 
Cambridge African Film Festival (2008), New York African Film Festival (2010), Mermaid Arts Centre Africa 
Day Screenings, Ireland (2009).  
 
4 Jean Michel Kibushi was invited to attend the UNESCO project development meeting as advisor, 
and later in 2005 as guest speaker on various panels for the Africa Animated project. Following an 
introduction to Kibushi in 2005 during the UNESCO project a rapport was maintained through 
correspondence that led to further meetings and fieldwork.  
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professional contexts when he liaised with local institutions such as the Wallonie-

Bruxelles Centre, Kinshasa, to secure funding and support for his projects. These 

experiences supported the research that was conducted at the Academié des Beaux-

Arts in Kinshasa. It located the artist as geographically mobile and able to engage in 

the global dispersions of practice that consisted of collaborations, funding 

mechanisms and distribution structures that were transacted in multiple directions 

and across geographical boundaries. The interaction between researcher and artist in 

such contexts made for a dynamic rapport with changing inter-dependencies, 

whereby both parties benefitted from their association to each other in different 

ways.  Importantly the different interactions with this artist brought to light the 

instability of any presumed fixed power relations. These instances and other similar 

interactions with different artists prompted a challenge to the positions of the central 

and peripheral or third spaces (Bhaba, 1994). It also provoked a contestation of the 

predetermined spaces of power that the roles of researcher and informant occupy, 

bringing to light how these relations are reaffirmed and renewed in different ways as 

the context of interaction changes. The fieldwork in the Democratic Republic of 

Congo informed a more detailed understanding of the artist, his films, traditions of 

artistic practice and the socio-political underpinnings to his work.5  

 

 

                                                
5 This material was discussed in detail in an article that sought ‘to argue that Kibushi’s films both 
mobilize local cultural forms and offer socio-political critique’ (Callus, 2010: 55). The socio-political 
theme was revisited in this research with a wider focus upon subversive and non-fictional animation 
from the Sub-Saharan region citing Kibushi’s films Kinshasa Septembre Noir (1992) and Muana Mboka 
(1999) as examples that sit within these genres. 
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Figure 1.5: Photograph at Academié des Beaux-Arts in Kinshasa with sculptors working on models 
for the Bilima characters to be used in J.M. Kibushi’s Ngando (in production) in 2008. First on the left 
animation, artist Pishou Botulu Mbuli who went on to make his own animations. 

 

Following the UNESCO Africa Animated project in 2006, further research was also 

conducted in Harare, Zimbabwe that same year. For a period of two weeks the 

research included providing practical animation workshops as part of the 

Zimbabwean Film Festival (ZIFF) events. The fieldwork in Zimbabwe6 in 2006 (22nd 

August- 5th September) differed from other situations as it presented a set of very 

specific economic and political conditions that, as some practitioners at the time 

alluded, were a hindrance to the production and distribution of animation. 

Nevertheless the keen engagement of Zimbabwean animators with computer 

animation heralded the adoption of new technologies and the use of the Internet as a 

                                                
6 During this time contact with animator Carl Ncube, a UNESCO Africa Animated participant, was re-
established with a view to access the wider community of practitioners and semi-structured meetings 
were conducted with the only operational animation studio at the time, Limited Edition Africa that 
specialized in 3D Computer Generated Imagery. 
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social, educational and commercial tool within communities of animators across the 

region. This subject was to be an aspect that would resurface in subsequent fieldwork 

in Kenya (10tt– 30th August 2009) and become increasingly more pertinent to the 

wider discussion on Sub-Saharan animation.  

 

In 2009 a final return to Nairobi for further research was necessary. Earlier 

discoveries and on-going relations with practitioners within the country had 

suggested that the landscape of animation in Kenya was changing at a rapid pace. 

The ICT sector in Kenya was receiving institutional and infrastructural support and 

the introduction of broadband in 2007 had a marked impact upon animation from 

Kenya. There was online evidence that the events surrounding the post-election 

violence of between 2007 and 2008 had generated a space for political activism 

through computer animation and the Internet. The legacy of the UNESCO Africa 

Animated project was bearing fruit with new entrepreneurial animation ventures 

from the initial participants of the project. Finally, the notable transnational 

production between British Tiger Aspect Productions and HomeBoyz Studios in 

Kenya for the animated series Tinga Tinga Tales (2011) required a more focused 

attention. Unlike the previous research, the fieldwork during this period (10tt – 30th 

August 2009) was not modelled around specific involvement on projects or 

productions. Instead animator informants with whom a rapport had been established 

across the years, helped organize visits to local animation, media and ICT schools 

and academies, meetings with commercial companies and independent animators, 

and semi-structured interviews with key players7 (as identified by the informants 

themselves). This rapport proved beneficial as it enabled access to wider circles and 

                                                
7 Interviews would be typically recorded and then reviewed. Supportive note taking, photography, and 
at times video recordings were also conducted. The notes included notable points raised at the 
interview. Reflexive diaries included a review of the notes and supporting material and then the 
development of questions and considerations that would be followed up on in subsequent meetings.   
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communities of animation artists, who by way of introduction would lead to other 

contacts and new contexts of production. It was during this period that the 

Association of Animation Artistes Kenya was launched as a representative body for 

practitioners in Kenya. Its intention was to promote and foster local talent, and liaise 

with the Kenyan Film Commission and the then permanent secretary at the 

Information and Communications Ministry (who was a strong proponent for 

investment in computing and the creative industries), Dr Bitange Ndemo. This final 

period of fieldwork in the region consolidated an understanding of the subversive 

uses of animation and the importance for this research to include a focus on the 

impact of computers to the practices of animation, and ICT to the exhibition and 

distribution of animation from this region. The dramatic increase in the production 

of computer animation within Kenya was echoed across other countries in the 

region. Evidence of a new type of artist or ‘prod-user’ (Bruns, 2006) adept at 

navigating through and across different digital technologies was markedly visible on 

the Internet and suggested that changes in the production, distribution, exhibition 

and consumption of animation from this region, were afoot. The impact of these 

technologies and related applications, including SNS (Social Networking Sites), video 

content sharing sites such as YouTube, implied a rising presence and visibility of 

African animators.  

 

The research methodology was also affected by these technologies as they changed 

the contexts of interactions between researcher and artist and presented new types of 

relationships that emerged from an engagement with these technologies. One 

example of this change in practice could be identified in the relations with Kenyan 

multi-media artists, Just a Band. In 2009, the semi-structured interviews that were 

conducted with members from the band during fieldwork were the result of 
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connections made with Daniel Muli and Jim Chuchu fostered solely through earlier 

online interactions via their blog postings8, Facebook pages, YouTube Channel and 

emails. These communications began in 2008, were on-going over a year, and pre-

empted the face-to-face meetings that took place in 2009.  

 

By 2014, what was formerly a rare incident of online interaction had become 

increasingly the easier mode of establishing and maintaining contact with other artists 

from this region.  Online and e-research methods become a significant part of the 

methodology used to inform the narrative on animation from this region. Participant 

observation, moved from real interactions with artists, to online participant 

observation. This occurred through the inclusion and interaction with communities 

of Sub-Saharan artists that increasingly engaged in discourse around animation 

practices, technologies and specific contextual factors. These interactions occurred 

through social networking sites, blogs and digital media platforms such as YouTube. 

It involved searching and adapting to the various Internet spaces that were being 

constructed and continually mutable. The use of this technology also enabled the 

collecting and compiling of digital formats of Sub-Saharan animations. These online 

networks of interaction supported the investigation of alternative modes of 

production, exhibition and distribution that were present across various Sub-Saharan 

countries. They highlighted how some Sub-Saharan animators were capitalizing upon 

the range of new media technologies and related platforms. Therefore, one on-going 

but critical part of this research was the engagement with artists through virtual 

online networks. Whilst in earlier instances it was more likely to come across textual 

references to discussions about animation, such as the Kenyan website African 

                                                
8 The original blog setup in 2008 was replaced in 2013 with http://blog.just-a-band.com/ (Accessed 
14/07/2014). This version of the blog did not retain the earlier online interactions with the group. For 
a detailed discussion on the problematics of the Internet as a ‘living’ archive refer to Chapter 7. 
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Digital Graphix Forum online in 2002, or simple personal websites utilizing still 

images (as opposed to moving images), this changed towards the latter end of this 

research. As digital formats for moving images improved, so that compression was 

possible to reduce the file size and retain the quality of the image, so did the visibility 

of moving image on the Internet.  As a consequence, the multi-sited research method 

was a sustained process that traced Sub-Saharan animation beyond the duration of 

active fieldwork in the region, continuing through the routine interaction with online 

and web-related information including the virtual spaces that these artists moved 

within and the networks they connected to. This on-line surfing, chatting, reading 

blogs, moving through SNS was conducted for extended periods of time outside of 

the strict confines of research time. As an academic in computer animation a 

necessary daily engagement with these technologies was the norm, and these actions 

were habitual. One key aspect to this continued online research included a 

documentation of animation festivals programs, and evidence of the animated 

content within African film festivals in the West and within Africa. Between 2004 

and 2014, online participation in forums, interest groups, and general 

communications with animation artists from the region via email, Skype, or any SNS 

also ensured that communication and rapport was created, maintained and fostered. 

The artists that were contacted during fieldwork and who were active in these 

different online spaces prompted this online activity as they served to direct the 

research to different online communities and other artists. The interactions could 

range from interpersonal chats, as written text or sound, to more formal email 

exchanges that would become the basis of structured interviews. These would be 

prepared as an electronic document with sets of questions asking for biographical 

information, contextual information on histories of animation in their native country, 

to specific information about material and process in their work. The document 
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would then be completed and returned via email. The response would be revisited 

and more questions would be generated around notable points of interest. This ‘to 

and fro’ process of communication could repeat itself for four or five iterations, until 

the information provided was deemed extensive enough to enable further analysis. 

These prolonged interactions also meant that artists were able to revisit their own 

responses and reconsider other ways of framing their discussion.  

 

The Internet was a crucial platform for the researcher to further the investigation 

into this field permitting an on-going process of research.  It also provided a space to 

document instances of these interactions and findings. The establishment of a blog 

on African animation in 2006 (http://paulacallus.blogspot.co.uk/) served a dual 

function that straddled the personal and public. Firstly it served to create a public 

web presence of this research and secondly it functioned as a repository for 

information about African animation, news about competitions and events in the 

region, links to the digital traces that were circulating from the African animators, 

and embedded evidence of YouTube uploads by these prod-users. The blog9 was 

also used to promote these artists work and attracted interactions with other Sub-

Saharan animators who followed the postings. The practice of blogging in this 

instance was not intended as an academic exercise in creating narratives or 

developing opinions on African animation, rather it was devised as a digital log of 

dates, places (real or virtual such as URLS), and digital artefacts, limited to note-

taking in the form of information such as who, when, and where. It became a 

historical record embedded within the methodology of this research in the vein of an 

anthropologist’s dairy and sharing aspects of Wang’s (2012) discussion on live 

                                                
9 This blog does not necessarily conform to conventional blogging formats or styles, for a discussion 
on the appropriation of blogging as a tool to aid anthropological research see Price (2010). 
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fieldnoting practices10. The blog also created an online presence that was able to 

serve as a vehicle for attracting other practitioners in the field. In a similar fashion to 

the ‘snowball’ technique, pre-established contacts would recommend the blog to 

their peers, who in turn would contact the blog with comments or links to their 

online websites or channels. This information in many instances informed other 

postings that were included on the blog and had a cascading effect. 

 

Furthermore, the connections that were observed across contexts of production, 

exhibition, distribution and consumption in material sites were inflected in digital 

media and virtual spaces. The communities of artists in Kenya, South Africa, Nigeria, 

and Zimbabwe, who were meeting in person to exchange knowledge, collaborate and 

promote their work, were also mobilizing themselves through social networking sites, 

and using the Internet to promote their work. The online procurement of their 

animations and importantly the associated range of digital traces they left in the form 

of forums, blogs, chats, images, and so on, suggested an engagement with the 

concept of the Internet as a ‘living’ archive. This was however not without its set of 

difficulties. On occasion the circulation and exhibition of these animations on the 

Internet implied an active deterritorialization of the work on the part of the artist 

(Deleuze & Guattari, 1987: 10). The artists that engaged with these spaces were able 

to position their work favourably as they drew upon stylistic qualities that straddled 

transnational spaces, embedding culturally specific artefacts within an assemblage of 

parts that also appropriated from European or American animation styles. 

                                                
10 Instead it is more akin to Wang’s discussion of live field-noting, defined by Wang as ‘a blog post 
that is intended to provide an on-location and synchronous visual and textual coverage of an instance 
from the ethnographer’s fieldwork. The live field-note is created with a image sharing app on a mobile 
phone that is then shared to other social networking services.’ For more about this see: 
http://ethnographymatters.net/blog/2012/08/02/writing-live-fieldnotes-towards-a-more-open-
ethnography/ Accessed 13/08/2014. 
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Furthermore the uses of the Internet in these contexts of production, exhibition, 

distribution and consumption presented the metaphorical qualities of the Deleuzian 

rhizome (Deleuze & Guattari 1987). The appearances and disappearances of online 

digital content in the form of animations, online articles, chat postings, forums, 

blogs, images, photographs became problematic from a methodological stance. The 

‘micro-temporality’ (Ernst, 2013: 147-184) of these forms necessitated an acute 

awareness from the part of the researcher to create digital or even physical copies of 

these traces from the Internet to ensure that these were safeguarded in the 

eventuality that the information was to be removed from circulation on the Web.    

 

Cognizant of the impact of academic training upon writing, the accounts presented 

here are bound by a reflexivity of practice (Foley, 2002; Marcus, 1998), written both 

‘within and against specific traditions, disciplines, audiences’ (Clifford, 1986: 6). At 

times the complicity of the researcher within structures and institutions that served 

to promote or frame these artists’ work, either as curator in festivals, guest speaker 

(and ambassador of sorts) or as the interviewer for publications, necessitated an 

engagement with the ‘ethical’ and ‘cognitive implications’ of these research 

relationships (Marcus, 1998: 1120. It was important to be mindful and alert to the 

possibilities of exclusion that may have risen from these practices (Foucault, 1980: 

64). Any discourse on gatekeeping necessarily called for a questioning of the 

centrality of American and European animation within the discourses of animation 

studies (Callus, 2012). It also guarded the researcher against qualitative judgments 

that may be made as a consequence of an emphasis on European and American 

conventions of production and artistic practice.  

‘What it really does is to entertain the claims to attention of local, 
discontinuous, disqualified, illegitimate knowledges against the 
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claims of a unitary body of theory which would filter, hierarchize 
and order them in the name of some true knowledge and some 
arbitrary idea of what constitutes a science and its objects.’ 
(Foucault, 1980: 83)  

 

In relation to this thesis, the aim is not to totalize animation trajectories in Sub-

Saharan Africa (a highly problematic category itself) but to highlight the range of 

possibilities identified by this thesis, emphasizing that there is no single positioning 

but a range that are located in local, intercontinental, and transnational contexts that 

contribute to the wider discourse of Sub-Saharan animation. 

 

STRUCTURE AND THEORETICAL FRAMING 

 

The thesis follows on from this chapter with an overview of the discourses within 

animation studies in Europe and America and the responses within this field to 

computer animation and the practices in CGI (Computer Generated Imagery). This 

provides a much-needed background to the subject area of animation studies, 

especially in view of its continued peripheral status within academic literature. It 

alerts the reader to the semantic difficulties surrounding the term ‘animation’, its 

various classifications and its ability to simulate and borrow aesthetic conventions 

from across different artistic practices. In particular, Chapter 2 draws attention to 

prominent emphasis within European and American literature on histories situated 

within these same contexts of practice. It prompts the reader to consider the 

limitations within this field, most notably the lack of alternative narratives.  

 

The identification of the dearth of literature on this topic sets the context for 

Chapter 3 that provides an overview of certain Western, Eastern, Central and 
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Southern countries with evidence of animation made in or from these places. The 

decision to frame this chapter through an array of countries in the region was 

important as it served to demonstrate the range and scope of artistic activity in 

animation practice across the region. It also served as a response to the hegemonic 

discourse within animation studies that would lead one to believe that animation 

within the Sub-Saharan region was rare and scarce.  

 

The regional overview highlighted in Chapter 3 brought to light the need to 

accommodate the animated work of Sub-Saharan mobile artists who were located 

across different spaces. These artists provide evidence of the contemporary 

experiences of cosmopolitan African artists that move and work in transnational 

contexts (Hannerz, 1996). Chapter 4 focuses upon these artists and reconsiders the 

discourses of diaspora, migrancy and transnational (Hall, 1990; Anderson 1992; 

Clifford, 1994; Bhaba 1994; Mirzoeff, 1998) to frame their translocal practices. The 

analysis of their work is framed by Naficy’s (2006) discussion of the ‘accent’ and 

offers ways to conceptualize these different positionings. The discussion considers 

the familiarity and alterity that may be observed in these artists work as they 

negotiate aesthetic forms that can be located simultaneously in different spaces. One 

example of this can be seen in Kenneth Coker’s crowd-funded project Outcasts of 

Jupiter (2014) that was pitched with his bother Shobo Coker as a post-apocalyptic 

science fiction graphic novel. 11 The narrative and style appropriates a range of 

elements that illustrate this straddling of spaces and practices, including animation.  

                                                
11 The first issue of the story is set in Morocco and Jupiter with a cast of characters and space-age 
vehicles designed by both brothers. The project included 3D CGI (Computer Generated Images) 
renders of versions of the characters in action and their vehicles. The 3D models were created with a 
view to develop augmented reality pop-ups compatible with Android and iOS mobile and tablet 
technologies. 
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Figure 1.6: Photograph (left) of 3D printed models of the character Denarii beside a rendered image 
of the CGI model made in Z-Brush (right).  

 

Figure 1.7: Two-page spread from the first story of Outcasts of Jupiter set in Morocco. 

 

The notion of alterity is closely embedded within discourses in animation studies, 

where it has been argued that animation has been historically positioned as the 

‘other’ with respect to film (Wells, 1998, Beckman, 2014). It is this particular 
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peripheral status, as argued in Chapter 5, that affords degrees of subversion within 

animation. The Sub-Saharan artists presented in Chapter 5 used animation as a space 

of subversion and resistance to institutional powers in the local and national context, 

even if these resistances were nuanced and negotiated. For example, in local or 

regional sites, Kenyan animators during the post-election violence of 2008 called 

upon tactics (de Certeau, 1984) to make political animation that subversively 

straddled different contexts and that resisted fixed interpretation. Similarly, in an 

international forum, some Sub-Saharan artists negotiate resistance to the more visible 

dominant examples of animation (such as Disney) by deploying a combination of 

aesthetic novelty and culturally specific artefacts and motifs designed to resonate 

with different local, regional and international audiences and as a form of 

engagement with the global capitalist political economy.  

 

The discussion of transgressive forms of animation would not be complete without a 

focus upon the so-called ‘animated ‘documentary’. These types of moving images 

have garnered theoretical interest within documentary and animation studies for they 

appear to straddle generic conventions (Wells, 1997; Ward, 2010; Honess Roe, 2013; 

Formenti, 2014). Chapter 6 provides examples of these from Africa, such as Beyond 

Freedom (2006), or Yellow Fever (2012) and Kinshasa Septembre Noir (1992). The 

subversive use of animation in these examples is framed by the discussion of the 

‘testimonial’ form as a means to escape the ontological constraints that are presented 

in the literature on ‘animated documentary’.  Furthermore the examples are salient as 

in the case of Kibushi’s animation Kinshasa Septembre Noir (1992) there is a marked 

engagement with non-fictional representations and social-realist content that 

preceded the discourses in animation studies on documentary and animation by 

nearly a decade. The examples presented across both Chapters 5 and 6 seek to 
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critique the systems that they are embedded within and are underpinned by the use 

of specific tactics of resistance (de Certeau, 1984). These examples demonstrate the 

artists’ ability to critically position animation as an artistic intervention that 

interrogated historical ‘grand’ narratives through the depiction of memory and 

testimony.   

 

Finally, when this research began the historical marginalization of animation from 

discourses in the arts compelled a reaction in the form of a focused study on the 

various positionings of animation. In Europe and America, the spaces of commercial 

practice and artistic practice have been perceived as grossly different in production 

and ideology (as discussed also in Chapter 2). By 2014 these clear distinctions, whilst 

still present, were compounded by the ‘prod-users’ of the Internet, social media, 

Vimeo and YouTube 12  (Bruns, 2006). Content generation was occurring 

independently and outside of the fixed models of either auteur or industry. In fact it 

was possible to find artists that straddled these spaces, making a living from crowd-

funded projects, and capitalizing upon the freedoms that these technologies afforded. 

The introduction of computer animation and specifically the Internet in different 

Sub-Saharan countries dramatically changed the range and visibility of animation 

from this region. Sub-Saharan artists exploited the opportunities that new 

innovations in technologies afforded. Even when physical restrictions such as limited 

resources in terms of hardware were a hindrance these users and artists exemplified a 

hacker/maker13 (Kuznetsov & Paulos, 2010) approach to their work by collectively 

                                                
12 The positivist view of the ‘prod-user’ it may be argued is more pertinent in the context of Web 2.0 
(as referred to by Tim O’Reiliy in 2004) and before the purchase of YouTube by Google in 2006. 
However whilst the underpinning business model of a platform such as YouTube has changed, the 
participation by users continues in varying degrees. One notable difference between the two periods is 
the reduced visibility of mash-up content that was visible pre-2006.  
13 The term hacker/maker, stems from the concept of the hacker-maker culture, and is used here to 
refer to the practice of DIY practices that reuse and hack technologies to create new purpose built 
objects as opposed to the illegal practices of breaking into computer networks.   
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pooling parts such as scanners, cameras, wires, monitors, storage devices, and the 

necessary components to build the system needed to facilitate the production of 

digital animation (Personal Communication, Niang, 21/10/2006). In Chapter 7, the 

thesis considers these related technologies in the Sub-Saharan regions to discuss the 

range of practices in animation, modes of exhibition, distribution and consumption 

that challenge more conventional practices. One particular characteristic of Sub-

Saharan animation made by digital creatives, for example, was its ability to straddle a 

range of contexts. Animators such as Kenyan multi-media artists Just a Band for 

example have recycled their animations in the popular mass media and within gallery 

spaces. This straddling of contexts empowers these artists to mobilize their work 

from the marginal or peripheral spaces to a range of local, regional, national and 

international sites.  

 

Therefore the collections of narratives that follow are a response to the academic 

marginalization of Sub-Saharan animation motivated by the intent to reconfigure 

discourses in this field. They emerge from a range of relationships with these artists 

developed over time and across different geographies and virtual spaces. They take 

the first steps in establishing Sub-Saharan animation as a subject of research 

importance and invite a broadening of academic attention that should be 

commensurate with the range of animations and contexts of production from 

and/or within this region.  
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CHAPTER 2: ANIMATION STUDIES & 

INTERDISCIPLINARITY 

 

DOMINANT NARRATIVES 

 

Amongst the gamut of literature that engages with the moving image, animation is 

positioned as a minority element to the field. In response, this research presents 

animation as a central subject worthy of academic attention and discourse, and to 

foreground and analyse the existence of Sub-Saharan animation, which has received 

limited attention and remains largely an unknown field of studies. Animation in the 

West has historically been positioned as a peripheral moving image practice with 

strong associations to various conceptions of the naïve and of populist culture. 

Furthermore these peculiarities alongside a potentially amorphous and/or composite 

constitution that draws from a variety of artistic practices, be that sculpture, painting, 

dance, theatre, music and film, place animation in a complex discursive position. This 

complexity is reflected throughout this body of work that, at times presents a 

rhizomatic quality by making reference to and across different analytical positionings 

(Deleuze, 1987). Here one can observe thematic associations that may, on occasion, 

appear so far removed from the commonly understood impression of animation that 

the reader may perceive a degree of generic14 mobility of animation as moving image.  

 

By and large animation eluded serious academic debate feasibly due to its populist 

associations with the renowned (and almost mythical) figures such as Disney, and the 

association with cartoons and comics, setting an overarching archetype of the form. 

It has also escaped the confines of neat all-encompassing definitions, due to its ability 
                                                
14 The term generic here is used to refer to ‘of a genre’ of moving image 
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to appear radically different in its various technical forms (such as, for example stop-

motion, paint, cell animation, drawn animation, cut-out animation, CG (Computer 

Generated) animation, pixellation and so on) and to simultaneously share 

overlapping qualities with other visual arts. There is a range of problematics that are 

faced when scholars attempt to arrive at a fixed ontology of animation. One 

foremost difficulty with animation is whether for example it can be considered an 

autonomous medium or a genre of film (or moving image) (Beckman, 2014, 

Rodowick 2007, Greenberg, 2001, Wells, 2002 b.). Its associations to different art 

forms have implied an entrenchment in these same forms making an analytical 

separation problematic. These types of discussions of the animated moving image 

can also bring to light some of the canons and conventions of Western film and 

animation that are problematized by digital technologies. Contrary to common 

conceptions animation allows for an aesthetic diversity that is not fixed in the 

cartoon-type, such as for example, specifically cell animation. An understanding of 

ontology presupposes a relatively stable conceptualization of form, and mirroring the 

discussions on medium and genre, animation repeatedly escapes these fixed 

classifications.  

 

One definition provided by Wells (1998) was ‘ a film made by hand, frame by frame, 

providing the illusion of movement, which has not been directly recorded in the 

conventional photographic sense’ (1998: 10). This definition limited the form by 

restricting it to the celluloid film and the notion of a single frame (one in twenty-four 

that make up a second of movement on screen). To the contrary, changes in the 

technologies of production and exhibition have made it increasingly difficult to 

characterize animation in this way. The various approaches of animation scholars, 

whom either believed that a formal definition of animation ‘would necessarily impose 
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intellectual limits on inquiry’ or others who ‘contend[ed] that any definition wide 

enough to encapsulate the full gamut of ‘all things animated’ must be too wide to be 

meaningful’ (Wells, 2011: 12), serve as testimony to this unresolved tension. Scholars 

on animation have either provided unreliable or partial definitions, or as Reinke 

(2005) claimed ‘instead they use animation [or the difference between animation and 

live-action], not as a concept in itself but as genre or set of techniques from which to 

develop particular concepts’ (Reinke, 2005: 09).  

 

In the field of cinema and film studies, animation tended to take a peripheral or 

exceptional role, and was rarely examined under the same theoretical paradigms. The 

early film theory discussions that took place presented animation as a special type of 

cinema or film, and this may have played a part in moving animation to the periphery 

of academic discussion (Panofsky, 1934; Bazin, 1967; Kracauer, 1960; Cavell, 1971). 

Conceptualizations of animation must be understood in relation to the discourses 

within film studies made by key writers, such as Panofsky (1934), Bazin (1967), 

Kracauer (1960) and Cavell (1971)15, responsible for making strong claims for the 

verisimilitude of film in relation to other arts. Even though animation can present 

qualities that are not dissimilar from its ‘indexical’ cousin film (in the photographic 

realist sense), its lack of a consistent and clear visual referent that is situated in the 

real world has meant that it was discussed as a separate type of moving image. 

Furthermore these visual qualities have wider implications upon a semiotic analysis 

of the form.  

 

                                                
15 For an alternative/ counter-discussion of Cavell’s position on the cartoon see Pierson, R (2012), 
‘On Styles of Theorizing Animation Styles: Stanley Cavell at the Cartoon’s Demise’ in The Velvet Light 
Trap, No. 69, pp. 17-26.  
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Whilst this type of analysis is common within the field of media and more specifically 

within film, the permeability and porousness of animation challenges this model and 

its dependence upon arbitrary relationships between signifier and signified, based on 

the linguistic model which is being applied to other social phenomena (Saussure, 

1974 in Cobley 1996: 102). Furthermore as Barthes (1977) demonstrated, even in the 

photographic image, meaning is not limited to its denotative function, a status 

attributed to the ‘perfection and plenitude of its analogy…its ‘objectivity’’ (Barthes, 

1977 in Cobley, 1996: 137), but paradoxically also arising through connotation which 

is dependent upon cultural and social context. 

 

Nevertheless, and/or because of this, the discursive separation between 

photographic moving images and animated moving images was clearly delineated. As 

Panofsky’s claims in Style and Medium in the Movie Pictures, illustrated,  

‘Excepting the very special case of the animated cartoon, the 
movies organize material things and persons, not a neutral 
medium, into a composition that receives its style… not so much 
by an interpretation in the artist's mind as by the actual 
manipulation of physical objects and recording machinery. The 
medium of the movies is physical reality as such.’ (Panofsky, 1934 
in Cohen & Mast 1985: 169) 

 

Panofsky’s reference to the process of manipulation in his discussion of film implied 

an emphasis and conditional requirement of a physical referent whereby the 

filmmaker organized ‘material things or persons’ (Panofsky, 1985: 169). The 

cinematic technologies such as the photographic camera determined the discussion 

of these practices. The mechanical process of recording lent itself to a 

conceptualization of capturing reality, albeit a manipulated one (Bazin, 1967) and can 

be alluded to in terms of ‘indexicality’ as proposed by Peirce (1958) in emphasizing 
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causal and/ or conventional relationships16. In animation it was possible to observe 

examples of moving images that did not rely directly on a physical referent, other 

than for artistic reference, the image was necessarily mediated by the artist and 

consequentially uninhibited by visual conventions linked to real world settings. These 

discourses would become increasingly more pertinent to contemporary 

considerations of the so-called ‘animated documentary’ that has received significant 

attention in animation studies (Honess Roe, 2013; Kriger, 2013; Kim, 2011; 

Takahashi, 2011; Skoller, 2011; Ward, 2010) and is examined in more detail in 

Chapter 6. Both semiotic approaches based on Saussure (1974) and Peirce (1958) 

have marked limitations, particularly in their use of signs and referents (however 

these may be construed as). Animation, as outlined earlier, exploits a range of visual 

qualities that are not necessarily productively amenable to these theoretical 

approaches.17  

 

As Pierson pointed out, animation served to illustrate a ‘theoretical neglect of artifice 

and manipulation within filmmaking’ (Pierson, 2012:19); a practice which was 

present at the start of cinema with George Melies stop-motion trick effects in 1902 

in A Trip to the Moon (1902). Notwithstanding this, the types of discourses on realism 

dominated discussions and served to marginalize animation as they limited their 

ontologies to narrow prescriptive range of elements, and, in so doing, Mast 

proclaimed,  

‘Not one of them discusses animation as a relevant form of 
cinema. Nor do they even develop terms, categories, and criteria 

                                                
16 Where pertinent to the thesis in referencing the mechanical relations of film production (Benjamin, 
1936), Peirce’s notion of the index may be referred to in order to acknowledge certain processes of 
signification that may take place. 
17 A rare discussion of the particular aesthetic properties of animation can be found in Hubley and 
Schwartz’s (1946) pedagical considerations of the use of this form by the Armed Forces in WW2. 
Eisenstein (1988) also provides a unique discussion of the ‘plasmatic’ qualities of this form.  
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that can apply to animated films. And if animation is not a unique 
cinematic form, what is? These theorists clearly imply that 
animation is an exception-a special kind of cinema. To which 
implication, one can simply reply, a special kind of what’ (Mast 
1974: 374) 

 

 In 1996, Noel Carroll’s book Theorizing the Moving Image proposed a challenge to ‘the 

doctrine of medium specificity’ that these earlier film theoreticians were concerned 

with. Carroll’s central argument presented the term ‘moving image’ as a conceptual 

category that invited an escape from these earlier fixed ontologies (that were 

concerned with an essentialized differentiation that distinguished it from other art 

forms). He reflected upon the discussions presented by film theory that focused 

upon an impression of ‘characteristic’ formal elements that uniquely underpin the 

medium, and proposes that if one were to consider that ‘features like line, colour, 

volume, shape, and motion are fundamental across various art forms and unique to 

none’, then this cause becomes altogether lost (Carroll: 1996: 51).  

 

The approach afforded a theoretical space that allowed for an analytical engagement 

with concepts such as mixed media or hybrid forms. There was an implied 

engagement with the semantic ambiguity of the terms ‘form’ and ‘medium’ that calls 

for the differentiation and elucidation within discourses in film studies. The term 

medium as discussed earlier can present its own ‘contradictory’ notions, as Rodowick 

noted ‘Is a medium a substance, an instrument or simply a channel?’ (2007: 33). 

Carroll’s proposed idiom of the ‘moving image’ was applicable when viewed not only 

from a production perspective but also from the consumption or exhibition.  Mast 

shared similar concerns when he stated,  

‘The relevance of this discussion to the general issue of cinema 
forms and languages is to provide yet another reminder that the 
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medium does not have clear-cut categories of uses, effects, and 
devices but a spectrum of shades of usage that imperceptibly melt 
and fade into one another. An educational film does not differ 
from a movie (which, in turn, does not differ from an animated 
film) in being a fundamentally different thing but in applying the 
same languages and devices in differing combinations and 
proportions.’ (Mast 1974: 392) 

 

Both Mast (1974) and Carroll (1996) exposed the obstacles and limitations of 

utilizing ‘medium’-centric arguments to frame and position the visual form. The term 

‘moving image’ challenges the history and trajectories of certain discourses that fix 

moving images within specific separate genres. In so doing, it invites an academic 

engagement with spatial-temporal forms across different disciplines. This concept of 

the moving image is drawn upon in the discussion of Sub-Saharan animations that sit 

with difficulty within conventional genres, extending the use of a range of literature 

in the analysis of these practices and artefacts across different disciplines. Whilst the 

detail within Carroll’s’ definition of the moving image it not without its own set of 

problems (Rodowick 2007: 34-41), the supposition inherent in the use of this term 

would also become more pertinent with the onset of digital technologies that 

appeared later18.  

 

The concept of the moving image per se, did not appear within early literature 

concerned specifically with animation. Instead, as if to reclaim the marginalization 

experienced by the specific histories of animation in relation to film, early writers on 

the subject made territorial claims to specific aesthetic qualities that differentiated the 

animation from film (For early publications on animation See Appendix J). A rise in 

literature specific to the field of animation studies coincided with the setting up of 

                                                
18 This term will be explored in more depth in the context of computer generated imagery and their 
relationship to the genres of moving images 
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the Society for Animation Studies in 1987 that aimed to create a community of 

scholars with a shared interest in animation. Some of the member scholars included 

Harvey Deneroff, Maureen Furniss, William Moritz and Jayne Pilling who were to 

later publish key articles and books on the subject. The literature during this period 

was limited to a handful of key historians and critical theorists (Solomon, 1987; 

Canemaker, 1988; Pilling, 1997 a.; Wells, 1998; Furniss, 1998). At that period, the 

wider body of literature on animation included a predominance of practice based 

‘how-to’ books (Laybourne, 1998) or narrative accounts of individual artist or studio 

practices (Halas, 1987; Blair, 1994; Thomas & Johnston, 1995; Bendazzi, 1995). 

Cholodenko presented his reasons for the need of critical literature in this field as 

follows, 

‘to remedy the state of neglect in which animation had existed 
both as film practice and as an object of theoretical inquiry – the 
neglect of animation by the popular and mass media forms of 
publication and legitimation and by the institute of Film Studies.’ 
(Cholodenko, 2007: 15) 

 

This theoretical neglect has by no means disappeared and there remains a residual 

antagonistic approach between the two fields of study. The effect of a theoretical 

dismissal of animation within early literature in film studies had a reactionary 

response. The animation studies literature of the late eighties and nineties presented 

cases for the unique aesthetic properties of animation (Solomon 1987; Moritz, 1988; 

Wells, 1998; Furniss, 1998) that set it apart from film. The medium-centric theories19, 

with an interest in the aesthetic qualities informed by the materials and processes that 

constituted the final moving images, were responsible for raising questions such as: 

                                                
19 Here the term medium-centric is used to refer to positions that frame animation as a medium – that 
said the same positions paradoxically argue that animations unique ability lies in its appropriation of a 
variety of artistic practices that combine within the moving image. See discussions by Greenberg 
(2011) cited above. 



 38 

how is animation different from other forms of the moving image? What are the 

properties of this ‘medium’? How do the techniques that are specific to the form 

relate to content? However, the supposed binary opposition between film and 

animation framed an approach within animation studies that maintained an interest 

in the discussion of the reproduction of ‘real’ versus the ‘unreal’ (Rowley, 2005; 

Wells, 1998) or in the opposing tendencies of mimesis and abstraction on the 

spectrum of the moving image (Furniss, 1998). Rowley discusses this delayed 

response within the literature in animation studies as the ‘inversion position that 

recasts notions of medium specificity to portray animation as an inherently fantastic 

form of cinema: an inversion of classical film theorists’ arguments for realist 

positions in live-action film’ (Rowley, 2005). The constructed polarity of these 

positions dating back to 1988 have since changed dramatically not least as a result of 

computer generated animation and its impact on digital moving images both within 

and outside of film studies.  

 

The early discussions within animation studies presented a strong emphasis on the 

variety of artistic practices and materials that made up the animated moving image 

(Klein, 1993; Bendazzi, 1994; Wells, 1998; Furniss, 1998). The theoretical 

engagement with the relationships across different art forms as non-exclusive or 

independent of each other served to pave the way for a more complex understanding 

of the practice of animation. Animation provides a space where the animator may 

incorporate sculptural practices alongside those of a cinematographer, 

choreographer, writer and illustrator20. The very complexity of each animation, and 

its ability to produce an aesthetic experience that is unique and different each time 

can lead to a conceptualization that, whilst being informed by these practices, the 
                                                
20 More recently arguments have been made to include other practices such as computer programming 
to the range of practices that animation draws upon/from.  
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result or whole (in an Eisenstein-ian sense) is cumulatively more than the component 

parts. These intersections serve to bolster the claims by Wells (1998) and others that 

the quality or visual experience of animation is uniquely different to its indexical 

filmic counterpart. However reducing this differentiation to one that is solely 

dependent on the material and aesthetic properties of the medium can limit, as noted 

earlier, understandings of animation. The complex matrix of different artistic 

practices that inform animation can be configured in different ways lending 

themselves to a gamut of aesthetic styles. Further to this in digital animation this 

convergence has the capacity to present a simulation of drawn, painted, sculptural or 

photorealistic imagery. Here one finds that the correlations between the aesthetic of 

the image and the technology that informs it cannot be assumed. The processes of 

viewing this type of animation, more so than its technological predecessors, invite an 

engagement with notions of simulation, the hyperreal and virtuality (Baudrillard, 

1983).  

 

Alongside the literature primarily concerned with form and material of animation, a 

dialogue with other critical postmodern writings has emerged that offered new 

analytical framings. This literature was concerned with the wider contexts and 

structures that affect the production and distribution of animation and created a 

space for the discussion of non-mainstream animation (Pilling, 1997 a.; Darley, 2000; 

Leslie, 2002; Cholodenko, 2007; Cook & Thomas, 2006; Buchan, 2007). Jayne 

Pilling’s A Reader in Animation Studies (1997 a.) included a collection of selected 

papers that were presented at the Society of Animation Studies annual conferences. 

The collection was the first of its kind as it spanned a range of disciplinary framings 

including amongst others the historically positioned narratives by William Moritz, the 

theoretical approaches of Paul Wells and Terrance Lindwall, and the somewhat 
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visionary discussions on digital moving images by Lev Manovich and Andrew 

Darley. This anthology highlighted an evolution of critical thought that sought to 

examine animation beyond the notions of the ‘medium’ and its properties, and 

engage instead with connections to other forms, practices and contexts. It presented 

a critical positioning that recognized the material, process, conditions of practice, and 

the wider social, cultural and power structures within which these operated. This 

approach was to lay the foundations for conceptualizations of the animated film as 

an artefact, constructed within a context and trajectory of ideas and practices that 

offered a site for a range of discourses. The more recent postmodern analysis 

promoted by scholars such as Cholodenko (1993, 2007) and Suzanne Buchan with 

the animation: an interdisciplinary journal actively reframe animation. Cholodenko’s 

affiliations to writers such as Derrida, Deleuze, and Baudrillard are evident in The 

Illusion of Life (1993) and The Illusion of Life II (2007). Furthermore, Buchan, as editor 

of the animation journal, encouraged the emergence of further academic publications 

on non-mainstream animation, and the engagement with artistic practices that reside 

outside of the locus of Western practice (Wu, 2009; Marks, 2011; Callus, 2012; 

Nakagawa, 2013). In 2007, her involvement as director of the Tate Modern 

conference ‘Pervasive Animation’ epitomized an approach that looked to offer new 

positionings on animation that stem from the variety of disciplines that it connects 

to.  

EARLY ANIMATION AND MODERNISM 

 

In 1998, Wells made a case for the specific aesthetic differences between animation 

and other moving image forms. He later revisited his earlier propositions and framed 

them by a focused contextual discussion that positioned American cartoon animation 

as fundamentally a modernist art form with ties to the avant-garde (Wells, 2002 a.). 
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By framing the discussion of early animation within discourses of modernism or 

avant-garde Wells’ created an academic space that validated the animated form as a 

moving image worthy of serious critical reflection. However, Wells’ argument was 

not without its limitations. In Animation and America (2002 a.), Wells differentiated 

between a modernist aesthetic of early animators like Otto Messmer of Felix the Cat 

(1919-1936) (that foregrounded metamorphosis and graphic reduction), and the 

accomplishments of the organizational and technological innovation in the animation 

studio, such as, for example that of Disney, which presented a contemporary ethos 

but that lacked the modernist aesthetic that Wells discussed in his earlier examples.  

 

Similarly, Telotte’s (2006) outline of Disney’s early animations echoes these 

discussions. The transition that took place saw an aesthetic set in avant-gardist 

principles move to one concerned with ‘illusion of realism’ through technological 

innovation. For example, Disney’s colleague Ub Iwerks’ plasmatic treatment of form 

during his time working with Disney (1922 - 1930) on the Silly Symphonies (1929 - 

1939), sat in contrast to Disney’s own interest in the ‘illusion of life’ made possible 

by the technological contribution of the multi-plane camera that enabled a more 

realistic aesthetic as visible in Pinocchio (1940). A similar consideration of modernism 

and animation with a particular focus on the views of Benjamin (1936), Adorno and 

Horkheimer (1972), was explored also in great depth by Esther Leslie in Hollywood 

Flatlands: Animation, Critical Theory and the Avant-Garde (2002). Leslie’s discussion 

draws links between the aesthetics of early animation (and not limited to American 

animation as in Wells’ discussion) to a wider collection of coexistent modernist 

avant-garde movements such as Constructivism, Futurism and Dada (Leslie 2002: 

34-39). Additionally these examples demonstrate a continued emphasis within 

animation studies on dominant players such as the like of Disney or Warner Bros.  
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This re-examination of early animation, cinema and modernism illustrated a 

continuing concern with the disciplinary distinctions of film and animation and the 

continued tactical need to validate animation within an academic discourse on the 

arts. By drawing upon the conventions of modernist aesthetics in the arts, these 

writers were able to differentiate and/or associate the studio practices of animation 

(as opposed to auteur) to other types of ‘high’ art. However, animation’s hybridity in 

technology and practice, its ability to pervade across multiple forms of the visual arts 

and to be simultaneously visible as ‘high art’ and ‘popular’ mass media has 

consistently undermined a clearly delineated and stable positioning within modernist 

forms. Here Bruno Latour’s critique of the assumptions presupposed within the 

‘modern’ and his recasting of the pre-modern, modern and postmodern (Latour, 

1993: 132) are useful in deconstructing the limitations of such conceptualizations of 

animation. Furthermore his discussions of actor-network theory can provide a 

conceptual approach to explore animation as a network 21  with relational ties, 

whereby, instead of as a subset of European art hierarchies, one ‘starts from 

irreducible, incommensurable, unconnected localities’ (Latour, 1996: 371) that make-

up the assemblage that is understood as ‘animation’.  

 

The specific geography of this modernist experience, that Wells (2002 a.) and Leslie 

(2002) call upon, can become somewhat limiting when ‘the crises of subjectivity and 

of representation at the core of European modernism played out very differently in a 

colonial and post-colonial modernity’ (Huyssen, 2007: 190). Their discussion of 

modernity remained bound by their own ‘locality’, that is to say, firmly based within 

the particular geographies of Europe and the US. They positioned animation within a 
                                                
21 By his own admission Latour’s discussion of the concept of the network bears some similarity to 
Deleuze and Guattari’s rhizome that is also discussed in the context of this study.  
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specific aesthetic discussion that presupposed dialectic between a pre-modern and 

modern condition. Inevitably they also relied upon a conceptualization of nominal 

borders of high and low art that set out a cultural hierarchy (Adorno & Horkheimer, 

1972: 120). Latour’s concept of the network and its formations of connections offers 

a counter-narrative that out-manoeuvres these partitions (Latour, 1996: 373). The 

temporalized construct of the discussion of the modern and by inference the ideas of 

progress associated with it, often sanctioned the discourses that elided alternative 

types of animation as ‘out-dated’, ‘naïve’, ‘behind the times’ (Nikodemus, 1999; 

Callus, 2012). Such approaches can unwittingly exclude other narratives of 

representation within animation as it positions a cultural and aesthetic hierarchy, or 

the impossibility of the outsider ‘from other art histories to enter such a closed game’ 

(Nikodemus, 1999: 77), as is the case of Sub-Saharan animation until recently.  

 

AUTEUR AND INDUSTRY:  SHORT FORMAT, LONG FORMAT 

 

Another dialectic within discourses in animation studies has set out an analysis of 

animation between two thematic foci: the industrial production of the commercial 

animations as opposed to the production of independent auteurist animations. These 

discussions presupposed an oppositional type of engagement between each field, and 

often lacked a more nuanced reflection on the possible interdependency or interplay 

between these two sites and their modes of production. The literature that considers 

animation produced by an industry for commercial distribution (typically situated in 

the US and Europe) (Maltin, 1994; Sandler, 1998; Finch, 2004) does so in the light of 

discussions related to historical or technological narratives but hardly ever considered 
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the specific aesthetics, forms or materials22. On the other hand, discussions of 

independent, niche, art-house animations (usually short format) are only discussed in 

light of the artistic process and aesthetic merit of the artefact with an implied 

separation or opposition to the industrial context23 (Starr, 1987; Russett & Starr, 

1988; Pilling, 1997 b.; Russell, 1997). The two subsets of animation films, it could be 

argued, exhibit formal differences that encourage this type of theoretical engagement. 

The studio practice (especially for long-format film) is bound by a necessary 

standardization of aesthetic style and design that Disney pioneered in his studios by 

adopting Fordist production methods (Harvey, 1989:73) with its attendant 

economies of scale. Furthermore this model appropriated a classic Hollywood form 

with an emphasis on narrative structure and character development, rather than 

alternative aesthetic style (Salkin, 1988; Moritz, 1988). This was approach more 

importantly was underpinned by an economic drive to appeal to a large audience. 

The individual artist, on the other hand, was free to experiment with different 

techniques, styles and aesthetics, sometimes within the same film, as in the case of 

Juri Norstein’s Tale of Tales (1979). This experimentation can be explored within 

narrative structure or further afield in a non-narrative abstract visual 

experimentation. Oskar Fischinger and Norman McLaren were making these types 

of experimental films during the same period (1930’s to 1950’s) and are frequently 

referred to within literature as pioneers and fine artists in the field. Fischinger’s award 

at the Venice Biennale in 1935 served to promote and view his work within these 

                                                
22 It is quite common to find publications titled ‘The Art of…’ followed by the name of large 
animation companies such as Disney, Pixar, ILM, and so on. These publications tend to consist of a 
predominance of images that were used for the visual development of different animated films, such 
as, for example, character designs, early concept designs, colour boards, storyboards, and so on. 
However they lack a detailed discussion or engagement with wider concerns regarding aesthetic 
process and practices.  
 
23 Bill Mikulak (1996), ‘Disney and the Art World: The early years’, goes some way in exploring the 
cultural hierarchization that is outlined in this chapter and examines the strategies in the case of 
Disney’s own interactions with the ‘art world’ that reinforce and depart from this hierarchization. 
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framings, as visible in Moritz’s (1988) writings on this particular artist.  Moritz (1988) 

explores the discussion of the ‘art’ of animation as ‘non-objective’ and ‘non-linear’ in 

its form and importantly as a type that resists an engagement with linear narrative 

structure (Moritz, 1988: 27). This discussion positioned itself within the category of 

abstraction in Furniss’ and Wells’ proposed scales of mimetic or hyperreal and 

abstract or experimental types of animation. Furthermore, there is also an implicit 

correlation presented between the industry and mimetic form, and the auteur and 

experimental form. These different sites of auteur and industry are discussed by 

Furniss (1997) in her comparative analysis, Adapting Alice, where she compared the 

adaptation of Carroll’s Through the Looking Glass, by Disney and the auteur 

Svankmajer, her concluding remarks sum up these differences.  

‘Disney studio created his film within the boundaries of the 
Hollywood studio system, which prioritizes the repetition of 
formula proven to attract established market of viewers. 
Svankmajer operates as an experimental artist in Eastern Europe 
guided by the possibilities of the cinema as a subversive medium 
capable of redefining our understanding of reality.’ (Furniss, 1997: 
13)  

 

The trajectories in Western art that were underpinned by the ideologies of the 

Romantics in reaction to modernism and that valued the artist as creator of original 

art, could be seen to engender some of the histories of European and American 

animation discourse. These ideologies informed a discourse that contrasted artist and 

industry and sustained an implicit hierarchization of attributed value. Furthermore, it 

would appear that this literature positioned the studio practices within the capitalist 

machinery of production and distribution and consequentially saw it as contributing 

to the ‘culture industry’ and the decline of ‘autonomous art’ as critiqued by Adorno 

and Horkheimer (1972). The standardization of aesthetic visible within the animation 
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industry (that is enabled both by specific production practices and the development 

of technologies) appeared to prompt the discursive separation between the animation 

production and its technologies, on the one hand, and animation as aesthetic 

expression and site of meaning, on the other.  This split precludes the identification 

of the intricate multiple relationships between these two sites and the networks that 

link them (Latour, 1996). As Ward argued, the tendency is to see the two as distinct 

and independent of each other, however  

‘the creativity and the technologies that allow the expression of 
that creativity must be seen as existing in a dialectical relationship. 
This sees neither one as dominant or prior to the other (falling 
into either a technologically determinist trap, or one that sees 
artistry as transcending material conditions), but recognizes that 
they feed off each other.’ (Ward, 2006: 237) 

 

The contrast of these two modes of production as unrelated domains has resulted in 

the establishment and circulation of grand narratives, with institutional players (such 

as Disney, Pixar, ILM and so on) within the commercial sector in the US and West 

seemingly dictating conventions of practice and form or alternatively individual 

artists such as South African William Kentridge purposely disassociating his moving 

images from any reference to the animated form in the mass media sense. However 

such discursive separations neglect wider issues such as the complex relationship 

between each ‘type’ and how practitioners move across these different contexts and 

engage with these forms. Moreover shifting economies of production through the 

use of computer-generated processes undermine and blur these distinctions. 

Alternative discourses of practice and form, such as those of Sub-Saharan Africa, 

with alternative histories to those of European or American animation (that still 

dominate the literature in the field), offer new possibilities for considering the field 

of ‘animation’.   
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However, there is still a general neglect within Western academic debate in relation 

to non-mainstream animation or digital moving images stemming from Africa, and 

many other (but not all) regions of the world. Most of the available literature is self-

referential looking towards the histories, suppositions, and contexts of the 

development of the form predominantly in the US and Europe (Wells, 1998; Furniss, 

1998; Furniss 2009; Lugo et al., 2010). Pilling identified this neglect as early as 1997,   

‘Until recently, books available on animation tended to fall into all 
too few categories: general historical surveys, which catalogue a 
small number of the great names and give brief descriptions of 
the films; studio histories, which have for the most part, 
concentrated on the American cartoon studios (with Disney as 
the market leader); 'how to' books of a technical nature for 
budding animators; books…on individual filmmakers; and the 
odd survey… (Pilling, 1997 a.: xxi) 

 

The exception to this would be the discussions in Western academic literature of 

Korean, Chinese and Japanese animation (Lent 2003, 2004, 2007; Furniss 2013). Of 

noteworthy mention is John A Lent’s contribution to the body of literature on 

cartooning and animation from the Asia-Pacific region and also his book on African 

Cartooning (2009) that is referred to later on. His interest in these two specific fields 

reinforces an approach that identified the, sometimes, close relationships between 

cartooning and animation.  

 

This lack of literature has particular relevance when attempting to document the 

development of animation in Sub-Saharan Africa. In 2014 most information on the 

subject of Sub-Saharan African animation (with the exception of a handful of key 

texts discussed in Chapter 3) was obtained through web sources, which cited the 

sporadic appearance of ‘African’ animation on the European festival circuit, or as 
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part of NGO, or non-profit organizations' educational programs on the continent. 

The documentation in the field of animation studies of alternative historical 

narratives has been limited, as noted earlier, Japanese anime being one such form 

which has had a revival in interest possibly due to the emergence of a thriving market 

and following in the West. Furthermore the invisibility of the Sub-Saharan animation 

landscape in academic documentation is reflected by an erasure of non-Western 

references or characterizations however constructed in European mainstream 

television animation as studies show.  This erasure and gate keeping is discussed in 

more detail by Callus (2012:4) with supporting evidence from The International 

Central Institute for Youth and Educational Television’s (Munich) study on 

Children’s television (Gotz et al., 2008).  

 

Whilst the abundance of mainstream US animated content pervades all parts of 

African continent, there is still evidence of mainstream local content being developed 

for television. Animation for television offers a steady income for animators working 

on anything from animated graphics, inserts, adverts and short formats. Cholodenko 

(2007) identified the scope of this type of work beyond the ‘distribution, exhibition 

and consumption of animated films’, and in these contexts he argued, ‘animation is 

staple.’ (Cholodenko, 2007:19) Consequentially it was important to include and 

consider the presence of animation on the television circuit, not only as it provided 

the ‘bread and butter’ to most animators, but also because its application was not 

always as obvious as the long-standing practice of 2D drawn animations for a 

children’s audience. Animators in Africa also worked on image manipulation 

techniques such as compositing, 3D logo generation (otherwise known as Motion 

Graphics) and advertising. This was particularly evident in Kenya and on a much 

larger scale in the commercial studio settings of South Africa.  These artists straddle 
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working between the commercial environment and making their own independent 

work. Whilst Western academic discourses have tended to prefer to consider both 

activities as separate (fortified by the specific historical contexts discussed above) and 

informed by knowledge of artistic practices and a cultural code that serves to 

legitimize one activity and critique the other, they are also ‘bound up by systems of 

disposition (habitus)’ (Bourdieu, 1984: 21). The habitus becomes responsible in a 

sense for a rejection of animation practices that straddle the separate spaces of ‘art’ 

and the ‘popular’. As a consequence framing these types of animation is problematic 

as it may limit an analysis to particular sensibilities and judgments of taste bound by 

the centrality of a Western position. However in the context of African animation, 

the advent of computer related technologies served to radically alter and challenge 

these practices even further. Computer animation can be produced for commercial 

gain by an autonomous single artist, and distributed across a variety of channels and 

platforms. The discursive models that separated the industrial practice from auteurist, 

high/low culture, art and the popular, authentic and inauthentic prove to have little 

value within discussions of computer animation. The advent of these technologies 

has dramatically changed the production of animation and also the distribution, 

exhibition and consumption of it.  As Cholondenko observed 

‘Then there is the computer, where more and more animation is 
coming online. The computer offers animated games (as does 
video), advertisements, even sites explicitly dedicated to 
animation, including cataloguing, exhibiting and promoting it.’ 
(Cholodenko 2007: 20) 

 

 

NEW TECHNOLOGIES  
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As the technologies used in animation and the moving image rapidly advanced from 

early computer animation tests in 1984 with Lucas Films’ all CGI24 animated short 

The Adventures of Andre and Wally B (1984) to the release of Pixar’s Toy Story in 1995, 

the earlier approaches (Wells 1998; Furniss, 1998) concerned with material and form 

were confronted with the undeniable difficulties of trying to place the digital image 

within these discussions. In pre-digital animation, each of the different types of 

animation are informed by the materials and set of practices that manifest themselves 

in a manner that could be particular (but not unique, as Noell Carroll argues) to the 

medium, for example the rendition of Caroline Leaf’s The Street (1976) with animated 

paintings on glass, or Jan Svankmajer’s stop-motion Dimensions of Dialogue (1982). In a 

similar fashion, Paul Wells’ (1998) description of the language and ontology of 

animation, points at qualities or techniques that emerge as a consequence of the 

medium and its technical predispositions, such as metamorphosis, the visual gag, 

fabrication and others. This discussion was underpinned by the belief that animation 

was historically concerned with its position as a visual form in depicting ‘reality’ and 

the representation of reality in the cinematic moving image because, Wells (1998:183) 

argues, ‘it has fundamentally resisted ‘reality’ as its governing aesthetic agenda’ and 

sought instead to explore alternative expressions of possible realities.  

 

Wells’ argument was a compelling one that sat well in the context of discussions on 

early European animation, and in response to a theoretical context that has for a long 

time discounted any merit of this medium and the aesthetic possibilities. However 

the applicability of his early propositions in Understanding Animation (1998) to more 

contemporary examples of animation, in particular those pertaining to the digital age, 

becomes a more difficult task. Wells’ own discussions of John Lasseter’s (of Toy Story 

                                                
24 CGI abbreviation used to refer to Computer Generated Imagery 
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(1995) fame) first computer generated animated short Tin Toy (1988) came with the 

proviso that  ‘computer animation, at the time of writing, is still negotiating the 

difficulties of creating persuasive human figures with a high range of expression’, 

limiting the perspective on computer generated animation to a particular ‘neo-

cartoon’ type (Wells, 1998:181). The change in the discourses informing animation 

studies within academia from 1994 to 2014 could therefore be seen to occur in light 

of the technological advancements in computer generated imagery and digital film 

and the visible intersections between animation (as understood in a more 

conventional sense), films and games (Manovich, 2001; Greenberg, 2011; Darley, 

2000). By 2008, Wells’ position on animation (alongside Hardstaff) saw a dramatic 

realignment that placed digital animation as ‘profoundly instrumental to film’ and no 

longer an adjunct to film but instead ‘a core to film-making per se’ (Wells & 

Hardstaff, 2008: 6). Whilst he still retained the conviction that animation could signal 

difference from film through the gamut of aesthetic possibilities present in 

animation, these new moving-image practices called for a ‘re-imagining’ or ‘re-

defining’ and ‘re-exploration’ of the term animation (Wells & Hardstaff, 2008: 8). 

Carels (2006) illustrated an example of this shift in the discourses on animation and 

film, across Bordwell and Thompson’s five editions of Film Art: An Introduction 

(1979-1993). He described how in 1979 animation was discussed over three pages in 

the book and observed an increase to 36 pages by the 1993 version of the book, an 

effect that he attributes to the introduction of digital animated special effects, that   

‘have become so dominant in live action cinema; to the point that 
on the cover of one of the most recent editions of Film Art we 
find a famous still from The Matrix (1999).’ (Carels, 2006: 19)  
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This new moving image landscape encouraged a questioning of the various 

classifications of animation, and their importance to discourses on the moving image. 

It can be seen within literature on film and specifically new types of digital cinema, as 

well as a wider discussion on new media. Whilst a detailed analysis of ‘new media’ is 

beyond the scope of this thesis on animation studies25, the basic underpinning criteria 

are important to reposition discussions on the so-called convergence of ‘media’ with 

the computer. When ‘graphics, moving images, sounds, shapes, spaces, and texts 

become computable, that is, simply sets of computer data’ (Manovich, 2001: 25), 

then the theoretical engagement on the identifications of media become problematic 

as they fail to recognize these converging trajectories. In most cases the images and 

sounds produced by a computer appear to simulate the aesthetic properties that stem 

from traditions of practice situated in older technologies with resulting forms that 

carry their own long-standing conventions. The notion of appropriation and 

reproduction across the arts is not a new discourse to those engaging with animation. 

Even before the advent of digital media, animation scholars have always had to 

frame their discussions by the similarities and divergences with other art forms, 

however as Wyatt (1999) argued the advent of digital technologies caused a further 

widening of the reach of animation in its increased interaction with other media and 

by inference the appropriation of the ‘photorealist’ aesthetic. Even early animation 

provided evidence of the continuities of artistic practices across different forms, still 

and moving. In a more nuanced modus operandi animation has always contended 

with these connections across and between practices and forms. Digital technologies 

become the catalyst to an increased interaction between different aesthetic elements 

and different sources of ‘what has been as well as what is to be’ and necessitates an 

                                                
25 Lev Manovich provides a detailed explanation of new media in his book The Language of New Media 
(2001), pp. 27-61 
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‘extension of aesthetic concepts of western art that have found their way into 

animation, film, and video, as well as computing…’ (Wyatt, 1999: 370). 

 

 In response to this technology, literature in the field has concerned itself with 

discussions of ‘simulation’, so-called new media convergence, and a paradoxical 

return to ‘realism’. In an inversion of Wells’ earlier claims, instead of a rejection of 

the photorealistic aesthetic, computer animation allows for a ‘simulation’ 

(Baudrillard, 1983) of film to the degree that it is able to replace it and be 

imperceptible in doing so. Darley (2000) identified a correlation between these 

primary interests and the technological developments in the field of computing. 

These concerns seemed to herald a new dawn of moving image that converged 

different artistic forms26. The computer altered the artistic practices that inform 

animation (Wyatt, 1999; Manovich, 2001) by introducing an interface through which 

one can create the virtual model, image, or text. The animator artist must adopt 

methods that are inherently bound by the user interface. This method requires the 

artist to draw from a bank of generic operations, such as move, copy, scale, cut and 

paste, and apply these within different programs for different purposes (Manovich, 

2001: 65). This has engendered a reconsideration of the distinctions between spatial 

and temporal media, such as print, image, sound, 3D objects and provoked 

theoretical engagement with older medium-centric theories. As Rodowick claims,  

‘Because the digital arts are without substance and therefore not 
easily identified as objects, no medium ontology can fix them in a 
place. The digital arts render all expressions identical since they 
are all ultimately reducible to the same computational notation… 

                                                
26 The term ‘convergence’ is used here only in reference to the literature that draws upon this concept. 
However it is worth identifying that rather than a union of practices and form, instead a more accurate 
understanding would be their occurrence as parallel and contemporaneous whereby animation is able 
to straddle across these types. This concept is revisited later in Chapter 6 in the context of discourses 
on digital technology.   
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Digital media are neither visual, nor textual, nor musical – they 
are simulations’. (Rodowick, 2007: 10) 

 

CGI27 animation has brought to light the need for a new discursive space within film 

studies that recognized the importance of this form in view of its impact on the 

different genres of moving image. CGI animation has been described as a ‘leading 

tool for blurring the distinction between reality and representation’ (Greenberg 

2011:3) or as a form that is able to loosen ‘its anchors from both substance and 

indexicality’ (Rodowick 2007: 10). The discussions within film studies that advocated 

revisiting the field of animation for theoretical analysis were framed by an awareness 

of the mutability of computer animation within the digital moving image (Kiwitt, 

2012). 

‘With the apparent sea change in film history from an older 
indexical commitment to reality to the new possibilities of 
algorithmic manipulation, animation arises as a problem largely 
because of the consequent need to place it somewhere within this 
old/new model.’ (Pierson, 2012: 17) 

 

 Some of the approaches towards the inclusion or exclusion of the term ‘animation’ 

within the context of digital cinema tend to revisit the older anxieties, as a 

reformulation, as Manovich (1996) would lead the reader to believe in his essay on 

What is Digital Cinema?. Through his analysis of the constituent parts that make up 

digital cinema, Manovich provided a subversive inversion of the typical hierarchy 

that assumes animation to be a genre of cinema, instead he proposed that   ‘digital 

cinema is a particular case of animation which uses live action footage as one of its 

many elements’ (Manovich, 1996 http://www.manovich.net/TEXT/digital-

cinema.html. Accessed 02/08/2010).   

                                                
27 CGI: Computer Generated Imagery 
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What becomes clear is that digital technologies radically altered discussions on 

aesthetic, style or genre, production models, work practices, and distribution (via 

digital means including but not limited to the internet) and turned some of the earlier 

presuppositions about the animated moving image on its head. For example, where 

Wells (1998) made a case for the metamorphic transition between images as 

something pertaining solely to the animated form, digital image processing makes it 

possible to take digital filmed footage and to fluidly metamorphose between different 

states with software such as MorphPlus28. Similarly where the early cinematographer 

created and controlled the colour, tone, light and composition of the image through 

their use and knowledge of the camera, and usually at this primary stage (although 

more subtle control was achieved in the developing and printing process), in digital 

moving images these processes become separated from the constraints of a physical 

materiality.  

 

Digital processing of the moving image breaks the image into strata of data that can 

be manipulated spatially and temporally by the digital artist. This spatial and temporal 

manipulation is discussed by some as a process more akin to aspects of painting and 

animation (Manovich, 2001; Prince, 2004). Therefore, whilst it was possible to 

discuss the practices of trick photography in 35mm film such as the matte-painting 

techniques of Albert Whitlock, for example, these practices posed their own 

restrictions.  However, digital image making processes enabled the creation, in a 

simulated sense, of entire 3D computer generated environments and digital matte-

paintings. These processes informed most of the futuristic world depicted in Kenya’s 

                                                
28 A cinematographic alternative to the morph that predated this technology was a crossfading 
between two images similarly composed over each other however this was a poor alternative and 
lacked the cohesive fluidity that can be found in animation. The earliest example of commercial use of 
MorphPlus can be seen in Micheal Jackson’s music video Black or White (1991)   
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short science fiction film Pumzi (2010), directed by Wanuri Kahiu. Furthermore in 

the contemporary transnational context of digital filmmaking it is now possible to 

subcontract parts of the production across geographically distant spaces, as in the 

case of Pumzi  (2010) where the visual effects were taken on by an animation and 

digital effects company AtomicArts, based in London. Through digital technologies, 

spatial and temporal boundaries that have historically separated sites of production 

and different processes are seen to collapse. Sub-Saharan artists have appropriated 

and capitalized upon these digital technologies and related ICT (information 

communication technologies) to enable the transnational productions that straddle a 

variety of contexts. Furthermore Harvey has noted that  ‘the ‘produced 

fragmentation’ exists in a context of transport and communications technologies that 

have the capacity to handle social interaction across space in a highly differentiated 

manner’  (Harvey 1989: 75). 

 

PARADIGMS OF ‘CONVERGENCE’ 

 

‘Central to this revolution was the end of the computer as a 
stand-alone device. Our contemporary digital ecology is the result 
of three interlinked developments: the rise of computing, the 
translation of earlier media forms into digital form and the rise of 
networked computing that allowed the interconnection of devices 
and the intercommunication of their content’ (Merrin, 2014: 23) 

 

The theoretical mapping of the composition, form and impact of these digital 

technologies is an ongoing endeavor that mirrors the complexity and flux of these 

said technologies. Some of the earlier discourse on computing, ICT and the Internet 

within media studies has emphasized a distinction from ‘older’ mass media 

characterized by the references to the so-called computer revolution (Negroponte, 
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1995), or presented a view of a ‘bifurcation between telephony and computing’ 

(Franklin, 2013: 41). It saw the computer as revolutionizing the media landscape, and 

necessitating a break from the past29. The distinction is however not as clear as some 

would suppose. As Franklin argues, with particular reference to the Internet, the 

notion of separation contradicts the ‘symbiotic relationship between the internet’s 

physical backbone of transmission…and contiguous telecommunication networks’ 

(Franklin, 2013:41). Instead some saw the relationships across different media and 

related technologies as evidence of a convergence (Manovich, 2001; Jenkins, 2006). 

Or as Merrin proclaimed what distinguished the computer is how it met, merged and 

engulfed other media (2014: 185). These discourses do not view this convergence or 

merger as limited to the physical mechanisms that constitute the makeup of new 

media. They identify the relationships across media as extending to conceptual 

connections, for example, between the aesthetic forms that each medium tends 

towards. Similarly, discourses in animation studies, also responded to the impact of 

the computer, by identifying the equivalent connections30.  

 

The convergence that has been identified within theoretical discourses on media and 

digital technology has pervaded the various positionings of computer animation in 

the field of moving images (Manovich, 2001). The collapse of the artist’s range of 

tools to a single machine has supported the view of convergence as opposed to a 

range of parallel processes or alternatively as the makings of a Deleuzian assemblage 

(Deleuze, 1987). However, as alluded to earlier the discussion of convergences in the 

context of animation is perhaps better situated by a more nuanced view of 

                                                
29 For a critique of the term ‘revolution’ in the context of the history of media technologies see Brian 
Winston’s (1998) introduction to Media Technology and Society: A History from the Telegraph to the Internet.  
 
30 These propositions were discussed in detail in Chapter 1 focusing upon the classifications of 
animation in the context of digital cinema within literature in animation studies.  
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continuities of practices and forms. Animation has historically positioned itself as a 

precursor of the mutable moving image, linking across methods and forms as it drew 

upon a variety of artistic practice. Animation presented not a convergence of these 

forms per se but the adoption and play of a simultaneous array of visual forms as 

animators straddled between the different types of image making practice.  

 

A concept of merger in the context of computer animation could by implication 

suggest the representation of a new aesthetic form that is an amalgamation of other 

modes. Often cited as evidence of this convergence the Machinima films, whereby 

users create a ‘cinematic’ production by real-time computer graphics engines of 

games (Johnson & Pettit, 2012). There have also been discussions that position 

animated films such as Waltz with Bashir (2008), Waking Life (2001), A Scanner Darkly 

(2006), as more recent indications of this aesthetic merger, at once ‘cinematic’ and 

illustrated, metamorphic and fluid (Ruddell, 2011).  And whilst it is also possible to 

identify key aesthetic cues uniquely associated with (early) computer animation such 

as the sharp edges of polygons in the quality of line that make up the virtual 

sculpture, or the perfect linearity of movement only made possible through 

computational process, the methods that inform these practices are still in part 

engaging with or derived from other artist practices. These aesthetic connections that 

are visible within the gamut of digital moving images belie the notion of an absolute 

convergence or merger and are illustrated later in Chapter 7.  

 

VIRTUAL SPACES AND PLACES 

 

In 2014 it was an accepted fact that the rapid advances in computing technologies 

that began in the sixties had resulted in an irrevocable shift within the moving image 
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from analogue to digital whereby ‘it is safe to assume – even when the work of a 

computer does not figure in a displayed manner…that it has been involved 

nonetheless’ (Darley 2000: 22). The versatility that is created for the user through a 

combination of the computer hardware and software can create an ambiguity in the 

final resulting rendered image that either confirms or contradicts the digital ‘origins’ 

of the images. Therefore to explore the use of computer and mobile technologies in 

the field of moving image making in the Sub-Saharan region was an important factor 

that shed light on a range of image making practices that could unsettle Western 

tenets of animation and filmmaking in terms of context, genre, medium and 

distribution thereby interrogating Western positionings and assumptions on 

animation. In these spaces it was possible to observe new and unexpected emergent 

genres of the moving image. The ‘Cellphilmmaking’ practice of making and 

displaying films on mobile phones or Internet is one such example of the new genres 

of moving images (also known as SmartMovie making)31. Bisschoff and Overbergh 

(2013) noted that ‘In South Africa and other African urban centers, where the 

network infrastructure is in place, cellphilmmaking, has become an extremely popular 

phenomenon.’ (Bisschoff & Overbergh 2012:121). A much cited example of its 

subversive use is the award winning documentary, Voiture en Carton (2008) 

(Cardboard Car), made by Congolese art student Kiripi Katembo Siku. The film was 

made by attaching a mobile phone to a child’s pull-along cardboard box, covertly 

filming the everyday scenes in the streets of Kinshasa. The use of mobile phone 

technologies was not restricted to a niche genre of independent filmmakers or 

                                                
31 It is possible to come across a number of Cell Film-making or Smart Film Making festivals: these 
include The Pocket Film Festival (France), Cell Phone Film Festival (India), CineQuest Film Festival, Dogme 
International Mobile Film Festival (Denmark), smArt Festival (Egypt), and The iPhone Film Festival, 
http://www.iphoneff.com/ and so on. In 2014, first place for the Film section in the iPhone Film 
Festival went to the South African entry ‘Magic Bullet’ by Errol Schwartz, and second place for the 
Documentary section went to the Zimbabwean entry ‘Die here or at home’ by Brian Sumwalt. For 
more information about these type of moving image making see http://smartmoviemaking.com/. 
Accessed 12/08/2104.  
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animators, as UK based animation company Aardman’s animated shorts, Dot (2010) 

and Gulp (2011) illustrated (http://www.aardman.com/about-us/news-

events/behind-the-scenes-at-the-nokiagulp-shoot/. Accessed 13/04/2013).  

 

The Nigerian (remix or Machinima) animated music videos (users like DrMayor, 

DigitalDreamsNg, Official Duncan Mighty, OfficialWeirdMc, C3Dube) 

(http://www.youtube.com/user/drmayor2004?feature=watch. Accessed 13/04/13) 

that can be constantly found on YouTube served to illustrate the economy of online 

assets in the form of downloadable free computer generated avatars and animation 

loops. They were used to create a pastiche-type music video with looped sequences 

and/or repeat cycles of movement as well as repeat character variations that 

populated the scenes. (It is worth noting that following the purchase of YouTube by 

Google the visibility of these music videos became more short-lived, as copyright 

infringement legislation tended to cause the videos to be removed or moved.) The 

culture of recycling digital assets is common practice within the Western CGI 

commercial sector. The mutability of each asset means that they can be adapted and 

changed to fit purpose, without the need to model an entire character or scene from 

scratch. This practice in parts echoes the earlier practices in cell animation or stop-

motion that call for a similar economy and reusable approach to making animations. 

However, whilst the ethos that underpins this process may similar, the physical 

approach differs in the digital process as it allows for these assets to be shared across 

great physical distances in a fraction of the time. In Sub-Saharan contexts, this 

sharing of information whether in the form of a data file that can be loaded within 

3D animation software or an image file within 2D image processing software 

extended beyond the requirements of a production to the more social uses of the 

internet in the form of networking sites, forums, subject specific chat-rooms, and so 



 61 

on. The discussion on computer animation and digital media necessitates an 

engagement with two predominant areas of interest; the digital moving image forms, 

genres and taxonomies, and the dissemination and transferal of animation and 

related information in ICT (Information Communication Technologies) with 

reference to particular cases from different African countries. The impact of ICT 

upon the region is discussed separately towards the end of this research and gives a 

detailed account of the emergent trends and institutional and practical networks 

connected to these technologies and practices (Pietrobruno, 2013; Miller, 2012, 2001; 

van Dijck, 2009; Gehl, 2009).    

 

The discourses proposing a movement away from medium-centric approaches as 

analytical categories of the visual arts were not limited to ‘new media’ theorists, as we 

established earlier with Carroll’s propositions of the analytical category of the moving 

image. Throughout the literature on moving images, the terms animation, film, CGI 

and digital cinema, were most often used to refer to the aesthetic conventions that 

inform the appearance of the image and stem from a particular history of practice 

rather than being aligned to the specific technologies that informed their genre. At 

present (2014), it is possible to talk about ‘animation’ that is made by the computer, 

and therefore is digital and also a moving image, but that borrows from aesthetic 

conventions that stem from a history of cell animation, and appear to be such.  As 

Prince identified, ‘digital is producing tremendous changes that are affecting the role 

and function of such traditional domains as cinematography and, more deeply, the 

viewer's perception of the nature of cinema.’ (Prince, 2004: 26). One can refer to 

computer generated animation, that appears to be striving to invisibly simulate a 

photorealistic aesthetic that stems from cinematic convention rooted in earlier film 

technologies. Alternatively the literature may refer to a ‘film’, that is not captured on 
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celluloid 35 mm, nor is it ‘filmed’ by a camera, digital or otherwise, but instead 

created entirely from scratch as a 3D animated scene with virtual characters, cameras, 

lights, and so on. These possibilities echo the previous comments by Manovich 

(1996) that see ‘film’ as a subset of animation.  

 

The impact of digital technologies has been framed in the latter end of this chapter 

by an emphasis upon animation and filmmaking discourse that focuses upon the 

ontology of the digital animated image (Darley, 2000; Manovich, 1998; Prince, 2004) 

and its production and/or the development of a specific aesthetic. However these 

discourses also implicate wider issues of distribution, access, and consumption via 

the Internet and new media. Any discussion on this topic was intended to extend 

beyond a focus on the stand-alone computer as a unique tool and instead consider 

this tool within a larger network of connected computers that share and distribute 

data and computational power. The implication of ICT, networking and the Internet 

at large to animation has meant that a new space has been created outside of the 

animation festival circuit, or mainstream channels on television or in the cinema for 

animators to show their work (Wehn, 2006). Wehn goes as far as to argue that the 

improvements in technologies such as bandwidth caused a ‘renaissance of animation 

on the Internet’ and this provided a new space that could store and distribute 

animation without (seemingly) ‘being tied to space and matter and to make it 

available ubiquitously’; a digital animation archive (Wehn, 2006: 188).  The discussion 

of the Internet and its impact on the development and dissemination of animation 

within the Sub-Saharan region is explored in this thesis in more detail later on with 

specific case studies that examine the mutable ecology of computer animation in this 

region (Chapter 7). What was immediately apparent to this research was that the 

computer and Internet played a pivotal role in offering new possibilities of access to 
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specialist type information about the craft and skills related to these practices. It also 

offered an ability to encourage the growth of virtual communities and ease in the 

dissemination of digital animation across different geographies both within Africa 

and other continents.  
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CHAPTER 3: A BRIEF OVERVIEW OF SUB-SAHARAN 

ANIMATION 

 

DOCUMENTATION  

 

As noted in Chapter 2, although animation shares both the technology and some of 

the formal aspects of cinema, its historical development followed a different 

trajectory to that of indexical film, both in Europe and in Africa. Whilst early African 

cinema emerged in the context of a post-colonial world with some vigor in the 

1960’s, evidence of a similar wave in animation was not as apparent. The difference 

between developments in film and animation is more accentuated in Africa, perhaps, 

since the development of animation did not, for the most part, coincide with the 

origins of African cinema and filmmaking.  Therefore, it comes as no surprise that 

unlike African cinema there is hardly any specific documentation that provides an 

anthology of animation on the continent. This is further compounded by the specific 

socio-political and economic environments of each country, resulting in very 

disparate narratives of its emergence within each country. At times it would seem to 

have mushroomed into a young industry, as in the case of South Africa, whereas 

other times there appears to be only the solitary voices of a handful of auteurs, as in 

the Democratic Republic of Congo (DRC).   

‘To my knowledge, there exists no piece of literature that is 
specifically dedicated to the African animated film itself.’ (Edera, 
1993: 6) 

 

The characteristic quality of most documentation on the history of African animation 

is of a mosaic of an irregular nature both geographically and chronologically (Bazzoli, 
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2003; Bendazzi, 2004; Edera 1996; Convents, 2014). Bruno Edera commented that 

‘most experienced observers believed the total number of African animated films to 

be no more than thirty’ (Edera, 1996: 111), although his research indicated that the 

number of African animated films in 1996 was closer to two hundred films and a 

dozen television series, of varying length. Edera’s first retrospective of African 

animation presented at Annecy’s International Film Festival in 1993 brought together a 

tentative list of key animators from the continent. In his introduction, he began by 

stating that the information provided resulted from personal communications, 

interviews and a handful of published articles and animation festival publications 

(Edera, 1993: 6).  Although this research took place more than 17 years after Edera’s 

study, it echoes a similar concern, still had to rely on a handful of published articles 

and related literature. Any further contributions to a central body of knowledge in 

this field had been nearly negligible during this time. 

 

A consequence of this lack of literature has meant that academic discourses in this 

field lagged behind those in the akin disciplines of African art and post-colonial 

cinema, for example. The possibility to create a space to discuss what is meant by 

‘African’ animation and the questions of representation, identity and 

contextualization had not yet emerged. This was evident in Edera’s discussion of 

African and ‘pseudo-African’. As Edera mentioned, some of the available literature 

purported to present ‘authentic’ African animations, without providing a useful 

definition of what this meant and consequentially which examples qualified for a 

mention in this category. Some animations that were discussed in the context of the 

‘African’, as argued by Edera in the case of Michel Roudevitch’s article Si L’Afrique 

M’Etait Contee (1998), caused a blurring of the distinction between animations 

produced by African animators and those made by Europeans influenced or inspired 
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by Africa.  The same uncertainty arose in the case of programs for animation and 

film festivals that presented animations such as Princess Yennega (1986) by Claude le 

Gallou (France) under the guise of African animation, as in the case of African Art: 

African Voices Festival, at The Philadelphia Museum of Art in 2005. At times this same 

animation has been listed as originating from Burkina Faso, as in the case of the Los 

Angeles Film Festival, 2005. A biography of the director Claude le Gallou on 

Africultures instead shows that although the director worked in Burkina Faso for 

some time and had a keen interest in African cinema, she was actually born in 

Lorient, France (www.africultures.com/php/index.php?nav=personne&no=9958. 

Accessed 10/03/2011). These contestations also arise within discussions on mobile 

African artists and their work. The mobile artist moving within and across diverse 

sites of production is able to present ‘intertextual qualities’ (Mirzoeff, 1998: 208) and 

overlapping viewpoints produced from the interactions with different visual cultures. 

Their work highlights the complexities of identity that may arise in contemporary 

global context of mobility, and is discussed in more detail later. These are a few 

examples that highlight the tensions that can arise through the undefined labeling of 

animations as ‘African’ and the resulting inaccuracies in the dissemination of the 

information about the film, its contexts of production, and its maker(s).  Whilst all 

types of animation are relevant to the central discussion on African animation, each 

being informed by Africa and at the same time informing other animations, the 

difficulties that may arise from the ‘authenticity’ project must be considered in 

seeking to frame and contextualize African animation.  

 

For Edera the types of animations which are not made by African animators or 

diasporic animators, but that are inspired by Africa, are a type of ‘pseudo-African’ 

animation. In Edera’s view, these ‘pseudo-African’ examples deserve attention but 
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are not to be confused with or given the same importance as animations made by 

artists from the continent (Edera, 1993: 7). Edera’s use of this term is also 

problematic as it escapes addressing and engaging with wider discourses. For 

example, why are Kirikou and the Sorceress (1998) by Michel Ocelot or Zarafa (2012) by 

Remi Bezancon considered by both a European and African audience as African (or 

using Edera’s term ‘pseudo-African’) animations, when they are European 

productions? Whilst similarly Disney’s Lion King continues to be viewed as a Western 

appropriation that has become de-contextualized (Bruner, 2001). 

 

 These animations bear relevance to a larger discussion in this study but will not be 

considered in particular detail. This is due to the scope of this research and because 

they reside outside of the immediate area of interest, instead they are mentioned 

generally in light of their circulation and influence. On the other hand, it was 

important to include and look at animations made within a diasporic contexts by 

migrant Africans in more detail, as this provided evidence of a different set of 

practices within a Western context to those of filmmaker/ animators working on the 

continent, thereby offering a comparison. Edera’s (1993) brief document was 

important not simply for its archival value, but also because it had already illustrated 

the limitations and difficulties in this field of study, which remains in its infancy.  

 

In a similar vein, and almost ten years later, Bazzoli’s (2003) collection of articles and 

interviews on African animation brought to light the sporadic nature of the 

documentation of animations from different countries on the continent, rather than 

a progressive historical trajectory. It included a few examples of early occurrences of 

animation in Africa that coincided with the introduction or development of film.  

When trying to complete a more detailed picture of animation in Sub-Saharan Africa, 



 68 

similar difficulties were met in outlining clear-cut historical trajectories. This was 

primarily due to a lack of archives in this field, alongside the very limited 

documentation of the form from the continent. When information was retrieved 

from contemporary animators, it was through personal interviews, and in these cases, 

it only provided loose impressions of when and how animation appeared in their 

country that could not be verified. Unfortunately the documentary evidence of 

historical trajectories of animation stemming from these regions reflected the same 

sporadic and irregular nature to be found in the available literature.  

 

The difficulties of verifying information that circulates throughout the limited 

literature can be exemplified in the case of Egyptian animation and how it positions 

itself historically in respect to the rest of the continent.  One of the key writers on 

this subject is Mohamed Ghazala (2010, 2011a., 2011b.). Ghazala is an Egyptian 

animator, artist, academic and frequent guest speaker on African animation in the 

European and American animation film festival circuits. He has been a key supporter 

of African animation and an active proponent since 2006 following his participation 

on the UNESCO Africa Animated Project. In 2008 he established the ASIFA 

Charter (Association International du Film d’ Animation) in Egypt, to represent and 

promote Arab and African animation. As director of the Egypt charter he was 

responsible for curating a number of programs of African animation, such as KIFF 

(Kenya Internation Film Festival) animation screenings in 2011 in collaboration with 

Kwame Nyongo. Ghazala is also responsible for creating various award winning 

animated shorts. These include Honayn’s Shoe (2010) winning Best Animation at the 

African Movie Awards, hosted in Nigeria in 2010 (Sarto, 2010). 
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Ghazala has been a key ambassador for African animators around the world and 

whilst his work in this field has made a significant contribution, his writings on the 

history of animation on the continent can be Egyptian-centric. Ghazala frequently 

cites Eygpt as having evidence of the earliest examples of animation, and being the 

first of its kind. Whilst it is true that in Egypt animation appeared as early as 1936 at 

the second national Egyptian film festival, with entries from Egypt’s pioneers the 

Frenkel Brothers, who had migrated from Russia. There was also a subsequent 

resurgence in the 1960’s, thanks to a new practitioner, Ali Muhib. (Al Shafi’a, 2003: 

25; Bendazzi, 2004: 21,22; Ghazala, 2010: 26). However in terms of pioneering 

animation from this region, there are also multiple sources that cite the 1916 South 

African animation, The Artists Dream by American Harold Shaw (Wright, 2005: 34; 

Bazzoli, 2003; Kaye, 2003) as one of the earliest of its kind.  

 

The claims made by Ghazala lend themselves to a narrative that positions Egypt as 

the first country on the continent to produce animation. Whilst Ghazala is an 

authority on the specific subject of Egyptian animation, his accounts of the more 

general overview of the continent can be argued as having a North African focus.  

‘African Animation began in Egypt over 70 years ago with the 
Frenkel Brothers…They faced a lot of problems with the lack of 
necessary equipment and financing, but in the end they made the 
first animation in Egypt and the whole of Africa.’ (Ghazala, 2010: 
26)   

 

The assumption made by Ghazala that the lack of overt evidence, in the form of 

early other examples of animation, correlated to an actual historical absence of 

animation in other countries, is also asserted in other literature in the field, as in the 

case of the widely cited Bendazzi (1995) and his writings on the subject. Both 
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Bendazzi and Ghazala, like others in the field, are limited by the sparse 

documentation and lack of research in this field. This in turn may lead to the 

emergence of a narrative that is historically inaccurate or limited to a few recurrent 

examples. Ghazala continues however to be a strong advocate in the promotion of 

African animated film evident in his involvement with ASIFA Eygpt. The 

organization ASIFA Eygpt  

‘is a non-profit [organization], the regional African & Arabian 
chapter of Association International du Film d'Animation (ASIFA) 
whose members are involved-professionally and amateurishly- to 
animated films art and industry in the region…established in 2008 
to foster the dignity, concerns and advancement of artists in 
Africa and Arab world who are involved in any and all aspects of 
animation and the art industry,  intending to promote the 
animation industry with the aim of creating a unique regional 
identity that will have an impact in the international market’32 
(ASIFA, Egypt, www.egypt.asifa.net. Accessed 09/02/2010) 

  

Ghazala through his continued work and collaboration with African animators from 

various countries and published a book for the Luxor International Film Festival titled, 

Animation in Africa (2013). 

 

The most recent publication on Sub-Saharan African animation focused upon 

animation from Central Africa. Guido Convents’ book Images and Animation: Le 

Cinema d’animation en Afrique Centrale (2014) was framed as an introduction to 

animation from the Democratic Republic of Congo (DRC), Rwanda and Burundi. 

Whilst the book’s introduction is somewhat fragmentary overview and mirrors the 

shortfalls of the other literature in terms of the sporadic narratives of examples from 

across this region, Convents focus on the DRC provides a more detailed narrative on 

                                                
32 In August 2014, the link to the ASIFA Egypt Official webpage was not available. However copies 
of this site can be found on the Internet Archive Wayback Machine (webarchive.org) at 
http://web.archive.org/web/20131009204951/http://egypt.asifa.net/index.php?option=com_conte
nt&view=article&id=2&Itemid=2. Accessed 13/08/2014. 
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early film and animation in the colonial and post-colonial setting of the DRC. In the 

section on animation during the colonial period Convents describes the wider 

contexts of exhibition, circulation and consumption of animations between Belgium 

and the DRC, the artistic practices such cartooning and popular painting, and the 

political deployment of animation within these contexts. The book follows on with 

chapters on post-independence animation, the advent of digital animation, and two 

concluding chapters on Jean Michel Kibushi and his contributions to animation 

initiatives in the region. Convents book focuses mostly upon the DRC with less 

information on Rwanda and Burundi, but it is an exceptional contribution to the 

literature in this field in its detailed account.  

 

In contrast to the perceived scarcity of Sub-Saharan animation, which may be 

deduced from the lack of current available literature, its actual existence and 

circulation is increasingly more prolific. It was possible to gauge a change in the 

visibility of African animation within the international festival circuit from 2008, and 

more importantly this visibility accelerated further through the use of the Internet as 

platform for exhibition and distribution. A notable festival worthy of mention was 

the Animadrid Festival in 2006 that ran a special program, Carnet Noir with a focus on 

Sub-Saharan animation (Briscoe 2006: 5). In 2008 and 2009 there was a noted 

increase in the inclusion of African animations in various European International 

animation festivals (Fantoche International Animation Festival 2009, Switzerland; 

AnimFest 2009, Czech Republic; Africa in Motion Film Festival 2008/ 2009, Edinburgh; 

Animabasauri Animation Festival 2008, Spain) and more positively the start of African 

animation festivals held on the continent itself, such as the recent AnimAfrik 2009/ 

2010 in Ghana, and the Festival des Toiles Animees 2009/2010 in Ouagadougou, 

Burkina Faso, Kunjanimation Festival 2011/2012/2013, Johannesburg, Capetown, 
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South Africa.  The Festival de Cine Africano in Tarifa Spain (and since 2012 in 

Cordoba, Spain) is also important not only for its screenings of African animation, 

but importantly for its archive of African films that in 2014 included a listing of sixty-

nine animations in its collection.  

 

This increase in interest could be seen as an indication of the growth of animation 

stemming from Africa. It should be noted, however, that many African animation 

programs in Europe featured a select group of African animators that appeared and 

reappeared at different festivals. This in part may be due to a lack of adequate 

documentation or contemporary ‘grass-roots’ knowledge of Sub-Saharan animation. 

It can, however, have a wider implication on the exposure of artists/animators that 

are popular within their own local context but lack the resources, social networks or 

patronage, to access this globalized festival circuit in the West. For this reason, 

further research that emerged from active fieldwork in a range of local contexts was 

necessary in order to analyze the dissemination and exposure of new Sub-Saharan 

animated films. The Internet has been a pivotal vehicle in bringing to the fore, new 

digital animation that is being produced for commercial and private interests in 

Africa. In these virtual spaces a new generation of animators, that are computer 

literate and have access to its technologies, are promoting and disseminating their 

own work on-line.33 This has greatly facilitated the access to animators that would 

have otherwise remained unknown unless their work was being screened in the 

circuit of European animation festivals or had they been working in diasporic 

contexts.  

 

                                                
33Here note that convergence in technology implies that a digital animator, understands and utilizes 
related technologies / so that file compression for digital video can be extended to an understanding 
of file compression for fast data transfer over the Internet 
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SCOPE AND AREAS OF INTEREST  

 

Due to the scale and diversity of work emerging from different countries, the Sub-

Saharan context will be discussed in regions; West Africa, Southern Africa, Central 

and East Africa. These regional descriptions do not always include a comprehensive 

overview of all countries situated within the region as this study has not been 

exhaustive of all the possibilities. Consequently, in light of the discussion made 

above, the outline that follows attempts to add to the current body of knowledge on 

animation made in or from the Sub-Saharan region, whilst being conscious of the 

possibilities of other accounts or trajectories such as engagements with the late 

colonial to post-colonial eras. It highlights some key salient features of local regional 

trajectories, where information is available, to offer a context for the chapters that 

follow with their more detailed examinations.  

 

 

Figure 3.01: Map of Africa with highlighting regions and countries, courtesy of 
http://commons.wikimedia.org/wiki/File:Map-Africa-Regions.png Accessed 14/05/2014. 
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THE SOUTHERN REGION: South Africa, Zimbabwe, Botswana 

 

SOUTH AFRICA 

The animations stemming from South Africa is the most documented and prolific, 

with evidence of animation that appears to be some of the earliest examples from the 

continent. The beginnings of animation in South Africa date as far back as 1916, with 

The Artists Dream by American Harold Shaw (Wright, 2005: 34) who had also directed 

the film Die Voortrekkers: Winning a Continent (1916) (Kaye, 2003: 43). The 1920’s saw 

the production of five animated shorts from the African Film Productions of I.W. 

Schlesinger. Later, in the 1940’s, animations moved into more commercial projects 

with the likes of Killarney Film Studio’s making animated title screens for films, and 

Alpha Film Studio making adverts (Wright, 2005: 35). In fact it would seem that 

small commercial projects provided a lifeline in ensuring the continuation of local 

animation productions and also securing its growth as a small industry. This was also 

encouraged later with the introduction of television as has been the case in many 

European countries (Cholodenko 2009: 19).  

 

More recently the industry has developed to include a variety of studios, such as 

Trigger Fish, a company that was setup in 1996 as a small scale studio working 

predominantly with stop-motion under the direction of Jacquie Trowell, and 

responsible for the stop-motion animation on Africa’s version of Sesame Street, 

Takalani Sesame in 2000. This work was continued for a further two seasons till 2002. 

Triggerfish Animation Studio was notorious for its overt intentions to produce work 

that drew on South African popular arts thereby retaining a distinct local aesthetic. 

Jacquie Trowell left the company in 2005, going on to direct her own animated 

documentary, Beyond Freedom (2006). The film was later nominated for a Golden Bear 
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at the Berlinale, and Jacquie Trowell was granted an award for her contribution to 

the animation sector by the Cape Film Commission in 2007 (Trowell, 2009). Trigger 

Fish maintained its strong position in the local market moving into the use of 3D 

computer animation. In 2012, the company released its first feature-length 3D 

computer generated animation, Zambezia (2012) that was distributed and screened in 

the international market through the American distributors CMG (Cinema 

Management Group). The film won Best Animation at the Africa Movie Academy 

Awards in 2012 and at the Golden Horn Awards in 2013. The company’s reputation 

in the local scene enabled the studio to work with local government initiatives such 

as the AIDI (Animation Industry Development Initiative) and the Cape Film 

Commission view the intention to encourage job creation in the local animation 

sector. (Trigger Fish, 2010) This relationship was demonstrated by the funding it 

received from the Industrial Development Corporation (IDC), the Department of 

Trade and Industry (DTI) and the National Film and Video Foundation, to produce 

a second animated feature, Khumba (2013) (triggerfishanimation.blogspot.com. 

Accessed 15/11/2010). The IDC had already invested 17 million Rand in the 

previous feature Zambezia in 2009, in a move to position South Africa ‘as a global 

competitor in the international animation market’ (screenafrica, Aug 2009).  The 

company had also played a pivotal role in setting up of a national organization for 

animators, Animationsa.org. The organization had different roles within the South 

African animation community, serving as a space for students, independent 

filmmakers, industry and academics to discuss, share and disseminate knowledge 

about animation and its related industries. The organization’s website provided a 

collection of articles featuring local news, workshops, events, releases of new 

animated films and collaborative projects within the global industry. It also provided 
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an archive of members ranging from individuals and students to companies based in 

the African continent.  

 

Another prominent company in South Africa was the Anamazing Workshop setup 

primarily to address the need for a locally produced animation that retained some 

elements of local narrative traditions. The company ran between 2000 and 2010 

under the direction of two individuals, Isabel Rorke and Dumi Gumbi. At its largest 

it employed a team of thirty-five, being cited as the third largest animation studio in 

South Africa. Its unique approach was its overt focus on South African content. The 

company produced animated commercials, a staple for most animated companies as 

mentioned previously, and released a series of short music videos in 2010 with a view 

to promote the characters Bhovas and Sam (2010). The 3D computer animation had 

the two anthropomorphized dogs Bhovas and Sam starring in a number of 

misadventures in a music video format with a view to develop further into a short 

animation series (AnimationSA 2008, http://www.animationsa.org/news-and-events 

/story-telling-becomes-multimillion-rand-affair. Accessed 03/06/2014).  

 

In March 2004, Anamazing Workshop was commissioned by the Department of 

Communications of the South African government to create a feasibility study of the 

South African Animation Sector.  The industrialized focus of this study, meant that 

independent, auteur or artists were not considered and instead listings of South 

African animation firms were divided into categories related to the types of 

animation. These comprised classical animation, computer animation, visual effects 

and video games animation, clay stop animation, camera services, and the animation 

for Internet. These categories provide an indication of the versatility of animation 
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technologies and application across different media in the South African commercial 

context.   

 

Examples of animations that can be seen to straddle the independent and 

commercial sector with artists and cartoonists such as The Black Heart Gang 

circulating their work across different contexts were identified within South Africa. 

Whilst they produce animations as short independent films and work for commercial 

clients, they also utilized artifacts such as the puppets they use in their stop-motion 

film The Dinner Party (2010), and exhibit them as sculptural pieces in their own right 

within the gallery context. In 2009 these sculptures are shown alongside their 

illustrative prints that also feature characters from their earlier animated film, The Tale 

of How (2006) at SCION Installation Space in Los Angeles as part of a larger 

exhibition ‘Flux Super 8.’ The Tale of How (2006) is an unusual operatic animation that 

was screened at animation festivals in South Africa and in 2007 the film won a 

Special Distinction Award at Annecy Animation Festival in France. Their other 

animated work included the music video Ringo (2004)¸ and commercial advertising 

for clients such as Pepsi and United Airlines. 

  

Similarly, the cartoonist Mike Scott straddled both cartooning and animation. His 

comic Bru and Boegie began with a humble appearance online, but these two 

characters were to reappear throughout his different animations, whether in Jozi Zoo 

or the music videos for Gold Fish or in his YouTube short Unexpected Visitor (2009), 

and TVGames-The Kifness (2012). In 2004, he participated on the UNESCO Africa 

Animated project in Durban where he completed a 2D animated short, Itchy Pitchy 

(2004). However he began his career in animation when the short political animation 

he created with comedian John Vlismas, Jozi Zoo was later developed into a 
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commercial animated series by the same name for local television in 2005. His more 

independent work was posted on YouTube and, in some instances this has led to 

commercial commissions as in the more recent music videos for the band Goldfish 

(2008, 2010).   

 

By 2014 the discourses on the South African animation included a view on the 

developments within the games industry and the shared technologies and practices 

across these fields. This was evident in the collaboration between Trigger Fish 

animation studios with South African indie games company SIJO on the 

development of a 3D adventure platform game for the release of Khumba (2013). 

Furthermore it was possible to find a number of online organizations in the vein of 

Animationsa.org website, such as the SAGD (South African Games Developers) 

(http://www.sagamedev.com/. Accessed 14/08/2014) setup in 2000 for game 

developer enthusiasts to discuss the different artistic and technological facets to this 

industry. Similarly in 2012 the makegamesSA.org (http://www.makegamessa.com. 

Accessed 15/08/2014) was launched. The website served as a platform for the 

makegamesSA organization to announce community meetings, events, festivals, 

general technical and artistic forums for discussion, job positions, forums to 

showcase portfolios within the South African online gaming community.   

 

South Africa presented a particular case of an industrialized environment 34 

supporting the growth of animation in the commercial sector but that also did not 

preclude the existence of animations that circulated within the context of galleries 

and that were intended to be viewed as art.  One of South Africa’s more prominent 

key figures within contemporary South African art is the already mentioned artist 
                                                
34 Its advanced industrialization derived from its colonial and apartheid trajectory that integrated it 
more closely into the Western industrialized complexes since the late 19th Century. 
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William Kentridge. Kentridge’s body of work has engaged with the animated drawing 

as a key to his investigation on memory and history within the contexts of resistance 

to the apartheid regime and its consequences in the post-apartheid era. His early 

work reflected upon biographical memories (through the characters of Felix and 

Soho) that alluded to these wider social and political contexts within South Africa 

and the experience of apartheid (Rosenthal, 2009; Dubow & Rosengarten, 2004). In 

1989 he began making nine short ‘animated’ films, Johannesburg, Second Greatest City 

after Paris was the first in the series gathered together as 9 Drawings for Projection. This 

series consisted of continuous changes made to a single charcoal drawing, recorded 

over time. Other times Kentridge’s work makes use of early animation technologies 

and conventionally his ‘animations’ are referred to as moving drawings (with 

performative qualities that allude to the passage of time). His work is deliberately 

conceived for a gallery rather than a cinema space (Kentridge in Koerner, 2012 

http://www.nybooks.com/blogs/nyrblog/2012/jun/30/kentridge-galison-refusal-

of-time/. Accessed 13/08/2014). Kentridge’s work provides an exceptional example 

of African animation that garnered significant attention within international academic 

scholarly discourse and across the fields of animation, film, (Hosea, 2010; Krauss, 

2005; Fleming, 2013) and fine art (Godby, 1999; Dubow & Rosengarten, 2004; 

Rosenthal, 2009).  

 

The cross over between the commercial contexts of animation for broadcasting, 

popular cinema, and gaming and animation in the context of fine art as visible in 

2014 was mirrored in the varied educational establishments available in Cape Town 

and Johannesburg that provided a focus on animation. Of notable mention were the 

University of Witswatersbrand offering a graduate and postgraduate degree in Digital 

arts that launched in 2003 with a focus upon animation and The Animation School 
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in Cape Town and Johannesburg launched in 2000. It was only with the end of the 

apartheid that non-white South Africans gained access to the formal institutions of 

art education.35 

  

ZIMBABWE 

In 2006 the Zimbabwean International Film Festival (ZIFF) ran its first animation 

program with associated workshops and an expert panel discussion with local artists 

who were then working as animators in Harare, as independent filmmakers or within 

small commercial studios. The economic conditions at the time made it difficult to 

maintain an operational commercial studio, the only functioning studio was Limited 

Edition Africa that at the time housed state of the art computers running animation 

software XSI Softimage. The Creative Director for Limited Edition Africa, Shingai 

Mtezo was a seasoned computer animator beginning his career in 1997 in animation 

and motion graphics for the company Mighty Moves Zimbabwe. In 2006 he also 

trained the animation team at Limited Edition Africa that consisted of seven artists, 

two who had previous experience, five who transitioned from a 2D graphics 

background. The company was exceptional in its ability to sustain the complexities of 

a 3D animation pipeline with limited resources. Further communication with other 

independent animators at the time suggested an ardent concern with technology, 

infrastructure and tools, but a limited knowledge of the different artistic practices 

that inform animation. In order to encourage a growth in the skills, the panel 

discussion at ZIFF recommended that the animators and filmmakers create a 

community that served to promote an exchange of skills and knowledge in this field. 

The result of this recommendation came about in 2007 when the community of 

artists that existed was able to cohere together to create the representative body the 

                                                
35 See Gavin Young (1988), Art of the South African Townships, London: Thames and Hudson Ltd.   
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Joint African Animators Group (JAAG) and subsequent events such as the Zimbabwe 

Festival of African Inspired Animation (ZIMAFIA). These artists created their 

organization in the manner of other online representative bodies such as the South 

African organization SAanimation (www.saanimation.org. Accessed 15/06/2006) 

utilizing the Internet as a platform to exhibit work and knowledge and to promote 

events such as workshops. One of the administrators of the group, Nqobizitha Mlilo 

was a digital artist and musician who taught 3D animation at the Zimbabwe Institute 

of Vigital Arts. (www.ziva.org. Accessed 02/08/2104). On the 30th July 2010, the 

group organized and ran the first Zimababwe Festival of African Inspired Animation 

through the support of Alliance Francaise, and included screenings workshops and a 

digital art exhibition (http://www.zimbojam.com/film-tv-a-theatre/film-news/1585-

honey-the-jaag-is-on-faia.html. Accessed 02/08/2014).   Shingai Mtezo continued his 

practice in the field of computer 3D visualization and animation founding his own 

company in 2008 that specialized in commercial animation and visual effects for 

advertising and broadcasting.  

 

BOTSWANA 

Whilst South Africa was positioned in a favorably prominent light both within Africa 

and in the international context, other countries in the region such as Zimbabwe and 

also Botswana were less fortunate. They had less exposure of their locally produced 

animations and information on this country at the time of this study was scarce. 

Notwithstanding the Botswana Gazette (Online) ran a story in January 2009 on a 

local animator Serowe Jimmy Lekhutile whose repertoire of work extends beyond 

animation into electronic media and graphic design. (Bosenyang, 2009). The 

Animationsa.org website lists a further eight animators from Botswana in their user 

archive, here users cited Limkokwing University of Creative Technologies as a centre 
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for study based in Botswana, offering a Bachelors degree in Animation Studies.  In 

2012, a group of four young artists setup BAG (Botswana Animation Group) and 

published a blog (http://botswanaanimationgroup.weebly.com/index.html. Accessed 

02/11/2013) with a view to attract like-minded animators from Botswana to join the 

group, collaborate, co-produce, teach and learn about animation.  

 

THE CENTRAL REGION: Democratic Republic of Congo, Burundi 

 

DEMOCRATIC REPUBLIC OF CONGO 

In the case of the Democratic Republic of Congo (DRC) the documentation on the 

historicization of the production, exhibition and consumption of early film and 

animation in colonial and post-colonial periods can be obtained from Convents’ 

(2014) account. Convents cites a number of examples of animation from as early as 

the 1920’s that appeared before the DRC obtained independence alluding to the 

Belgian uses of animation in support of the colonial project. Whilst these examples 

provided an important contextualization of the circulation of animation in the DRC, 

the outline below begins with a particular example of a series of animations that 

engaged with discourses of the politicization of animation in the DRC. The 

positioning of these animations was informed by a post-colonial context and led to 

the eventual banning of these films.  

 

Benjamin Benimana (2001) in his article L'esthetique du Cinema D'animation Africain, 

mentions briefly the existence of a series of animated shorts in the DRC dating to 

the 1950's. Roger Jamar was commissioned by a Belgian missionary Fr. Alexander 

Vandenheuvel, to make Les Palabres de Mboloko, between 1951 and 1956. The stories 

revolved around a young antelope Mboloko that outwits and triumphs over various 
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adversaries, including other animals, such as the crocodile and leopard. Olivia 

Marsaud's online article Des films tres animees (2001), gives a more detailed account of 

the discovery of Jamar's 16mm reels by Jean Michel Kibushi. It would seem from 

Marsaud's article, that Jamar's films had not been released in Europe due to a lack of 

interest at the time. Robert Jamar was born in 1926 and moved to the Belgian Congo 

after the Second World War. It was here that he was approached by missionary 

Vandenheuvel to produce animations based on local community narratives with 

moralist themes.  

 

Jamar’s films were made using stop-motion techniques with rudimentary maquettes 

(dolls) from foam and latex with miniature sets and environments that were made 

out of pieces of wood, paper, real leaves and flowers. Between 1951 and 1957 he 

proceeded to make seven 16mm films of thirteen minutes each that depicted various 

animals (including Mboloko, the antelope). Unfortunately only six of these survived 

to date in their original format. Notably they also included a soundtrack consisting of 

local community percussions and song, accompanied by the voice of the narrator, 

Vandenheuvel himself. Significantly the Mboloko tales were censored in 1965 by 

General Mobutu Sese Seko, for their depiction of the leopard as a foolish rather than 

noble and powerful animal. The imagery of the leopard and its associations to 

notions of power and chiefs (Petridis 2005; Roberts 1994; McGaffey 2002), alongside 

the propagandist adoption of the leopard skin by Mobutu himself, may explain 

Mobutu’s reaction to the negative portrayal of this animal.  

 

However it is worth noting that although animation was produced and exhibited in 

the DRC in the 1950's, there was little information available outside of the 

contributions of Jamar around this period. Furthermore there appeared to be a 
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rupture in the production of animation between the late fifties until the early 1980’s 

where a narrative of animation by local artists in post-colonial DRC is resumed 

(Convents, 2014). In fact the literature on the animation in the DRC (Convents, 

2013; Bazzoli, 2003) cited Jean Michel Kibushi as an example of the first Congolese 

artist to produce animation from the DRC, even though his earliest film Le Crapaud 

Chez ses Beaux Parents dates back only to 1990. In 2005, his stop-motion film Prince 

Loseno (2004) was awarded the special Prix COE at FESPACO. Indeed, J.M. 

Kibushi's own films have tended to dominate the festival circuit. One exception to 

this narrative of visibility of animation from the DRC within Europe, was an 

educational animation made by Alex Mulongo, SOS; Les Moustiques Attaquent (2003) 

that was screened at the film festival AFRIKA Festival in Leuven, Belgium 

(http://www.afrikafilmfestival.be/2006/fra/films. Accessed 20/10/2007). This 

exception alludes to the presence of other practitioners within the DRC who may 

not share the same exposure in the European market that J.M. Kibushi has 

immediate access to, due to his studio being based both in Belgium and Kinshasa.  

  

Nonetheless Kibushi has been a prominent figure within the DRC promoting 

animation through the screenings of his own productions and other African 

animators, disseminating knowledge about the craft and techniques involved in 

animation through workshops and collaborating with artists from the Fine Art 

College in Kinshasa. His on-going work through his studio Malembe Maa (Callus, 

2010), that since its inception in 1988 actively sought to train young artists in 

animated techniques, has served encourage a new generation of future animation 

artists such as Pitshou Botulu Mbuli. In 2008, Kibushi ran three-week workshops at 

the Academié des Beaux-Arts in Kinshasa in collaboration with European 

professionals in scriptwriting, filmmaking and animation and local experts.  The 
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workshops looked to explore and incorporate Congolese cultural idiosyncrasies 

within the adaptation and modernization of the original fictional narrative Ngando, le 

Crocodile, which was written by Paul Lomami Tshibamba in the 1940s that was to 

become Kibushi’s first feature length stop-motion animation. Between 2008 and 

2009 Pitshou Botulu Mbuli was responsible as lead designer and sculptor for the 

characters in development for Kibushi’s film Ngando (in production) and later went 

on to produce his own animations Sous la ceinture (2013) and Sokala (2013) resulting 

from his involvement with Kibushi’s project Afriqu'Anim'Action. 

 

In August 2012, Jean Michel Kibushi embarked on a larger project, 

Afriqu'Anim'Action, collaborating with Burundian musician and filmmaker Leonce 

Ngabo, to train a group of young artists from Burundi, Rwanda and the DRC for 

five months in animation. Leonce Ngabo is known as the first filmmaker to direct a 

feature length film in Burundi in 1991, and is responsible for founding the Burundian 

Association of Image and Sound Creators (ABCIS) in 2007 and the International 

Festival of Cinema and Audiovisual of Burundi (FESTICAB) in 2009. His collaboration 

with Kibushi was a regional effort to encourage the development of an animation 

industry, through training artists that would themselves go on to become trainers and 

teachers of animation. The project attracted a number of sponsors including the EU 

cultural program for cooperation in Brussels, the company Folioscope and 

AfrikaFilm Festival, based in Belgium, the institute IMAGINE based in Burkina Faso. 

This in turn secured the involvement of trainers from Belgium, France, Canada, 

Cameroon and Senegal (Le Congolais Online Newspaper, 21st Jan 2013, http://www. 

lecongolais.cd/cinema-le-studio-malembe-maa-a-la-conquete-dhollywood/. Accessed 

02/11/2013). The project appeared to echo some of the propositions that the 

UNESCO Africa Animated professed in 2004 with regards to encouraging the East 
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African animation industry to emerge by training artists to become future teachers 

and well as practitioners in this field. Jean Michel Kibushi was in 2004 a consultant to 

the UNESCO Africa Animated Project and participated on numerous panels in 

Zanzibar whilst the project ran. One can surmise a correlation between the 

UNESCO project in 2004 and the Afriqu'Anim'Action in 2013 that shared a similar 

ethos and structure. The project was funded by APC Cultures+ an EU Support 

Programme, implemented by the Secretariat of the Africa, Caribbean and Pacific 

Group of States, and was awarded 380,000 Euros for a period of 15 months. The 

project was planned to consist of three stages. Between August 2012 and December 

2012, training workshops were held in Kinshasa, DRC and Bujumbura, Burundi with 

eight participants from the DRC, two from Burundi and one from Rwanda. This was 

then followed by the production of each animated project and further workshops in 

Kinshasa between January and July 2013 for thirteen participants. The project 

concluded with a showcase screening and presentation of the animations in 

September 2013 at the French Embassy in Kinshasa (ACPCultures+, 2013, 

http://www.acpculturesplus.eu/?q=en/content/ afriquanimaction-studio-malembe-

maa-dr-congo. Accessed 02/11/2013). 

 

BURUNDI 

Apart from the efforts of the Afriqu'Anim'Action project, the evidence of animation 

from Burundi is nearly negligible with only a couple of examples that have been 

screened at festivals. Of notable mention, the Festival International Pequeno 

Cineasta, in Rio de Janeiro, screened the animation BUTOYI (2013), a mixed media 

and stop-motion animation that was made by twelve adolescent girls from Burundi 

produced by the organisation War Child Holland and Camera-Etc. which was part 

sponsored by the Wallonia-Brussels Federation (http://www.warchildholland.org/ 



 87 

butoyi-too-old-school-says-her-mother. Accessed 02/11/2013). The animation was 

intended to be didactic and political by addressing gender related discrimination 

within local communities as construed with the politics of Western gendered 

relations. The animation was also used to serve as a vehicle to encourage debate and 

discussion around the topic. Its scope was to encourage the adolescent girls who 

made the film to present their concerns and experiences with a view to empower 

them by doing so. This particular example of animation arguably falls within a 

specific genre of animation that can be found repeatedly across different African 

countries, where European or American NGOs (Non-governmental Organisations) 

make use of animation for educational or didactic purpose usually under the guise of 

a community project. These types of animation are not typically associated with 

discourses on the auteur-ist animation and could be seen as separate category that is 

underpinned by a developmental ethos. However their inclusion here is to draw 

attention to the contribution they make to larger discourses on the emergence of 

animation within certain African countries. They serve to provide the means or 

technologies that enable the production of animation, and, as demonstrated by the 

UNESCO Africa Animated projects, can provide the seed impetus to generate a 

community of practising artists in this medium. 

 

 

THE EASTERN REGION: Kenya, Tanzania, Ethiopia, Madagascar, Mali 

 

KENYA 

In Kenya different accounts from local animators, (Personal Communications, 

Nyongo, Muli, Mwaniki, Muchilwa, 2004 - 2009) indicate that animation appeared as 

a practised form as late as 1990 with the introduction of the first animation school, 
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Mank & Tank, setup by Kenyan John Githongo and Martin Khamala in Nairobi. The 

initial success of this institute had been linked to early commercial contracts that 

were won and provided revenue for the school itself. As the only college at the time 

to teach animation it held a monopoly until 2004 (Personal Communication, Muchiri, 

23/11/2009).  In 2009 however the school appeared nearly derelict, with a handful 

of students and no members of staff available to talk to, with the majority of the 

facilities in disrepair. Students relied on six functioning personal computers to 

produce their work, although other computer hardware was available.  There was no 

available evidence of the work produced by graduates from this institute, and various 

informants indicated that the practices that were being taught were not in keeping 

with the predominant techniques of the craft of animation lending itself to so-called 

‘unconventional habits’. In 2009 there were two other main colleges/ training 

institutes based in Nairobi that were considered key players in animation training, 

their standing however was closely related to digital technologies and consequentially 

their focus was in computer animation, rather than the more long-standing practices 

of animation. These were Shang Tao Media College, a private school endorsed by the 

government with state of the art technical facilities and studios, and The Institute of 

Technology, offering a diploma in animation and affiliated with Truemax Academy, 

Denmark (www.truemax.com. Accessed 21/07/2014). In both cases the evidence of 

work produced by graduates pointed at an emphasis on knowledge of the tool (in 

this case the software) but a lack of emphasis on artistic skill in observation and 

execution. The quality of design, composition, rendering of the image, and quality in 

execution of accurate, ‘realist’ or stylized movement remained poor.  

 

On the other hand, outside of the formal educational institutes (private or 

otherwise), as early as 2002 there was evidence of a grass-roots community with a 
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shared interest in animation that was exchanging knowledge and resources for the 

production, distribution and consumption of local animation. Pixel Unit artists, a 

group of ‘freelance creatives from East Africa and specifically Kenya’ (Personal 

Communication, Muchilwa, 10/07/2012), were the first of their kind to organize the 

African Digital Graphix Forum in 2002, exploring the possibilities of digital 

technology and computer animation. The ADGF was ‘set up when a group of 

African CG artists and enthusiasts came together to share a platform where they 

could share skills, ideas and, most of all their passion for CG arts.’ (ADGF, 

http://www.adgf.net/adgfblog/, 36  Accessed 13/01/2005)  With over 200 

participants, the ADGF, provided an indication of the emerging popularity of digital 

animation, and indicated the presence of animators present and working in the field 

of animation, unbeknown to the world, in Kenya. This condition would appear to be 

typical of the East African region in general. In 2009, there were few institutional 

incentives available to encourage local animation to flourish, and instead 

underground communities of like-minded artists that collaborated seemed to be the 

impetus that drove this form and its dissemination.     

 

Not withstanding, animation in Kenya by 2009 had developed into a healthy 

community of practitioners that worked both on their own personal projects and 

commercial work usually in the field of advertising. This perhaps could be, in part, 

attributed to UNESCO’s Africa Animated project that ran for three years between 

2004 and 2006, first in Nairobi, then Durban and then in 2006 in Nairobi. Although 

the project included participants from various African countries, there was a 

consistently strong presence of Kenyan animators in each of these years. Some 

participants such as Kwame Nyongo, Maina Mucoki, Alfred Muchilwa, Moses 
                                                
36 This link to this website in 2014 was dead. Alfred Muchilwa and Peter Mute managed the site and 
its content.   
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Wanjuki were not only returning participants (2004/2005) but in the case of Nyongo 

and Mucoki later became instructors on the same program in 2005 and 2006. Their 

work on this project spurred their own personal ambition to setup the first 

‘Association of African Artistes’ for animators in Kenya.  

 

The Association of African Artistes (A3) was setup in 2008 and in August 2009 the 

group was officially launched at the event, A3 Genesis. This event was organized by 

the association as a series of seminars, workshops and talks hosted by the British 

Council, Nairobi and in collaboration with the Ministry of Information and 

Communication and UNESCO. The event also highlighted the arrival of fibre optics, 

broadband and its impact upon computer animation in Kenya. It’s objective was to 

encourage the growing community of animation artists to share knowledge and skills. 

The association was also to serve as a representative body that could lobby with 

official governmental bodies such as the Kenya Film Commission and the Ministry 

of Information and Communication. Whist its activity between 2009 and 2014 was 

limited, it generated an online interest and created a community through social 

networking platforms, such that  

‘A3K exists to create a space where animation artists and 
prospective studios looking for talent can meet and work towards 
the growing of the animation industry in Kenya in particular and 
in East Africa in general’ (AWN, Announcement, 15/08/2009, 
http://www.awn.com/event/association-animation-artistes-
kenya-genesis-seminar ) 

 

The experience that Nyongo, Muchilwa, and others gained on the UNESCO projects 

also provided them with the adequate skills to be recruited as full-time animators at 

animation company Tiger Aspect for the animated series Tinga Tinga Tales (2011). 

Disney and the BBC subsequently bought the animated series.  It was in fact this 
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seemingly more mature mature environment that convinced the British company 

Tiger Aspect to setup a subsidiary production house based in Nairobi, with a view to 

develop the series in Africa (Personal Communication, Lloyd, 15/08/2009).   

 

At the same time Tinga Tinga Tales (2011) was in production, the studio Mediae (a 

company based in Nairobi and linked to the Media Trust, a UK based registered 

charity), was also creating animated shorts. Mediae was responsible for creating a 

variety of educational content for both radio and television targeted at local 

audiences. The head of the Nairobi based company, David Cambell, worked 

‘alongside local writers, actors, researchers, NGOs, Government institutions and 

international donors to develop communication strategies, training inputs and media 

productions that are top quality, appropriate, relevant and sustainable.’(Mediae.org, 

2009 Accessed 17/10/2010) Whilst this studio was not set-up as an animation 

studio, in 2009 it was creating animated shorts to be included in the popular 

children’s series Know Zone. The animated interjections were presented as short 

stories read by a narrator, based on the paintings of Tanzanian painters from the 

Tinga-tinga studios. Animation artists Ng’endo Mukii, Daniel Muli and Bob Muchiri 

were producing the animations for the show, whilst working simultaneously on their 

own projects. The children’s series consisted of 33 episodes and were aired nationally 

and subsequently used in a teaching context as an educational aid.  

 

On completion of the animated series in 2010, the company Tiger Aspect handed 

over the use of premises and the studio equipment with the understanding that under 

new management the company ran self-sufficiently as a cooperative to a group of ex-

employees who during their time with the company demonstrated a passion, drive 

and ability to continue promoting animation within Kenya. Allan Mwaniki, also a 
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participant of the Africa Animated Project, was appointed as director of the 

company (Personal Communication, Mwaniki, 30/11/2010) and on the 23rd of 

February 2011 launched their new animation training school under the name of 

HomeBoyz Studio hosted by the Alliance Francaise. The event was called ‘Animation 

Renaissance’ and was promoted as a seminar on animation.  The Tinga Tinga Tales 

(2011) production served to spur on the Kenyan artists and animators who worked 

for the company into working independently in the field of animation, or related 

industries. One example of a successful entrepreneur is the self-taught animator, 

Michael Muthiga who setup the company FatBoy Productions, specializing mainly in 

3D computer animation working mostly within advertising (Muthiga, http:// 

www.fatboyanimations.com/About.html. Accessed 25/02/2014).  

 

The Kenyan Film Commission’s Kalasha Film and Television Awards was set up in 2009 

and has played its part in increasing an awareness of the presence of animation with 

special awards in 2011 going to Kwame Nyongo for his film, The Legend of Ngong 

Hills. In 2012, Andrew Kaggia won the Best Animation award for his film Wageuzi: 

Battle 2012  (2011), a computer-generated 3D animated film of a race between 

politicians as transformer cars, with overt references to the Transformers (2007, 2009, 

2011) Hollywood franchise and choreographed battle scenes inspired by films such 

as The Matrix (1999). Whilst the Film Commission awards have no monetary reward, 

its goal is to ‘allow Kenyans to celebrate their cultural diversity through film and to 

recognize the role of film in economic sustainability’ (Langiri, 2012).  

 

The Kenya Film Policy (2011) released by the Ministry of Information and 

Communication served to provide recognition of the increased importance of the 

film industry and furthermore importance of animation as a key player in this field. 
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This can be identified by changes in the strategies that suggest adapting the 

classification to include animation in light of the technological advancements, ‘Film 

classification will therefore be re- engineered to encompass the different formats that 

comprise the film industry’ (Ministry of Information and Communication, Kenya, 

2011:13). This changes to these two official bodies, would suggest a climate that is 

warming to animation and recognizing its role across a variety of moving image 

forms.  

 

TANZANIA  

Whilst there is a strong and historically long standing presence of cartooning 

documented in this country (Lent, 2009; Repetti, 2007), the transition into animation 

is less common. The Africa Animated UNESCO project during the three 

consecutive years that it ran (2004 – 2006) also included a number of participants 

from Tanzania. One of these artists, Nathan Mpangala, is a freelance illustrator and 

political cartoonist, who gained employment briefly in Kenya as part of the Tiger 

Aspect studio team working on the animated series Tinga Tinga Tales (2011) in 2009. 

He has since returned to his earlier profession as a cartoonist.    In the case of fine 

artist and founding member of the Tanzanian Artists’ Trust, Godfrey Semwaiko, the 

collaboration with the Kenyan illustrator and animator Alfred Muchilwa, resulted in 

Toto’s Journey (2005). The short animation has been successful on the festival circuit 

and screened at various film and animation festivals including AnimaMundi (Brazil) in 

2006, Africa in Motion (Edinburgh) in 2008, and International Festival of Animated Film 

(Stuttgart) in 2006. It would appear however that whilst Muchilwa continued 

pursuing animation in Nairobi both independently and through commercial work, 

Semwaiko returned to working in painting and sculpture.    

 



 94 

Similarly to other countries in this region, the impact of digital technologies and the 

arrival of broadband could be measured by the sudden online appearance of 

companies making computer animations for educational programs and advertising. 

Some examples include amongst others, BongoToonz (setup in 2009) that made 3D 

computer animations mostly for commercial purpose; Media One Productions, 

responsible for the production of educational broadcast programming with an 

emphasis on 3D computer animation; and Ubongo (http://ubongo.co.tz/. Accessed 

12/08/2014), a company responsible for a 2D animated children’s educational series 

broadcast on TBC 1 and including twenty-five different webcasts uploaded on 

YouTube between January 2014 and July 2014 (https://www.youtube.com/ 

channel/UCwYh0qBAF8HyKt0KUMp1rNg. Accessed 12/08/2014). In June 2014, 

the 13 episodes in the series by the same name Ubongo gained Kickstarter project 

funding to develop the series in English. The company consisted of a team of 

technologists and one animator Rejab Semtawa. The examples presented here are a 

sample of the much wider community of computer animation practitioners that were 

setting up companies for educational and commercial purpose.  

 

ETHIOPIA 

There is little available infromation about the existence of animation in Ethiopia and 

its circulation. Consequentially UNESCO’s sponsorship of the first children’s 

educational television show Tsehai Loves Learning (2005-) made by Bruktawit Tigabu is 

a rare example of the dissemination of animation with local content designed for a 

local audience. The series began in Addis Ababa in 2005 as collaboration between 

Shane Etzenhouser and Brukawit Tigabu, both of whom were to later join the 

animation training workshops in Kenya for the Africa Animated Project that same 

year.  
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The children’s television series combined a hybrid of animation, puppetry and digital 

video as a colourful collage of adventures of Teshai the giraffe in Amharic aimed to 

teach young children about environment, health, numeracy and literacy relevant to 

their own contexts. In 2008, the team won the award at the Prix Jeunesse International 

Children’s Television Festival in Munich, Germany. That same year the program was 

entered for the Japan Prize (established in 1965) by the national Japanese 

broadcaster. This festival honors top educational programs worldwide, and Tsehai 

Loves Learning (2009) won the prize in the pre-school category (http://www.whizkids 

workshop.com. Accessed 10/12/ 2009). In 2010, Brukawit Tigabu was shortlisted 

from 189 applicants and awarded support through the Young Laureates Programme, 

an initiative set up to support young visionaries in their careers. Brukawit Tigabu was 

commended for her ability to realize the educational potential of animation in 

explaining abstract concepts (for further information see: http://young.rolexawards. 

com. Accessed 12/08/2010).  

 

Another addition to the animated children’s content made in Ethiopia for an 

Ethiopian audience includes the series Abeba and Abebe (2011), produced through a 

collaboration of an Ethiopian media company Tamesol Communications, and a UK 

based BigFatStudio. BigFatStudio contributed to the production by helping build 

production capacity, and predominantly adopting the role of script and storyboard 

editors. The company worked alongside local artists, writers and animators to 

develop a series of fifty-two seven minute animated shorts (see: http://www. 

tamesol.net/tamesol/. Accessed on 25/04/2013). The series was sponsored by the 

UNDP (United Nations Development Program) and was aired on national TV in 

Amharic, Tigrinya and Oromifaa (http://www.bigfatstudio.co.uk/ 
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abebaandabebe.html. Accessed 25/04/2013). The episode ‘The Pepper Merchant’ 

was screened at the Africa in Motion Film Festival in Edinburgh in 2012.  

 

Another noteworthy figure is the artist Ezra Wube who was born and raised in Addis 

Ababa, Ethiopia but migrated to the US. There he received his BFA in painting from 

Massachusetts College of Art, Boston, and an MFA from Hunter College, New 

York, NY. In 2003 he was awarded Massachusetts annual black achievement award. 

In 2004 Wube received his BFA from Massachusetts College of art and continued 

his career in fine arts but also as an animator. Wube has talked of his own keen 

interest in Ethiopian narrative and a sense of aesthetic that is driven by his 

background in Ethiopia, stating 

‘I cannot erase my past.  It’s important that I’m here but I am 
also defined by somewhere else. I’m defined by my memory and 
my past as well as my present. My Ethiopian memories make me 
who I am....When one sees a time based work; one can only make 
sense of it from memories. I think of my animation as a stream of 
consciousness, transparent to how I think.’ (Wube in 
P.A./www.abeesha.com. Accessed 13/08/2012) 

 

In fact Wube echoes the tensions of being between different locales when talking of 

his own time-based paintings and installations, where Wube noted that, ‘The static 

identity is a myth,’ in reference to both himself and his art, in Rapkin’s article in The 

Local, New York Times, on the 14th January 2010. ‘We are in continuous 

transformation.’ (Wube in Rapkin, 2010, http://fort-greene.thelocal.nytimes.com 

/2010/01/14/an-artists-journey-freeze-framed/. Accessed 12/05/2010) For this 

reason Ezra Wube’s work will be discussed in more detail in Chapter 4 on the 

‘Accented’ moving image and the diaspora.  
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MADAGASCAR 

There is very limited information about a historical narrative of animation in 

Madagascar, however between 2009 and 2013, Sitraka Randriamahaly entered his 

animated short films into various animation and film festivals as the Madagascar 

entry. In 2011, he attended the Berlin Talent Campus. His seven-minute animation 

Hazlalambo (2010) was has been screened at various film festivals such as the Luxor 

Animation Festival in 2012.  In 2012, the Interfilm Festival in Berlin screened 

Randriamahaly’s 7 minute animated film Hazalalambo (2010), alongside another 

Madagascan animated short directed by Andry Rarivonandrasana and animated by 

Lovasoa Thierry Razakanirina Manja Loatra (2010). In 2012, Randriamahaly won a 

month’s artist residency at the Fontevraud Abbey in Anjou, France (http://www. 

abbayedefontevraud.com/video/les-residents-de-labbaye-de-fontevraud-sitraka- 

randriamahaly. Accessed 09/05/2013). In 2013 the film Le Joeur de Valiha (2013) by 

Randriamahaly was entered into the animation competition for the Berlin Interfilm 

Festival. That same year in February 2013 Randriamahaly contributed to an exhibition 

VideoGames, hosted by the French Institute in Analakely, Madagascar. This film was 

also screened at the Clermont International Short Film Festival, France in 2013 

(http://www.clermont-filmfest.com. Accessed 09/05/2013).  

 

Ridha Andriantomanga completed his first animated short ILM Le Savoir (2008) in 

2008. The film was screened at The Comoros International Film Festival  

(http://vimeo.com/user6928067. Accessed 14/08/2014) and was winner of the first 

prize for short at the Madagascar Festival in 2008. In 2009, Andriantomanga 

participated in the Durban Talent Campus, as part of the Durban International Film 

Festival (supported by the Goethe Institute) and hosted at the University of Kwazulu 

Natal. The Talent Campus saught to encourage partnerships across different African 
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filmmakers through a five-day program of workshops and seminars 

(http://disabilityunit.ukzn.ac.za/index.php/archive/605-2nd-talent-campus-durban. 

html. Accessed 18/08/2014).   In 2014, Andriantomanga attended the international 

animation film market (MIFA) at Annecy in France in 2014 to pitch his film Ho a’ni 

Dada (2014). It was the first year that Madagascar had a stand at Annecy. 

 

 

THE WESTERN REGION: Mali, Niger, Senegal, Burkina Faso, Ghana, Nigeria 

 

MALI  

The information on animation from Mali is sparse with only a handful of singular 

examples to be found visible on the festival circuit. The Cascade of African Films 

Festival, hosted in Portland in the US, lists the artist Baba Wagué Diakité as having 

collaborated with animation filmmakers Jim Bashfield and Joan Graz on a short film, 

My Dinner with the Devil Snake (1987). This film is listed as the first of its kind to be 

made in collaboration with an artist from Mali. However the animation by the 

filmmaker Kodiate Konate is more widely cited and has a wider circulation on the 

European festival circuit. Konate made a twelve minute animated stop-motion film 

L’enfant terrible (1993). The story follows a child who talks, eats and walks on the day 

of his birth. The little boy journeys with his brother and soon becomes a 

troublemaker. Konate’s animation was produced by the organisation Atelier 

Graphoui based in Brussels (http://www.graphoui.org/films/ ?p=478. Accessed 

13/08/2014).  Atelier Graphoui has been a strong supporter of a number of African 

animators such as Jean Michel Kibushi from the DRC, and Birame Ndiaye, Marème 
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Mbaye, and Cheickh Ndiaye, from Senegal, Rasmane Tiendrebeogo, from Burkina 

Faso37.  

  

In 2010 the Journal du Mali, ran a story about the screening of two episodes of the 

twenty episode animated series L'histoire du Mali en dessins animés at the Cinema Le 

Babemba in Bamako. The series was directed by animation artist Ismael Diallo from 

the company MaliToon (http://malitoon.com/index.php/presentation. Accessed 

13/06/2011) and produced by the company InMedia. The educational animation was 

aimed at a children’s audience in Mali, with the intention to illustrate the history of 

Mali. (Dembele, 24/08/2010 http://www.journaldumali.com/article.php?aid=1928. 

Accessed 13/06/2011.)  

  

NIGER 

One key figure that is regularly described in the literature as is the ‘father’ of Sub-

Saharan animation is the animator Moustapha Alassane (b. 1942) originally from 

Djougou, Benin who moved to establish himself in Niger in 1953 (Bazzoli, 2003; 

Bendazzi, 2004; Heath, 2010; Convents, 2014). In the 1950’s Alassane’s early 

profession was originally that of a technician and mechanic where he developed a 

talent and skill for invention38. During this time he made his own magic lantern, 

using cellophane wrappers from cigarettes to project colour drawings (Ukadike, 

1994: 75). Later he went as far as making his own camera from an old 16mm cinema 
                                                
37 Atelier Graphoui was established in 1982 to run workshops and support the production of 
independent animators and filmmakers. In 2011 the created a Vimeo channel showcasing the range of 
films and animations that they distribute. https://vimeo.com/ateliergraphoui. Accessed 14/08/2014. 
 
38 In 2009 Maria Silvia Bazzoli and Christian Lelong made a documentary film titled, ‘Moustapha 
Alassane; Cineaste du Possible’. This documentary follows the aged filmmaker in his hometown 
Niger, providing a rare insiders view on the context he works within and his unique artistic processes. 
It also provides a retrospective on his early career including some unique inserts from the first 
animation ‘Le Mort du Gandji’(1965) and his other work within wider discourses on early postcolonial 
filmmaking. This film is an important addition to the knowledge on early filmmaking in Niger and 
more importantly Alassane’s unique experimental approaches to different types of animation.  
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projector (Yakir & Rouch, 1978: 2). His encounter with the filmmaker Jean Rouch, 

who was in Niamey at the time, consolidated his love for filmmaking. This meeting 

gave Alassane the opportunity to work with Rouch and inevitably led him to learn 

cinematographic technique (Ukadike, 1994: 75). Alassane is considered a pioneer in 

Niger, not only for his personal contributions through his films but also his other 

endeavours such as setting up a mobile cinema, and later becoming the owner of a 

cinema theatre in Tahoua. Between 1962 and 1965 he had already completed five 

short narratives as film and animation, including Aouré (1962), and La Bague du Roi 

Koda (1964).  His film Aouré (1962) won the Bronze Medal for short films at the 

Cannes Film Festival, France that same year (Heath, 2010: 80).  His early animations 

include Le piguier (1962), and La pileuse de mil (1962), followed by and Le Mort de Ganji 

(1965). In 1965, he travelled to Canada to study and work with pioneering animator 

Norman McLaren of the National Canada Film Board. Upon his return in 1965 he 

continued making more films and animations. His first animated film was made in 

1965, Le Mort du Gandji, a drawn animation with anthropomorphized animals 

featuring a toad cast as a monarch. Amongst Alassane’s films and animations, Bon 

Voyage Sim (1966), is a satirical animation on the pomp and grandeur of new African 

leaders of the time, and although it follows on from his previous animation, is often 

cited as the first example of Sub-Saharan animation (Bartlet, 2009; Bendazzi, 2004; 

Bazzoli, 2003).  This film is discussed later in more detail in the context of political 

animation and subversion. The toad is a recurring character in Alassane’s work, 

serving as the ideal vehicle for satirizing political tyranny. When discussing the 

benefits of animation over indexical film, he stated, 

‘I experiment with all kinds of film styles ranging from fiction to 
documentary and animation. But I like animation better because 
it enables me to give life to inanimate things…It gives me the 
freedom to say many things.’ (Alassane in Ondengo, 2005) 
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Alassane perhaps remains one of the few animators, whose work appeared prolific at 

a time when new independent countries of Africa were re-positioning themselves 

within a post-colonial world.  His work in the field of African cinema also ensured 

that his name circulated in the related film literature, which was more prolific than 

that of literature on animation (Harrow, 1999:286; Ukadike, 1994:77) In 2007, he was 

made a Knight of the Legion of Honour at the Cannes Film Festival for his 

contribution to African film and animation (Cayla, 2007). In 2009, he was also 

awarded the Prize Laureate by ASIFA (International Association of Animation), the 

first African animator to be granted this award by the organization that has was 

founded in 1960 at Annecy. Perhaps for this reason, he was credited with the 

accolade of being the ‘father of Sub-Saharan animation’39.  

 

SENEGAL  

In Senegal it was possible to trace the introduction of animation into the country to 

one documented event. In 1998 the organization RIAC (Reseau d’Insertion des 

Artists, Artisan et Chomeurs), supported by the Filmcentrum NGO in Finland, setup 

and equipped a cultural centre in Thiaroye to promote the arts and film. In the first 

seven years the organization had trained local young artists in animation as well as 

film. In collaboration with a Finnish animator Antonia Ringbom, the centre ran a 

project that created a number of small-animated shorts about the Jackal.  Also in 

1998, the Cameroonian animator, Pierre Awoulbe Sauvalle setup a company in 

Dakar. Sauvalle was a graduate from the renowned French animation school, Le 

Gobelins (Paris, France), with training in traditional animation. His company Pictoon 

                                                
39 In 2014 the publication Nationalist African Cinema, by Niang included a detailed chapter that focused 
upon a biography of Moustapha Alassane and his animated films (2014: 91-105).  



 102 

recruited fine art graduates from Dakar in 1998 that they trained in the techniques of 

animation. They then embarked on a collaborative project with Canale France 

Internationale, making the animated 13-part series Kabongo, Le Griot (2000). The main 

criticism of this animated series was that it seemed to draw from a Disney-esque 

aesthetic, that was derivative and held little appeal both in the West, that perhaps 

sought to project a Eurocentric idea of an expected ‘exotic’ African aesthetic, as well 

as in Senegal (Personal Communication, Niang, 21/10/2006). Although the 

company later reduced the number of employees (initially in the region of 120 during 

the production of the series), the fine artists that were trained at Pictoon have gone 

on to make their own auterist work. The artist Ibrahima Niang, known as ‘Piniang’, 

previously employed at Pictoon, is one notable figure who continued his practice as 

an independent artist making animated shorts.  

 

In the same year and of noteworthy mention, the artist Mohamadou Ndoye made a 

seven-minute collage/cutout animated short Train Train Medina (2000). The film has 

no dialogue but uses environmental sounds to underpin the images that illustrate the 

making and unmaking of an urban environment from a space made of sand and sea. 

It also retained many of similar aesthetic qualities that can be found in the artist’s 

paintings In 2003 the film won a host of awards at various film festivals across 

different European and African countries and has been aired on Canal + in Belgium, 

Canal France, and TV5 Quebec. Ndoye’s film was screened at DAK’ART in 2004 

and at the Africa Remix exhibition in 2005 (http://www.ndoyedouts.com/cv-press-

book. Accessed 15/08/2014). Train Train Medina (2000) was not Ndoye’s first 

animated film. A less popular film was made in 1998 in collaboration with three 

other artists, Birame Ndiaye, Marème Mbaye, and Cheickh Ndiaye also from Senegal, 

as part of an Atelier Graphoui (Brussels) workshop who also produced the film. The 
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six-minute animated film Kal (1998) was a mixed media animation consisting of a 

range of techniques, with each artist presenting a small vignette on the theme of 

parenting with an individual different aesthetic treatment. (Atelier Graphoui, 

07/03/2011, http://vimeo.com/20747116. Accessed 15/08/2014)  

 

In 2006 FCAT, the Festival of African Cinema, Tariffa screened Niang’s short cutout 

animation, 21ieme Siecle (2004), about rhythms of the urban landscape and its 

developments in the city of Dakar. This animation presented a critique of urban 

expansion alongside an environmental concern, themes that would reappear 

throughout his subsequent work. The same film was later included in the DAK’ART 

8th Biennale hosted by IFA Gallery, Stuttgart, in 2009. This animation was then 

followed by a three minute short, Sacou Wala Boute! (2005), screened at the Biennale 

de Cinéma d'Animation de Pontarlier also in 2006.  That same year Niang attended 

the UNESCO Africa Animated project and collaborated to produce a 2-D animated 

short A Bottle’s Life (2006). In 2009 he completed a stop-motion animation again with 

a strong ecofriendly theme, N’Dakaru (2009), this was screened at the Festival des 

Toiles Animees, in November the same year, in Ouagadougou, Burkina Faso. His 

animations have been also screened on the European animation festival circuit at the 

likes of Fantoche 2009.  

 

Although trained in the cell animation techniques that are modeled on an industrial 

practice, Niang’s own work retains his formal fine art background, presenting an 

aesthetic that is of pastiche, collage and found objects. His body of work consists of 

seven animated films made between 1999 and 2009. In 2012 the We Face Forward; 

Art from West Africa exhibition at the Manchester Art Gallery reported Niang as 

maintaining a post of lecturer in animation and director of Digital Arts course at the 
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Ecole National des Beaux Arts in Senegal (http://www.wefaceforward.org/ 

artists/piniang Accessed 01/07/2014).  

 

Niang was not the only fine artist to be trained by Pictoon in animation and to 

pursue a career beyond employment in Dakar.  Samba Fall born in 1977 is a graduate 

from the Academie des Beaux Arts, Dakar (1995-1999). Like Niang he worked on 

the animated series Kabongo Le Griot  (2000) and in 2002 moved to Norway to 

practice as a digital artist.  Samba Fall described himself as ‘a painter and video artist 

belonging to the generation of African artists exploring the possibilities of digital 

media from their beginning’ (Fall, 2012). After leaving his employment with Pictoon, 

he took up multimedia studies at Mediefabrikken in Oslo. In 2009, amongst other 

exhibitions his work was included in the ‘Animation breakdown’, curated by Richard 

Wright and Animate Projects at the Tate Modern on the 21st March, 2009 in the UK. 

Fall was awarded the DAK’ART 08 Prix de la Fondation Blachère, France in March 

2008.  

 

In 2009 Senegal organized its first traveling festival of animation film, Festival 

Afrikabok. The festival also ran in 2010 travelling in the region of the valley of rivers, 

Saint-Luis, Richard Toll, Dagana, Podor, Ndioum, and Matam. This festival is 

important because it has served to disseminate and promote an awareness of 

animation amongst local public.  

 

GHANA 

1965 saw the setting up of the Ghana Broadcasting Corporation and in 1971 the 

Ghana Film Industry Corporation followed, and yet neither produced an entirely 

animated film. Instead early animation took the form of animated graphics for title 
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sequences, and in animated inserts to educational and documentary films (Edera 

1993: 24). The introduction of animation to a more prominent role can be attributed 

to NAFTI, the National Film and Television Institute, founded in 1978 (which 

became a regional institute in 1985). It catered to a larger catchment extending to 

countries outside of Ghana and south of the Sahara (Ababio in Ross 1992: 37). 

NAFTI was the first educational institute to provide training that had a focus on 

animation. The type of animations being made in 1978 by NAFTI were more 

educational in purpose, commissioned by the ministry of education and generally 

very short in duration. These included for example Road Safety Campaign (1’20’), 

‘National Mobilisation and National Buidling’ (50’) (Edera 1993:24) Included in this 

trajectory of early animation in Ghana is the contribution and support of the 

Friedrich Ebert Foundation in contributing to educational programming on local 

television. The foundation was setup in Accra in 1969 with a view to promote 

democratic processes. Of the first programmes that were instigated, there was a 

focus on media institutions with a continued support and collaboration with NAFTI. 

(Friedrich Ebert Stiftung, 2008). Unfortunately there remains no evidence of these 

early animations due to a fire that broke out in the audio-visual archive at the Ghana 

Broadcasting Corporation in 1993 that destroyed them. However as Quartey noted, 

‘Early animation in Ghana was more for television when the 
Friedrich Ebert foundation started the science programme as part 
of educational programme on television. Edward Aberese is one 
of the first animators.’ (Personal Communication, Quartey, 
11/06/2010)  

 

Aberese was then a young graduate from the University of Science and technology, 

Kumasi Ghana who was employed by Ghana Television as a designer. He was 

selected alongside others to form a core group of animators who would be trained 
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under the auspices of German expert animators, who were working with the science 

educational unit at the time (Personal Communication, Quartey, 11/06/2010). They 

tended to produce mainly inserts for science programs such as Carbon Cycle, Power, 

Timber, Xylonphone for Dancing, Backyard Industry, Cocoa, and others (Edera 1993:24). 

 

NAFTI was the only institution that had the status to award a diploma in the study 

of animation and film that can feed into a Bachelors of Fine Art in affiliation with 

the Univeristy of Ghana, whereas other film schools provided only vocational 

training for people in broadcasting and television. The course in 2010 ran for the 

duration of four years, having extended from a three-year course, as per Ababio’s 

account (Ababio in Ross, 1992). This would suggest an improvement or increase in 

interest in this program. This current program allows the student to graduate with a 

Bachelor of Fine Art in Animation, and includes the addition of a digital media 

component to the curriculum (NAFTI, 2010). Ababio described the actual intake of 

students in 1992 as small and irregular, where courses can run for a year but have no 

applicants the next, and whilst the total capacity of students can be up to twenty a 

year, only three of these at the time would have specialized in animation (Ababio in 

Ross 1992:37, 38).  Ababio identified in 1992 the reason for the small number of 

applicants as a result of the country having ‘no animation industry’, and a lack of 

sufficient equipment for a large student intake. ‘In general the only people who are 

aware that animation exists in Ghana are broadcasters or university level graphics 

students. Therefore most of our students are those with a degree in graphics who 

wish to do something more interesting with film.’ (Ababio in Ross, 1992: 37) 

 

Daniel Ababio, and Samuel Quartey were both animation tutors and filmmakers 

themselves. Their accounts of their experiences of animation in NAFTI presented a 
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picture that highlighted the difficulties with the intermingling of different artistic 

practices in animation, whilst an animator should have the skills of an illustrator or 

painter, they also needed exposure to photography and video.  

‘We work according to what we get, and not what we should do, 
because conditions keep changing. Sometimes, the film laboratory 
is working, so we shift to film. The students have to be able to 
adapt to these changes. Occasionally experts come from abroad 
to teach in workshops. Often we realize that these classes are not 
much different from our own. This gives students the confidence 
that what they've been doing is right and that their guidance has 
been good.’ (Ababio in Ross, 1993: 38) 

 

NAFTI was equipped with a rare 16mm rostrum camera and Bolex camera, but had 

a processing laboratory in disrepair and consequentially saw a move towards video 

animation and more recently computer animation. Samuel Quartey furthered his 

studies in computer animation at the National Centre for Computer Animation at 

Bournemouth University in 2000, with a view to introduce 3D computer animation 

at NAFTI. During that time he collaborated with this research, and later continued 

promoting animation through his involvement on the UNESCO African Animated 

project in 2004.   

 

The NAFTI alumini, Kwabena Kusi Appouh, was also responsible for introducing 

the animation and multimedia production component of a program running in the 

College of Arts and Social Sciences at the Kwame Nkrumah University of Science 

and Technology. The university offered a degree in Communication Design that 

allowed students to major in animation. Whilst there were other educational 

establishments that introduced technical training in the digital tools that created some 

aspects of animation such as NIIT, for example, Ghana. The IT bias of these 

training institutes means that the focus is limited and occurs over a short 12 week, 6 
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hours a week program. (Personal Communication, Quartey, 11/06/2010) Although 

exposure to the technology of digital animation can be beneficial in places, it would 

appear that NAFTI’s degree program is the oldest and educationally the most 

comprehensive exploration of this field of studies in Ghana.  

 

In 2007 Samuel Quartey started the organization Animation Africa, with a view to 

promote animation, through screenings but also by encouraging the setup of local 

studios and providing workshops in schools.  In 2010, Animation Africa was 

working with the art department and education department of the University of 

Education, Winneba in helping them structure an animation program. The University 

of Education does not offer a program on animation studies, although they do have 

run a weeklong animation workshop every first semester in October with the 

assistance of Animation Africa. Whilst they intended to start a larger programme 

there remained a constraint in terms of equipment and skilled lecturers. (Personal 

Communication, Quartey, 11/06/2010) 

 

The same organization was also been responsible for the setting up of ANIMAFRIK 

animation festival that began in 2008 (Personal Communication, Quartey, 

15/10/2008) and has ran subsequently every year since, in Accra, Ghana. The 

festival seeks to promote the ‘art and animation’ of Sub-Saharan African and 

Caribbean regions. It promoted films from these regions and the diaspora. 

(http://www.animafrik.com/page2.html. Accessed 28/04/2013) During this festival 

in 2009, ASIFA (Association Internationale du Film d'Animation) awarded 

Moustapha Alassane with a prestigious prize for achievement and contribution to the 

body of world animation (Personal Communication, Ghazala, 05/08/2009). This 

situation was a marked departure from Ababio’s descriptions more than a decade 
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earlier of the local environment that presented a less positive scenario, that then 

stated that, 

‘The animation they see on television is always from abroad, so 
this festival makes them realize that people in Ghana do make 
animation of quality capable of being broadcast on television.’ 
(Ababio in Ross, 1993: 38) 

 

In 2012, the organization ran workshops by the invited animator Cilia Sawadogo of 

Burkinabe and German origin, currently based in Montreal, but who also featured as 

an African animator herself in many Western animation festival programs.  

 

There was some limited evidence of private enterprise in Ghana between 1980 and 

1997 with creative director Alex Bannerman at Akroma studio, Accra, producing 

animation for advertising. Bannerman was also a graduate from NAFTI, and worked 

briefly with the Ghana Film Industry cooperation before setting up Akroma Studio 

with a friend Kofi Sarpong. Bannerman produced most of the television 

commercials during this period (Personal Communication, Quartey, 11/06/2010). 

Edera (1993) lists Bannerman’s films Windfall, and Don’t Waste Water in his account 

of Ghanaian animation. Other initiative included the animation studio, Parables 

Studio responsible for the production of Christian content and a short story based 

on Ghanaian political history (Personal Communication, Quartey, 11/06/2010). In 

2009 the media arts organization called Zingaro Productions was responsible for 

running workshops with children involving the use of cartoons and posters. 

(ModernGhana.com, 2009) The sessions were run by Hugh Quist, the animator 

whose organization Zingaro was also responsible for television educational public 

service announcements (Personal Communication, Quartey, 11/06/2010). 
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BURKINA FASO 

In 2011, the Danish Centre for Culture and Development released a report 

‘DANFASO Culture and Development Program for Faso 2011-2013’ with a view to 

secure Danish partners to collaborate with the Association Burkinabe de cinema 

d’animation (ABCA) in order to improve the ‘artistic and technical capacity of 

Burkinabe animators… [and] to create the foundation for an animation training 

school/facility’. The report described the animation sector as follows,  

‘As such, there is no animation sector in Burkina Faso. There are 
a few people working with animation in various forms, ranging 
from small puppet films to commercial advertisements. Both the 
quality as well as quantity of the productions is low... (CKU, 
DDCD, 2011:10). 

 

The ABCA was founded in 2009, stemming from the desire of the president of the 

association, Serge Pitroipa, a previous UNESCO Africa Animated (2006) project 

participant, and his colleague Oumar Dagnon, to promote animation in Burkina 

Faso.  The association listed its objectives as followed, to ‘Create partnership and 

exchange between organizations and individuals within Burkina Faso and overseas, 

Promote Burkinabe culture through animation and workshops, Promote the use of 

animation and audio-visual techniques among the Burkinabe youth, Capacity 

development of young directors and animators’ (ABCA Official Website, 

http://abcanim.org/. Accessed 25/04/2013). The association used its website to also 

promote its own work and that of its members with the addition of embedded digital 

video clips that could be viewed online. In 2009 the association produced its first 

animated film, ‘Zozo’ by Serge Pitroipa, made in the style of Chinese shadow 

puppetry and based on a Burkinabe tale about the relationship between a man and 

the animals in the savannah. The film was screened in Vues d’Afrique International 
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Festival 2011 in Montreal, alongside the animations of Jean Michel Kibushi from the 

DRC (http://www.vuesdafrique.org/wp-content/uploads/2011/03/jeunesse.pdf. 

Accessed 28/04/2013) and at FESPACO (Panafrican Film and Television Festival of 

Ouagadougou). In December 2012, eight members of the association (animators, 

painters, and scriptwriters) participated in ‘The Animation Workshop’ in Viborg, 

hosted by the Danish government, with a view to developing a pilot for a proposed 

animated series over five months. (Personal Communication, Pitroipa, 27/04/2013).  

In 2013 the association listed a total number of members that amounted to more 

than fifty people.  

 

It was difficult to trace a clear historical outline of the development or introduction 

of animation within Burkina Faso. Personal correspondence with Pitroipa (2013) 

named the filmmaker Daniel Kollo Sanou, born in 1949 as the person responsible 

for the first Burkinabe animated film (Personal Communication, Pitroipa, 

28/04/2013). Mpay Anne provided an online biography of this filmmaker on the 

ImaginAfrik Animation Forum (Mpya, 21/03/2009, http://imaginafrik.purforum.com/ 

t70-sanou-kollo-pionnier-du-cinema-d-animation-au-burkina-faso Accessed 28/04/ 

2014). In 1983 Sanou applied for an internship at the NFB in Canada as part of an 

initiative offered by the French Intergovernmental Agency (OIF). His application 

was successful and followed by a three-month residency program alongside 

filmmakers from Senegal and Cote d’Ivoire on animation techniques in Montreal. At 

the end of his stay Sanou had completed a three-minute cutout animated short titled 

The Eagle and the Chameleon (1983) based on a short narrative of Lahrlé Naba Abga, 

minister of Culture in Moro Naba. (Mpay, 2013) 
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In 2012 the number of Burkinabe stop-motion animations that were appearing in the 

European film and animation circuit had increased. Serge Pitroipa continued to 

further his practice alongside his contemporary Lazare Sie Pale of the award-winning 

Le Parrain (2011 which was screened at FESPACO (Ouagadougou), Africa in the 

Picture (Amsterdam), and the Durban International Film Festival (South Africa) 

(Sawadogo, 2011).  In his interview with Fasozine (2011), Pitroipa made some 

observations about the particular nature of animation, which he believed made it 

unique, 

‘Avec le dessin animé, on peut se permettre de tout réaliser en 
animation, alors qu’avec le film réel, il y a des choses que l’on ne 
peut pas se permettre. Par exemple, nous avons pu réaliser la 
cérémonie du faux départ du Mogho Naaba qui attire des 
touristes à Ouagadougou et qu’il est interdit de filmer, en dessins 
animés. Et ce n’est qu’un exemple parmi tant d’autres’ (Fasozine, 
10/03/2011, http://www.fasozine.com/fespaco2011-cinema-
danimation-cherche-mecene/. Accessed 13/08/2014) 

 

NIGERIA  

The discussion of animation in Nigeria takes place in the context of discrete divisions 

of the country; the North and the South, each of which presents a different 

landscape and approach to animation. In the Southern part of the country, Lagos, it 

was possible to find a strong movement in the development of local graphic novels 

and cartoons (which have a long standing historical trajectory in relation to the 

newspaper industy) (Medubi, 2003) These tended to link well to subsequent 

development into animation. This link can be seen in the works of Femi Omoluabi 

and his work with Aphobos Studios, illustrator and animator Kenneth Shofela 

Coker, and the animated shorts from Ibrahim Ganiyu of IC Studios, whose work was 

showcased at the 4th Lagos Comic and Cartoon Carnival in November 2008 (http:// 

spaceboynigeria.com/2009/02/05/interview-with-ibrahim-ganiyu-of-ic-studios/. 
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Accessed 28/02/2014). Similarly another artist that transitioned from comics to 

animation included Ekene Nigige, graduate from Yaba Institute of Technology, and 

creative director of the company The X-Animators setup in 2010 and based in 

Lagos.   

 

The Lagos Comic and Cartoon Carnival (2005-2014) was an event that was promoted as 

an attraction for cartoon, and animation enthusiasts. The animated shorts presented 

at this event tended to feature the superhero action based format and conventions 

utilized in graphic novels and cartoons. On the 9th November 2007 the organizers for 

the third edition of this event, ran an introductory workshops in 2D and 3D 

animation as well as holding screenings of animated shorts40. This was followed a 

year later on the 18th of January 2008 by a three-day more advanced animation 

workshop in 3D computer animation. The workshop was delivered by Oladeji 

Victor, from the South African partner Image Animation Studios (Wakama, 

08/01/2008, http://www.itnewsafrica.com/?p=467. Accessed 06/12/2010). 

 

The company Shrinkfish was a media Studio setup in Abuja, Nigeria, in 2009 with a 

special focus on animation and dynamic content including the production of own 

content, as well as 2D Animation services (Personal Communication, Okoye, 

23/11/2012). The company was setup by Ebele Okoye, who resided in Berlin, under 

the supervision and management of her brother, Ifeanacho Okoye in Nigeria. The 

company’s mission extended beyond commercial platforms and engaged actively in 

sustainable training initiatives for children, and workshops to encourage animation 

with artists and enthusiasts. These included for example the smedLAB project 

                                                
40 A detailed outline of the 3rd Edition of the Lagos Comic and Cartoon Festival (2007) program can be 
viewed at Africultures.com, 
http://www.africultures.com/php/index.php?nav=evenement&no=13193. Accessed 14/08/2014.  
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supported by the Goethe Institute in March 2013 that ran as a short course in 

animation for five weeks, followed by an online mentoring program. The artist Ebele 

Okoye and her positionings as a Nigerian mobile artist, working in Berlin and 

Nigeria, are discussed in more detail in Chapter 4.   

 

Adamu Waziri was certified architect (RIBA) who turned to animation at a post-

graduate degree level while obtaining a Masters from the NCCA (National Centre of 

Computer Animation) at Bournemouth University in the UK. The author and Waziri 

were colleagues and collaborated together during this time and subsequently. Whilst 

Waziri began his career in 3D computer animation working in London animation 

and visual effects studio Passion Pictures (between 2002 and 2003) and producing 

3D architectural visualizations at ARUP, Oaker and Assembly Studios between 2004 

and 2006. In 2007, Waziri returned to Nigeria to setup his company EVCL based in 

Abuja and specializing in animation and visual effects production. His work is 

considered later in more detail the context of the discussion on digital technologies 

and the impact of social networking sites on production, distribution and 

consumption. Waziri is known for pioneering the animated children’s series Bino and 

Fino (2009-) that presented educational content aimed at a local audience and the 

Nigerian diaspora that went on to be aired in the UK on SkyTV and South Africa 

(Personal Communication, Waziri, 17/08/2013).  

 

CONCLUSION  

 

The overview presented in this is by no means a comprehensive account of the 

existence or emergence of animation, from Africa, about Africa, or by Africans. 

Instead it is a collection of evidence of different trajectories of animation within 
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Africa that are intended to provide impressions of the different geographical, 

economic, political environments that have created the circulation of different types 

of animations that have been described as African. As there is no unified 

developmental progression of animation, the animations mentioned here can also be 

divided into groups that share similarities of technique, production and distribution. 

The regional representation of animation on the continent in the Sub-Saharan region, 

on occasion, presented patterns of similarities that emerged across the different 

countries and contexts of production. These include countries that have a strong 

industry and independent artists and filmmakers, with an economic, political and 

social infrastructure to support it. Undeniably, the introduction of Internet, 

broadband and mobile technologies in addition to access to cheaper computers 

served to catalyze the production, dissemination and consumption of locally 

produced animated content across the region.  This was most evident in the case of 

South Africa that had an infrastructural advantage with access to these technologies 

occurring at it’s earliest in this country within the region. The countries that had the 

beginnings of young industry and emergent communities of practicing artists, and a 

limited formal institutional or governmental support, could be identified in Kenya, 

Ghana, Nigeria and Zimbabwe. Then there were the countries that had no studios or 

educational facilities but there is the appearance of independent artists and 

filmmakers that practice this form, as seen in Ethiopia, Niger, the DRC. Lastly there 

was evidence of animation that emerged from any of the countries mentioned 

previously but that tended to be made by migrant diasporic or mobile African artists, 

residing outside of Africa, or moving between Europe, America and Africa.    

 

Whilst it was easier to find evidence of commercial ventures across the region, there 

were also rare examples of lone artists producing their own non-commercial work, 
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such as for example, from Ethiopia, the DRC, and Niger, Nigeria, Burkina Faso as 

independent filmmakers and artists. In some of these cases the infrastructure to 

support the growth of a viable community of practicing artists was very limited. 

Unlike the cases of South Africa or Kenya, the lack of educational training facilities 

and/or commercial demands for the existence of small studios may have driven 

these artists to consider working across different geographies as a response. It was 

possible to observe a number of African animators that had migrated to Europe or 

the US to continue their practice in animation. The particular cases of Ezra Wube 

from Ethiopia, based in Washington, and Jean Michel Kibushi from Kinshasa, based 

in Brussels, Samba Fall from Dakar, based in Oslo, Ebele Okoye, from Nigeria, 

based in Berlin, to name a few, evidence this tension. These artists chose to work as 

independent artists, straddling not only two different geographic locations moving to 

and from both, but also straddling different artistic practices that informed and 

affected their work. The advantageous positioning arising from this mobility is 

discussed in more detail in the following chapter on the mobile artist.  
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CHAPTER 4: THE MOVING IMAGES OF MOBILE ARTISTS 

 

In 2004 this research commenced by focusing on artists making work in their 

country of residency that at the time tended to be their natal country. However, by 

2013 there was considerable evidence of African artists taking up residencies in 

different countries within varying contexts of production. The spatial mobility of a 

range of African practitioners across an assortment of contexts developed in ways 

that shaped their animations. As they moved either to pursue an education or career 

in animation and the arts, migrating or travelling between countries, these artists 

engaged with a range of contexts of artistic practices including (but not limited to) 

animation production and dissemination. This mobility interrogated prior modes of 

conceptualization of ‘African’ animation (locked into conventional geographic 

coordinates) as it presented new configurations of placement and identity resulting 

from the complexities of transnational productions. The artists and filmmakers who 

make animated work and have travelled regionally or intercontinentally present 

particular positionings on ‘African’ animation. They often appropriate and rework 

visual ideas and practices that stem from visual traditions located at different 

spatially and socially distinct loci. This is made visible in the dialectic between the 

technology that mediates and realizes the practices, and the various aesthetic forms, 

and the narratives deployed within their works. Such works highlight the global 

dispersions of practice that may consist of collaborations, funding mechanisms and 

distribution structures that take place in multiple directions, across geographical 

boundaries. However the conceptual dematerialization of a geographical or physical 

space (Harvey, 1989, Deleuze & Guattari, 1980) through the practices of digital 

technology will be discussed in more detail in the subsequent chapter on digital 

technologies.  
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This chapter instead focuses on understanding the positionings of the animated film 

of the mobile African artists and their creative intentions, however they may be 

defined. It seeks to establish whether the tropes of transnational, diasporic or 

‘accent’ (as defined by Naficy, 2006) are useful terms to use when referring to some 

types of animations. This section does not seek to present a totalizing narrative on 

this particular type of African animation but rather explores the range of 

possibilities that have been realized by the mobile translocal African practitioners of 

animation from specific selected case studies. Additionally in a similar approach to 

Naficy’s (2006) concept of ‘accented’ film, it does not consider specific examples of 

work that stem from the condition of forced political or social exile, as these types 

of films tend to be discussed within particular discourses on migration and the 

diaspora that do not pertain here. These examples demonstrate that some emergent 

itinerant African artists moved between or straddled different animation art worlds 

with motivations that are not those typically assumed of diasporas that settle 

permanently in new ‘host’ countries.  

 

DIASPORIC, TRANSNATIONAL, ACCENTED 

 

There has been much discussion surrounding the film and art of a ‘diaspora’, but 

there is also need to examine the spaces that geographically mobile artists move 

within and how this movement occurs. Diaspora as an analytical category has been 

used to investigate the process of dispersion of ‘so-called dislocated communities’ 

(Mirzoeff, 1998; Clifford, 1994; Hall, 1990; Bhaba 1994; Anderson 1992). It has 

included a semantic broadening that incorporates an adjectival use of networks that 

permits, amongst other things, a focus on interconnections beyond the local or 
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national (Baumann, 2000: 325). The expansions of these discourses imply that it is 

possible to consider the artists presented here within this ‘category’. However it 

could also over-emphasize or misconceive the adverse effect of mobility that may 

have been enforced or dislocatory in one respect or another. The diverse use of the 

term diaspora and the related debates may be in part due to ‘the problems of 

defining a travelling term in changing global conditions’ (Clifford, 1994: 302). As 

some artists shift between or relocate across geographical and spatial boundaries 

multiple times, their trans-local experience calls into question the assumptions that 

presuppose a linear flow in the opposition of home and host. This dichotomous 

approach often gives a limited perspective on the discussions of contemporary 

migration and the diaspora. Furthermore when tackling what is meant by the term 

diaspora, there is a diverse range of semantically related terms such as immigrant, 

expatriate, exilic, migrant worker, economic migrant, refugee, itinerant which whilst 

being different share qualities that could make them also ‘diasporic’ (Clifford 1994: 

303). These terms are utilized to articulate a diverse range of experiences or creative 

intentionality to their artworks that do not always sit neatly into such defining fixed 

models, as in fact there is no overarching template of the diasporic subject and 

rather is contingent on a configuration of factors at any given historical moment 

(Clifford 1994: 306). In between the ‘imagined community’ proposed by Anderson 

(1983), the various mediascapes and technoscapes described by Appardurai (1996) 

and the deterritorialization of networks and distribution (Deleuze, 1997), one can 

identify a conceptual turn away from the rigidly defined notions of territorial 

citizenship and exclusion, as the sole arbiter of national identity associated with the 

nation-state, towards an understanding of fluid sites with shifting and contested 

boundaries within contexts of globalization (however defined) and re-

territorialization. Furthermore as Roberts illustrates Appadurai’s emphasis on the 



 120 

‘shifting’ and ‘moving’ within his description of ethnoscapes has ‘certain ambiguities 

deliberately built into it’  (Roberts, 2000: 4). This ambiguity moves away from the 

limitations of an essentialized Africa or a single African diaspora but instead 

encourages the likelihood of multiple framings (Roberts, 2000: 6). 

 

The consequences of these contested boundaries (fluctuating according to various 

regimes of flow and exclusion) also impinge upon the situational identities of the 

people that move across territorial boundaries. It is here that one finds the 

discussions of ‘transnational diaspora’ where  

‘it is no longer assumed that emigrants make a sharp break from 
their homelands. Rather pre-migration networks, cultures, and 
capital remain salient…Multiple, circular and return migrations, 
rather than a singular great journey from one sedentary space to 
another occurs across transnational spaces.’ (Lie, 1995: 304)  

 

The artists discussed below considered their migration in terms of a movement to 

and from different places and in various directions. Therefore it is worth 

questioning the over determining assumptions (or other configurations of the 

politics of identity) that seek to locate a ‘stable’ diaspora tied to singularity of place, 

ethnicity and culture, and consider instead understanding the diaspora as being 

situated in overlapping multiple sites, ‘where the shadow of the other falls upon the 

self’ (Bhabha, 1994: 60). These translocal African animation artists own rejection or 

difficulty with the description ‘diasporic artist’ would indicate that this label does not 

sit well in their view of their cosmopolitan experiences of mobility. The images 

produced by such mobile artists offer the possibilities of the ‘multiple view-points’ 

(Mirzoeff, 1998:208). These multiple viewpoints are not only the result of a 

negotiation of interactions between producers and visual cultures situated in space 
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but also negotiations of interactions across time, as in references to the ‘past-

present’ (Bhabha, 1994: 7). The specific artists discussed here clearly played with the 

intertextuality discussed by Mirzoeff (1998: 207-209). They created animations that 

encompassed different times and places. Ezra Wube’s films in particular presented 

evidence of images that strongly referenced his childhood memories of Ethiopia and 

his individual experiences of migration. His film Hisab (2011) for example, dealt 

with a recurring interest in movement and travel from one place to another, even 

when this presents itself under the guise of an Ethiopian tale of a goat, donkey and 

dog’s travels on a bus, it situates the narrative in the artist’s own childhood 

neighbourhood (Personal Communication, Wube, 25/08/2012). These ‘inter-visual’ 

aspects allow for the associations, aesthetic or academic that can go beyond the 

intent of the artist (Mirzoeff, 1998: 209; Baxandall, 1985) resonating with different 

groups of people. Ezra Wube intended his animation to document an Ethiopian 

oral tale by a literal representation of the characters and story (Personal 

Communication, Wube, 25/08/2012). However, to an audience unfamiliar with this 

tale and the cultural context that informed this narrative, the reading of the film can 

also be interpreted by Western cinematic paradigms (which the artist Wube in his 

conventions of practice drew upon also) to offer multiple and alternative 

significances.    

 

By examining a selection of films, one can critically identify and assess key thematic 

qualities that may appear within the mobile artist’s work and to offer them as 

evidence of another type of African animation shaped by the experiences of 

mobility and its use as a creative resource for such artists. Here one must account 

that the migration of the artists being discussed as a flux of moving to and from 

different localities, regions or continents. Therefore longstanding paradigms that 
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may be called upon to understand the condition of the diaspora may offer limited 

modes of exploration. Mirzoeff, for example, warns of the more recent dangers of 

the use of the term diaspora in the context of a new super class of liberated nomads, 

who bear no resemblance to earlier concepts of the diaspora and that may lend the 

term to a more universalist use (Mirzoeff, 1998: 210). These privileged few have the 

means (financial, social or political) that permit or position them to travel and move 

within different spaces with relative ease. This new type of movement in the 

diasporas coupled with a more evident cultural visibility in the Western arts, could 

also usher ‘in a new regime of multicultural normalisation’ (Mercer, 1998: 196). 

Mercer’s discussion of the visual management of cultural difference sees diversity as 

another necessary consequence of the ‘social and cultural norm of postmodernity’. 

He alludes to the tensions experienced by diasporic artists who choose to point to, 

or play with, this condition of difference or not as the case may be. It is possible to 

view the animations discussed here as examples that exhibit either or both of these 

qualities. The Nigerian Ebele Okoye illustrates this across the varied treatment in 

her films, at times overtly concerned with Nigerian motifs in narrative or form, and 

at other times her sensibilities as a so-called diasporic artist appearing to have a 

limited visible impression upon her film. The politics of identity and difference must 

therefore inform the discussion of these animations to frame the intervisual or 

hybrid aesthetic as a quality that may (in places) result from the artist’s intentioned 

play, a dialectical practice that addresses the transnational nature of the multiple 

markets that they deal with.  These mobile artists and animators not only serve to 

illustrate the complexities of being termed diaspora but arguably have demonstrated 

the shortcomings of a ‘diaspora’ category in not sufficiently addressing the 

complexity of positionings that they experience and that may be inflected in their 

work.  
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In addition, animation’s ability to straddle different moving image forms and draw 

from various artistic practices (the sculptural, painterly, photographic, graphic, 

theatrical, and musical) as discussed earlier, draws attention to its ability to occur in 

overlapping and sometime contradictory sites of display. It inhabits and circulates 

very different spaces; the cinema, the gallery, the living-room, and as Buchan (2012: 

137) argues oscillates between the high/low art divide. Its association with popular 

entertainment has at times hindered its status within the arts and consequentially 

suffered from a displaced sense of artistic merit that does not sit well within the 

various academic discourses.41 There are some exceptional cases, such as the work 

of South African artist William Kentridge, where animation is discussed as ‘the 

Time-Image’ or ‘Drawings for Projection’ and in relation to Kentridge’s work in 

theatre (Kaplan & Kentridge, 2005; Krauss, 2000). However generally discussions 

on the projected moving image in the gallery tends to be undertaken with reference 

to the notions of avant-garde and experimental filmmaking (Vogel, 2005: 60, 72, 

110, 147). The cases provided here also vary dramatically in their loci of production, 

exhibition and dissemination, where one artist chose the gallery and public space, 

whereas another chose online content sharing and the animation festival as a 

preferred space to show their work. These contradictory spaces have had a 

necessary effect on the considerations made by each artist in relation to a notional 

viewer and the politics of exhibition. Consequentially, Ethiopian-born Ezra Wube 

adopted a longstanding painterly treatment and aesthetic, digitized through the 

camera and computer, with the intention to exhibit these moving images in a gallery 

as well as being able to post them online. Nigerian-born Kenneth Shofela Coker 

                                                
41 With the exception of artists like Takashi Murakami and his sculptures that reference anime and 
manga. Murakami is known for toying with the nature of the high art low art divide see Darling (2001: 
76-89). 
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preferred the clean sculptural polygon-forms and volumes rendered visible by the 

combination of 3D computer animation software and hardware, and appealed to 

comic book enthusiasts on online video streaming sites such as Vimeo. Where 

Wube’s images carried a some-what timeless quality, Coker’s images exuded a clear 

sense of an image situated within the digital age. The consumption of these different 

animations across different contexts, whether as popular entertainment or as 

moving image art intended for a gallery, present a set of questions regarding their 

categorizations that resonate with the problematic discourses made over definitions 

of popular art, and the contrived dichotomous opposition between so-called 

‘traditional’ and contemporary artistic practices in African art (Barber, 1987; Picton, 

1992).  

 

INTERSTICES OF IDENTITY 

‘To come from elsewhere, from ‘there’ and not ‘here’ and hence 
to be simultaneously inside and outside the situation at hand, is to 
live at the intersections of histories and memories, experiencing 
both their preliminary dispersal and their subsequent translation 
into new, more extensive arrangements along emerging routes.’ 
(Chambers, 1994: 6) 

 

The ambiguous status of the animated film within the arts (and more specifically 

moving image) has resonances with the concerns of ambiguity of identity and locus 

found in the works presented here. At times, the locus of the mobile artist has a 

discernable transitional quality that echoes throughout the body of their work. Their 

displacement lacks fixity to a singular point in time and space and the certainty of a 

linear direction, instead ‘constantly subject to mutation’ and ‘always in transit’ 

(Chambers, 1994: 5). They are part of the discussions of post-colonial, transnational 

or multi-cultural art. The simultaneous tensions that are often invoked in multi-
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cultural arts discourses (Oguibe, 1999; Enwezor, 2008) arise from the artist 

circulating within different spaces and as can be explored in the case of the Nigerian 

artist and filmmaker Ebele Okoye or German/Burkinabe Cilia Sawadogo. Okoye 

was in 2009 described as a ‘new’ African diaspora filmmaker, working in Cologne 

(Nzegwu, 2009: 320) and later on the Deutsche Welle arts and culture program, 

Arts.21 aired on the 10th November 2012, as being positioned between Germany 

and Nigeria (Arts.21, 2012, http://www.dw.de/program/arts21/s-7885-9798. 

Accessed 20/11/2012). However the varying descriptions of Okoye’s animations 

placed her films in different spaces at different times, such that they were either an 

example of Nigerian animation per se, or as an example of animation from the so-

called Nigerian diaspora. Her practices also straddled different sites of production 

between making films in Berlin and training and collaborating with animation artists 

in her studio (ShrinkFish) in Lagos. The Arts.21 program on Deutsche Welle’s 

online podcast (10/12/2012) described Okoye as a Nigerian artist ‘at home in 

Berlin’, or in her own words, as having two homes; ‘home is where you feel 

welcome’. Okoye’s early films, unlike those of Coker (Nigeria) or Wube (Ehtiopia) 

did not draw upon an overtly distinctive use of culturally situated signs such as the 

Amharic text utilised by Wube across a number of his films, the patterns and 

designs of Nigerian textiles by Coker in Iwa (2009) and Oni Ise Owo (2008), or other 

discernible motifs that could be read as ‘Other’ to a Western audience. Her selection 

of narratives and aesthetic devices could be seen to have a contextual purpose 

focusing on multiple audiences that were likely to engage with the film, the intended 

mode of distribution and exhibition venues. Furthermore her constant physical 

movement between different countries further challenged the act of classifying her 

films to discrete categorization of either the ‘diasporic’ or the Nigerian.  
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These modes of classification were not unique to Okoye’s work and were echoed by 

the animator Cilia Sawadogo. Sawadogo has also been framed by references to 

multiple identities and geographical places; described as an African, Burkinabe, 

German and Canadian artist (Amarger, 2003, Ellerson, 2010). Amarger described 

her most significant films as ‘inspired by Africa – a continent permeated by the 

magic of images, with a predilection for the oral tradition’ (Amarger, 2003: 16). 

These types of descriptions allude to a generic stereotype associated with the 

African continent that may be deployed by the artist to proactively promote her 

work to Western audiences. Her films presented overt visual cues that had a 

contextual purpose of positioning them within these types of discourses, even if the 

images were not directly a result of Sawadogo’s appropriation of Burkinabe visual 

arts.  

 

CILIA SAWADOGO: GERMANY/BURKINA FASO/CANADA 

 

Sawadogo was born in Leipzig, Germany in 1965 of a German mother and 

Burkinabe father, and lived there for eight years. She subsequently moved to 

Burkina Faso where she lived for another nine years with her paternal family. In an 

interview with Hearne (2002), she recalled deciding to move to Quebec at the age of 

sixteen following a chance encounter with a couple from that city in Burkina Faso. 

In 1983, a year later, Sawadogo moved to Canada where she studied languages. She 

then moved to Concordia University to undertake a Diploma in Communication 

with a minor in animation, where she consolidated her interest in animation, 

graduating in 1989 (Hearne, 2002 http://ctr.concordia.ca/2001-02/Jan_10/02-

Sawadogo/. Accessed 25/05/2013). In her interview with Hearne (2002), she 

described her early professional transition (as a recent graduate) from the public 
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relations sector to filmmaking. This included working as a freelance animator for 

CBC (Canadian Broadcasting Corporation), working her way up to assistant 

animator at the NFB (National Film Board), and being active with the Vues d’Afrique 

Film Festival. By 1993 she had directed two films, a 2D drawn animation A Woman 

married three men (La Femme mariee a tres homes) (1992) based on a narrative from the 

Democratic Republic of Congo and Naissance (1993) an illustrated poem that were 

part-funded by the NFB. The following year she followed these films with L’arrete 

d’autobus (1994) with a specific interest in racism and so-called ‘interracial’ 

relationships (Pallister, Hollister, 2005: 30). The 2D animated film The Cora Player 

(1996) was written and co-produced by the Burkinabe filmmaker Gaston Kabore 

for the NFB. This film won the OUEMOI prize at the pan-African film festival 

FESPACO in 1996.  

 

 

Figure 4.01: Two frames from Sawadogo’s animation for the NFB The Cora Player (1996) 

 

From 1999 onwards, Sawadogo took a position as a lecturer at the Mel 

Hoppenhiem School of Cinema, at Concordia University, Montreal. The following 

year she completed the animation Christopher changes his name (2000) for the NFB, 

about a little boy (with family from Trinidad) who wants to change his name. She 

then went on to make another 2D animated short, La ruse du lievre (2001) in 
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collaboration with Concordia University, that told a story of an ancestral Boabab 

tree that narrates the story of the hare that wanted to grow stronger and bigger than 

the tree. Some of her other professional work included animating five shorts on 

Sesame Street (1992-1993), independent filmmaking at Concordia University, and 

training and consulting on the UNESCO Africa Animated projects in 2004 and 2005, 

and giving animation workshops around the US and the UK at a variety of African 

arts and film festivals including the 16th Chrysler African Festival of the Arts in 

Washington. Throughout her career she has actively promoted African women 

filmmakers/ animators, such as her collaboration with Malian animator Kadiatou 

Konate in 2002 (Hearne, 2002). In 2005 she completed the forty-five minute 3D 

Computer animation, Tree of Spirits (2005), the longest animation in her portfolio set 

around the adventures of two children, Kodou and Tano, and a magical Baobab tree 

in Burkina Faso. This film, like The Woman who married three men (1992), was screened 

under the category of ‘African’ animation at different festivals, such as the 

Senegalese animation festival AfrikaBok in 2009 (http://www.africine.org/?menu 

=art&no=8612. Accessed 15/05/2013), the Washington University African Film Festival 

(2012), the Africa in Motion Festival in Edinburgh (2011) (http://www.watershed. 

co.uk/whatson/3112/cinekids-the-tree-of-spirits. Accessed 20/05/2013), and the 

New York African Film Festival (2011). Sawadogo referenced her own identity in 

different ways, in an interview with Hearne in 2002 she stated that ‘As far as I 

know…Kadiatou and myself are the only two female African animation film 

directors in the world’ (Sawadogo, in Hearne, 2002 http://ctr.concordia.ca/2002-

03/Sept_12/10-Animators/index.shtml. Accessed 11/01/2013). In an earlier 

interview in 1997 held at Vues d’Afrique, Sawadogo described the complexity of her 

identity, not exclusive to one place or another, 
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‘Poly-cultural,’ yes.  I think it brings something particularly 
interesting.  I think it reflects the way that I make films.  My films 
are never about a specific culture. They are films that always 
touch on a universal theme.  I consider myself a citizen of the 
earth before anything else.’ (Sawadogo in Ellerson, 1999) 

 

In this same interview, Sawadogo went further by resisting the association with the 

term African diaspora. The rejection of the term diaspora may have enabled her to 

make claim to the Quebecois sense of belonging whilst also giving her entitlement 

to the categorization of ‘Burkinabe’ filmmaker. Her formative education in 

animation and subsequent practice in this field was firmly based in Canada, but the 

variety in locus of the distribution and exhibition of work and her interactions with 

key players in this field would suggest both the ‘polysemous’ positionings and the 

political negotiation of these possible identities in various contexts.   

‘I will say that it often depends on where I am and with whom 
who I am.  For instance, when I am at Vues d'Afrique, and when 
I participate in the events at Vues d'Afrique, I become truly 
African, I feel African.  When I am at FESPACO, I am 
African.  However, if one analyzes closely the way that I make my 
films, they are very Quebecois and they respond to Quebecois 
expectations and needs.’ (Sawadogo, 2000, http://www. 
africanwomenincinema.org/AFWC/Sawadogo.html. Accessed on 
11/01/2013) 

 

The strategic and contextual appropriation of different identities was not restricted 

to Sawadogo’s own agency but could also be seen occurring in external institutions 

selecting to include her as a ‘Canadian’ or Burkinabe filmmaker where it was 

advantageous to their own portfolio. The Burkinabe Ministry of Culture and 

Tourism’s website entry on FESPACO for example listed Sawadogo as one of the 

many filmmakers hailing from Burkina Faso with no reference to her connections 

with Germany or Canada (http://www.culture.gov.bf/index.php/fespaco. Accessed 
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25/05/2013). Sawadogo’s involvement with the NFB was also an interesting 

relationship. Since its inception in 1939 the NFB has  

‘been a provisioner of sorts, a living example of modern Canada’s 
commitment to find unity in its social diversity…provided a 
platform for minority or non-mainstream groups to express their 
legitimate needs nationally, encouraging them to find their 
rightful place in a complex and alienating society.’ (Evans, 1991: 
ix) 

 

The NFB as early as 1980 had changed their ‘Objectives’ document to specifically 

include pursuing an international role, ‘ especially in the Third World’ (Evans, 1991: 

266) and in 1984 the film commissioner Francois Macerola staked a territorial claim 

to the NFB philosophy with a policy that focused clearly on addressing ‘the cultural 

and social needs of minority and specialized audiences’ (Evans, 1991: 289).  

Therefore with this lasting legacy underpinning policy at the NFB it was possible to 

consider the benefits arising from Sawadogo’s connections beyond Canada, as 

evidenced in the collaboration with the well-known Burkinabe filmmaker Gaston 

Kabore42 on The Cora Player.   

 

Sawadogo’s films were by her own admittance a response to the audiences 

expectations, and her work in many examples, such as The Woman who Married Three 

Men (1992), The Cora Player  (1993), Christopher changes his name (1999), La ruse du 

lievre (2001), Tree of Spirits (2005), reference motifs from different African countries, 

as well as on overt concern with race,  

‘I do not feel obligated to only focus on themes about racism, or 
themes about Africa, or themes about black people.  I think it is 
important to be free to work according to our creative needs and 

                                                
42 Gaston Kabore is also known for being General secretary of the Pan-African Federation of 
Filmmakers and his filmic contributions Wend Kuuni (1982), Zan Boko (1988) and award-winning Buud 
Yam (1997). 
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to go towards the things that interest us.  I am black; I live in an 
environment where I am in the minority.  Of course, these are the 
themes that interest me, and surely they will reappear more often 
in my films than other things.’ (Sawadogo, 2000, 
http://www.africanwomenincinema.org/AFWC/ Sawadogo.html 
Accessed on 11/01/2013) 

 

In contrast to Okoye who made films about the (her) ‘heimat’ in Berlin, German-

Burkinabe Cilia Sawadogo was motivated to make animated films that readdressed 

the imbalance in the representation of minority groups in Canada. Sawadogo 

presented through her work and discussions the complexity of the politics of 

identity and the multiple overlaps possible as the indigenized ‘Quebecois’ filmmaker 

and racialized ‘African Other’. In 2012 Sawadogo listed her research interest in 

making ‘animated shorts addressing immigration, migration and slavery… the ties 

binding people of African origin from the American continent to their point of 

origin and to each other’ (Sawadogo, 2012, http://hexagram.concordia.ca/ 

researcher/cilia-sawadogo Accessed 15/05/2013).  

 

Ebele Okoye instead provides an example of the type of cosmopolitanism, as 

described by Hannerz (1996), that demonstrates the ‘orientation, the willingness to 

engage with the Other. It entails an intellectual and aesthetic openness toward 

divergent cultural experiences, a search for contrasts rather than uniformity’ 

(Hannerz, 1996: 103). Okoye it would appear demonstrated an active embracing of 

German culture and language that did not require any of the tense negotiations that 

Sawadogo described experiencing (Okoye, 2012 a.). The different periods of time 

she spent between Nigeria and Germany could not be described as touristic. Nor 

could her experience be deemed one of exile as her involvement with this foreign 

culture is not ‘forced upon’ her, nor is it one of a labor migrant who sees the host 
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country as a place whereby the ‘involvement with another culture is not a fringe 

benefit but a necessary cost’ (Hannerz, 1996: 106).  

 

EBELE OKOYE: NIGERIA/ BERLIN  

 

Ebele Okoye (b. 1969) grew up in the village Igbo-Ukwu (South Eastern Nigeria) as 

the youngest of seven siblings. Okoye described spending her youth ‘buried in 

comics’ and listening to stories, identifying at that early age a desire to make 

animation; ‘though I did not know it was called "Animation" because we did not 

own a television set. All I knew was that I wanted these figures on the pages of the 

books or the moonlight stories-heroes to come live, move, talk’ (Okoye, 2012 a., 

http://www.dw.de/program/arts21/s-7885-9798. Accessed 20/11/2012). Okoye’s 

childhood memory of her first exposure to a television was of watching Mickey 

Mouse with her cousin. She subsequently read an illustrated article on how to make 

animated films. She recounted how these experiences confirmed her interest in the 

field, and fuelled her to continue her studies in Fine and Applied Arts (Personal 

Communication, Okoye, 05/12/2012).  

 

At the age of fifteen and upon completion of her secondary school studies she 

moved to Enugu. In 1989, upon graduating from the Institute of Management and 

Technology in Enugu with a Higher National Diploma in graphic design and 

illustration, she began her career as a cartoonist in Nigeria. Her early work straddled 

the advertising industry and freelance work for newspapers and magazines. Her 

decision to move from full-time employment to freelance studio-based work was 

somewhat of a forced move resulting from an unwillingness to conform to 
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conservative work practices, such as wearing dresses to work instead of trousers 

(Personal Communication, Okoye, 05/12/2012). Okoye described how she soon 

developed a rebellious nature that took voice as protest within her art43.  

 

She is cited for her contribution to Nigerian comics, with the now discontinued, 

‘Kickas’ World’ (1990), a soccer themed comic and notable phenomenon for being 

the first of its kind in the comic genre in Nigeria, and the unusual circumstance of 

being a woman on team of artists engaged with a typically masculine theme 

(Nzegwu, 2009: 321). Her early artistic career consisted of prolific contributions in 

the form of comics and paintings in solo and group exhibitions in Lagos and Abuja 

in Nigeria, as well as exhibitions in South Korea, Austria and Germany from 1995 - 

2004. The exhibition sales and commissioned portraits of expatriate children in 

Lagos served to finance Okoye’s eventual migration to Germany.  

‘Despite being an artist/painter on the way to "making a name", 
in 1993, at about the age of 24, I intensified my efforts to leave 
Nigeria to study Animation Film making because there were no 
schools in Nigeria where such pursuits were possible. So I started 
teaching myself French and German with the help of dictionaries. 
I also made personal efforts to meet and interact with people 
from these countries.’ (Personal Communication, Okoye, 
05/12/2012) 

 

The move to Germany began with a short three-week visit in 1995 in Worpswede, 

hometown to two German artists, the painter Paula Modersohn-Becker and the 

poet Maria Rilke, whom Okoye described as ‘very influential’ to her experience. 

Spurred on by an enthusiasm for a return to Germany, Okoye spent her time 

looking to further her studies in Germany and was accepted on a post-graduate 

                                                
43 By the end of the 1980s this gendered differentiated convention of trousers as exclusive to males 
had dissolved throughout Southern Nigeria and was no longer adhered to by young females (Personal 
Communication, Gore, 29/08/2014)  
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program for African Studies at the University of Cologne in 1997. It was not until 

2000 that the visa was granted for her to be able to do so.  

 

During that period, of noteworthy mention were the exhibitions by selection of the 

National Gallery of Modern Art in 1996 and her last group show in 2000 before her 

departure to Germany at the Goethe Institut in Lagos, Woman to Woman. The 

exhibition was conceived ‘to examine women’s relationship to the socio-political 

issues of the day’ and this concern with the feminine is one aspect of Okoye’s work 

that also permeated throughout her animated films, from the interest in gender 

ambiguity in Footy my Love (2011), to lustful pursuit of Anna Blume (2009), and the 

solitary character in The Lunatic (2007), the heroines in The Essence (2010) or the key 

narrative voice in Meine Heimat (2012). By personal admittance, the concern with 

gender was not conscious or by design, nevertheless Okoye’s films incorporate such 

issues into their plot. She also appeared in some cases to be attracted to narratives 

that displayed themes that may have been contentious within the social norms of a 

Nigerian context and this quality to her work must have had it affect upon 

distribution within Nigeria (Personal Communication, Okoye, 05/12/2012).  Unlike 

Ezra Wube or Kenneth Coker (discussed below) Okoye’s early work did not overtly 

declare central interests that specifically related to her Nigerian ties but instead 

presented a selection of narratives that have a diverse appeal. For example, her 

graduate animated film Paper Mouse (2004) was a playful short that pitted an architect 

in a battle against a paper-eating mouse in a simple graphic two-tone style. This 

animation could easily sit amongst a line-up of European short animations and be 

considered culturally indistinguishable from the others. Her body of work does not 

only exhibit a diversity of narratives but an equal diversity of aesthetic treatments 

that vary greatly from one film to another but rarely make use of any specific 



 135 

culturally identifiable imagery. This may be symptomatic of her cosmopolitanism, 

having been described by Nzegwu as an animator whose experience is neither 

politically exilic nor motivated by difficult personal circumstance (Nzegwu 2009: 

303), and therefore able to position herself as at home in many places. For the most 

part her animated films lacked a repetition of motif or a clear aesthetic style that 

linked her to a diasporic or Nigerian origin.  

 

This engagement with Berlin as home occurred at a very intimate level and is most 

visible in Okoye’s animation Mein Heimat (2012). This 2D/3D computer animation 

was a visual interpretation of the German poem by Ulrike Almut Sandig about the 

abandoned Tempelhof Airport, that ceased operating in 2008 and that has since 

been redeveloped into a recreational park. The animation depicts the site in a 

schizophrenic strobe between different historical moments and the varied uses of 

this landscape as viewed from the perspective of an old woman in 2017. The 

location itself has a strong resonance with Berliners who have experienced this 

landscape change over eight decades. At all moments this site played a strong 

impactful role in the life of the community, from its start as farmland to airport 

renown for having an airstrip dating back to 1927. The airport in particular has its 

negative associations with Nazism, its iconic modernist architecture  (Endlich, 

http://www.tempelhoferfreiheit.de/en/about-tempelhofer-freiheit/history/national 

-socialism/architecture/. Accessed 01/08/2014) and its positive role in sustaining a 

stranded community at the end of the Second World War. Eventually following its 

closure causing much debate on the use of the space as a recreational park with 

various public art installations. 
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Figure 4.02: Two Sequential Frames of the Tempelhof landscape in a stroboscopic sequence of 
different historical moments in Mein Heimat (2012) 

 

 

Figure 4.03: Still frame of the Tempelhof Airport from Mein Heimat (2012) 

 

The Guardian article on the 31st October 2008, reported the close of Tempelhof’s 

airport and gave an account of the impact of this place,  

‘This is a sad moment. This place is part of our lives, a part of 
Berlin,” said Helga Stock, recalling how, aged eight, she had 
stared in awe at the non-stop stream of aircraft descending on 
Tempelhof, crammed with the goods to sustain a stranded city. 
“For us, Tempelhof is a place of hope.’ (Smee, 2008, 
http://www.guardian.co.uk/world/2008/oct/31/germany-
architecture/print. Accessed on 19/05/2013) 
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Okoye’s animation succeeded to represent an interpretation of these moments, 

through the recollections of the old woman, but more importantly she captured the 

attention of a Berliner audience that identified the places and memories she evoked.    

 

Okoye intended her animation to be viewed within a local Berliner audience, and 

understood the pertinence of this place as seen from the position of an insider. The 

film was created with the distinct intention to be screened at the ZEBRA Poetry Film 

Festival in Berlin, and Okoye withheld releasing a digital copy on the Internet until 

after the event on the 20th October 2012. As she stated in her own synopsis of the 

film,  

 ‘Conclusively, only MOSTLY people from Berlin will be able to 
understand it beyond the presented visual abstract, thus making 
this remain predominantly a Berlin-related interpretation.’ 
(Okoye, 2012 http://ebeleokoye.com/portfolio/meineheimat/. 
Accessed 15/05/2013)  

 

 

Figure 4.04: Still Frame of Berlin’s streets with a representation of the rise and fall of the wall from 
animation Mein Heimat (2012) 
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However it does need to be noted, firstly, that a key feature of the Biafran war 

(1967-1970) which has shaped post-Biafran Ibo Collective identities, was the 

strategic significance of airports in the war with their destruction by Nigerian 

government forces entailing Biafran surrender (Personal Communication, Gore, 

28/08/2014).  These now discontinued airports are still pointed out, up to the 

present day, within local Ibo speaking communities such as the airport at Uga also 

in Anambra state that is 40 km? from Ibo Ukwu (Personal Communication, Gore, 

28/08/2014). Secondly, the construction of airports in the South Eastern states of 

Nigeria has been a key marker of a given federal state progress and modernization, 

even when constructed locally and not actually used as an airport within the 

infrastructures of the Nigerian nation-state. Thus a Southern Nigerian audience 

would also find the Heimat airport narrative iconic and inflect certain federal state 

aspirations as well as for the South Eastern Nigerian would elicit the memories of 

the Biafran war (MASSOB, a separatist Biafra movement is still active within local 

communities in this region).  

 

The animations Patterns (2009), The Essence (2010) and The Legacy of Rubies (In 

development in 2014) are counter examples to Okoye’s other work that represented 

themes typically associated with the condition of migration and a Nigerian narrative. 

The animated film Patterns (2009) whilst dealing with the topical theme of the social 

and bureaucratic difficulties faced during migration does not have the same aesthetic 

treatment in style and context. The development of this film began in 2006 at the 

Dresden Filmfest, during a four-day exchange program bringing filmmakers and 

animators together first in Germany then in an Eastern European country.  The 

program also included a competition for the award of the DEFA Foundation grant 

to encourage co-productions between Germany and Eastern Europe. Okoye won 
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this prize with an Estonian filmmaker to work on what would become the film 

Patterns (2009).  

 

In the film Patterns (2009) Okoye reused parts of her paintings to give texture to the 

surreal maze like spaces within which her protagonist travels. The journey consists 

of making ones way to ‘Human Rights City’. By knocking on doors and falling 

through the open abyss the protagonist it faced with circular choices that appear to 

lead nowhere. The animation whilst technically economical, through its limited use 

of line drawn animation and predominant cutout/ collage style, still managed to 

convey the disorientation of the protagonist from navigating through this complex 

web. Unlike Okoye’s treatment of the environment in the film The Essence (2010), 

the space in Patterns (2009) has an ambiguous quality that is not easily located in a 

specific place. It has a sense of the urban that is inferred through her use of the 

aerial view and rhythmic treatment of people’s movement within the space.  

 

  

Figure 4.05: Two frames of an aerial view of the character navigating through a metaphorical maze of 
bureaucracies in his attempt to secure entry into a country from the animation Patterns (2009)   

 

In 2010 the film The Essence (2010) won the ‘Best African Disapora Animation’ at 

the ANIMAFRIK festival in Ghana. This short animated piece was inspired by the 

collaboration with the young Nigerian writer Hafeez Oluwa. ‘Shortly before the 
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international women's day celebration in May 2010, a young Nigerian writer and 

medical student named Hafeez Oluwa sent us a script which he wished to have as 

an animated opening for the International Women's day celebrations’ (Okoye, 

2010). Upon the writer’s request, Okoye produced a six-minute 2D Computer 

animation with a minimalistic style and this economy in design and technique had 

the added benefit that allowed for a rapid sixteen-day turnaround. Between 2010 

and 2011 the animation was screened in range of film festivals across different 

countries including Mozambique, Trinidad, Czech Republic, Italy, Australia, 

Belgium, Germany, Greece, Spain, United Kingdom, the US and Sweden. With a 

similar mutability to Okoye’s cosmopolitan identity, the festivals varied in their 

treatment of this film, making it a popular choice for ‘African Animation’. They 

included the film in a special African program, as part of an ‘African Film Festival’ 

or as a film of the ‘Diaspora’, whilst Okoye listed the film’s countries of production 

as Germany/Nigeria.  

 

The short narrative for this animation firmly sets the scene within a quasi-

edutainment stereotype of an African environment, depicting a landscape suffering 

drought and famine. The demise of the inhabitants of this place is changed upon the 

poetic arrival of women dropped by birds from the skies. The women proceed to 

work the land and care for the delicate life that takes hold, bringing colour to the 

environment. The animation raises its own set of questions that Okoye herself 

identified whilst commenting on the African Digital Arts Community page, ‘THE 

ESSENCE. Still being preferred as ‘African Animation’ though we are of the 

opinion that we have (more modern/abstract) works that should be regarded as 

African Animation. So why is it always ‘The Essence’? Is it because of the setting? 

Are we still bound by these clichés of Africa?’ (Okoye, 2011) 
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Figure 4.06: Two still frames from the animation The Essence (2010) 

 

The Legacy of Rubies was Okoye’s first major production as a longer format 2D 

animation. The project began in 2009 and was listed under the production company 

ShrinkFish (Nigeria). The company ShrinkFish was setup that same year by Ebele 

Okoye and her brother Ifeanacho Okoye who resided in Nigeria (Okoye, 

23/11/2012). The separation between Okoye’s positioning, as independent film 

director and Associate Director for ShrinkFish productions, ensured that she could 

position herself in different spaces under the guise of different roles44. As a mobile 

artist travelling between Germany and Nigeria, Okoye was well placed to promote 

the pitch for the film as a director on an international circuit with the intention to 

attract and broker with reputable distributors for European and American regions, 

                                                
44 Okoye has capitalized upon the freedoms afforded by digital technologies in permitting the 
adoption of different identities for different uses, for example Okoye’s multiple profiles in Facebook 
as artist, filmmaker, producer, illustrate this and is discussed in detail in Chapter 6.  
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such as short-film distributors InterFilm (Berlin), Franco-German television 

company Arte tv, independent broadcasters ZDF Tv (Mainz) and Focus Features 

(New York) (cited as official supporters on the company website). Simultaneously 

her company in Nigeria secured access to opportunities within Nigeria such as 

support through the Goethe Institute to setup an animation sustainable training 

initiative called SMEDLab, to encourage the growth of local animation practitioners.  

 

The intention with The Legacy of Rubies was to develop a twenty-three minute 

narrative. The story is set in Nigeria and concerns a young boy who is kidnapped and 

discovers he is heir to the dying king. Okoye cited her intention to refer to Nigerian 

folklore, inspired by her childhood stories and Nigerian social environments. Yet, the 

kidnapping of children for ransom has taken place on a regular basis in Southern 

Nigeria since at least 2003 to the present day, and is reported profusely in 

newspapers. Unlike her earlier work, she positioned the story firmly within a 

Nigerian context making frequent public references (in interviews, blog postings and 

forums) to the need to promote Nigerian narratives across a global audience. 

Furthermore in accordance with the ShrinkFish Productions wider initiatives, Okoye 

intended to produce the project using Nigerian artists primed for production through 

the workshops that the company intended to run (Animation Nomads, 2010 

http://www.nigeriafilms.com/news/8681/12/the-nigerian-animation-film-making-

industry-gets-a.html. Accessed 21/08/2014). Okoye anticipated that the film would 

encourage collaboration across Europe and Africa with the purpose of using this film 

‘to inspire other film makers of African origin to take bolder steps towards 

animation’ (ShrinkFish Productions, 2011 http://www.shrinkfish.eu/projects/rubies. 

Accessed 21/08/2014). In 2010 Okoye secured $ 10,000 part-funding from the 

Africa First Initiative through the American film distribution company Focus 
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Features. Her ability to access and position herself within different transnational 

contexts of funding and distribution would suggest an acute understanding of 

ecologies of production in a global context. Furthermore her ability to promote and 

exhibit her work through the use of different online platforms (as discussed in detail 

later) allude to her cosmopolitan negotiations of mobility. 

 

PERVASIVE ‘ACCENTED’ FORMS 

 

The discussion of an aesthetic appropriation and mixture of form, narrative, design 

and the component parts that constitute the overall make-up of the animated film 

should serve to illustrate the limitations of locating these films within a specific 

genre of filmmaking or image-making specific to a single locality, region or 

continent. The cases of Ezra Wube and Kenneth Coker which follow in more detail, 

examine how animation’s unusual status as a medium and its pervasive nature may 

provide a vehicle for the animator or artist from the so-called diaspora to engage 

with and explore the concerns of notions of ‘homeland’, mobility, and identity 

within the artwork. The examples of work discussed echo some of the concerns 

raised in Naficy’s (2001) discussion of ‘accented cinema’ and in particular the 

transnational auteur cinema. The description of accented cinema provides a useful 

trope to draw upon as it is provides as less restrictive classification of a style or 

movement, it is ‘not monolithic, cohesive, centralized, or hierarchized’ (Naficy 2001: 

19). Instead Naficy proposes that this type of cinema possesses qualities that are 

‘simultaneously global and local, and it exists in chaotic semiautonomous pockets in 

symbiosis with the dominant and other alternative cinemas’, and for this reason sits 

well with the discussions of the animated films of the mobile artists (Naficy 2001: 

19).  Nevertheless within these different spaces the artists discussed have had to 
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contend with the questions of ‘authenticity’ that their images invite within different 

sites of exhibition and consumption. Naficy’s observations on these positionings 

resonate with these artists as they seek to balance and reconcile ‘ethnic and national 

loyalty with personal and artistic integrity’ (Naficy 2001: 82).  

 

The animated films of the artist Ezra Wube, for example overtly referenced a 

concern with the theme of mobility, departure and home, through the particular 

notion of the traveller. His work tended to be screened and exhibited under the 

premise of high-art or art-house cinema with aesthetically labor-intensive animated 

paintings or collage/cutout animation. In contrast the animated shorts of Nigerian 

illustrator and animator Kenneth Shofela Coker presented the ‘digital’ aesthetic 

quality exhibited typically by computer rendered imagery, and a covert innuendo 

about exile in his reinterpretations of Yoruba mythologies. These examples provide 

an opportunity to explore the ‘dissolution of any stable connection between a film’s 

place of production and/or setting and the nationality of its makers and performers’ 

that a transnational cinema posits (Ezra & Rowden 2006: 1). They allude to the 

possibilities of counter hegemonic responses within the animations of the so-called 

diaspora. 

 

KENNETH COKER: NIGERIA/ US  

 

Kenneth Shofela Coker (b. 1987) is a young Nigerian artist whose work experience 

and artistic practice grew from working in small niche animation studios in Lagos, 

Nigeria, to the position of character designer at Sony Online Entertainment in San 

Diego. Coker’s interest in animation began in his childhood as an avid reader of 

Marvel and DC Comics, Superman, The Avengers, Spiderman, which his grandfather 
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bought for him in Surulere along with the family collection of Tintin, Asterix and 

Obelix. For the most part, Coker recollected reading Western format cartoons, and 

has no childhood memory of Nigerian cartooning45. Coker described his particular 

fascination for the ‘real-world’ historical references that ran through the comics 

such as Tintin or Obelix and Asterix, aspects of which make a reappearance in his own 

work with Jupiter Jonah and the related project Outcasts of Jupiter (Personal 

Communication, Coker, 05/11/2012). Coker had, on many occasions referred to 

the childhood influence of comics in his own work. Such as, for example, in 

interviews with African Digital Arts (2009) and with Comic Book Resources (2014), 

in personal comments on his blog, and in his Kickstarter video pitch for Outcasts of 

Jupiter (2014). It was important therefore to consider the significant role that comics 

played for Nigerian animators as an aspect of Nigerian popular culture. Other 

Nigerian animation contemporaries, such as Ebele Okoye and Adamu Waziri, 

echoed Coker’s strong interest in comics and the role they played in inspiring their 

professional development in the field of animation (Personal Communication, 

Waziri, 30/10/2002, Personal Communication, Okoye, 05/12/2012).  

 

Coker’s passion for the arts and illustration, as a child, was fuelled by his older 

brother illustrator Christopher Shobo Coker who challenged the younger brother 

not only to improve his skills and technical ability but also exposed him to different 

artwork and media in order to consider new ways of thinking about art (Personal 

Communication, Coker, 05/11/2012). This relationship was to prove lasting and 

valuable, spurring them to work collaboratively throughout their careers. Shobo 

                                                
45 We know from Oyin Medubi on cartooning in Nigeria that the historical narrative of cartooning in 
Nigeria was in the most part concerned with the political and in the context of newspaper and print. 
Medubi describes the Nigerian cartoonist as stemming from the role of political watchdog before 
1980’s, but experiencing a marked change in situation in 2000, the ‘stylistic development in each 
cartoonist is expectedly slow, and some find themselves mere illustrators of news items in the name of 
cartooning’ (Medubi 2009:207). 
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Coker also graduated in Fine Art Illustration from Memphis College of Art in 2005. 

Whilst Kenneth Coker moved to the US during this time his brother, Shobo Coker 

had moved between America and the Philippines, eventually taking up residency in 

the Philippines. In 2013, notwithstanding the significant physical distance between 

the two brothers (one based in America and the other in the Philippines), facilitated 

by digital technologies, a close working relationship was possible and continued in 

the form of various collaborations on illustrated novels and developments for 

animation (Coker, 2012 c.). Coker’s other childhood influences extended also to his 

father, a practicing artist and Professor at Yaba College of Technology, ‘Of course 

watching him work and the success he achieved probably allowed me to believe that 

making art for a living was a viable way of life. My father’s futurist tendencies and 

positive outlook on the manner in which art can affect a society rubbed off on me 

too.’ (Personal Communication, Coker, 05/11/2012) 

 

Before moving to America in 2005, Coker had a keen interest and some knowledge 

of the practice CG (Computer Generated) related arts in 3D animation. He accrued 

experience in different companies in Lagos, working in difficult conditions with a 

lack of adequate infrastructure and at times receiving no remuneration. In 2005, 

Coker worked as concept artist, CGI animator and modeller at Aqkumen Animation 

Lagos, Nigeria on the concept art, character design and modelling for the 

discontinued animated television show ‘The Passport of Mallam Illia’. Kenneth 

Coker’s preferred use of the digital tools such the computer, mobile communication 

technologies and the Internet to produce, exhibit and disseminate his work were 

consolidated during his graduate studies.  
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In America Coker furthered his studies by undertaking a BA in Design and 

Illustration at Memphis College of Art (2005 - 2009). During this time he grew a 

portfolio in both illustration and cartooning. As a ‘digital native’ (Prensky, 2001), 

whilst the illustrations, cartoons and animations he produced during his graduate 

studies engaged with a range of artistic practices such as screen printing, painting, 

ink drawings, these were subsequently digitized. He then posted these digital 

versions of his work on blogs, websites and forums. These virtual spaces provided 

access to a wider network of Nigerian digital artists, cartoonists, and enthusiasts that 

were cohering online through platforms such as social networking sites. Nigerian 

cartooning has been described as mainly grounded in print media (Medubi, 2009), 

however Coker’s own work and the network of other online Nigerian cartoonists 

that he connected to, suggested a new digital market or audience for cartoons and 

animation was emerging both locally and within the Nigerian diaspora46. During this 

time, Coker embedded a range of elements throughout the portfolio of work he 

produced that stemmed from his experiences in Nigeria. These included Yoruba 

mythologies and narrative with its deities and spirits, culturally situated practices 

such as masquerade, Hausa pipe players, and imagery such patterns on textiles or 

forms of masks (see Figures 3.07 – 3.10).  

 

 

                                                
46 This was also evident in the case of Nigerian Adamu Waziri’s Bino and Fino animated series, 
discussed in detail in Chapter 6. 
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Figure 4.07: Digital illustration of wood spirits that inhabit the Erodo forest, Oro and Iwin  (Coker, 
2009) 

 
 

 

Figure 4.08: Abstractions of Nigerian Hausa pipe players (Coker, 2009) 
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Figure 4.09: Abstraction of Nigerian Egungun masquerades (Coker, 2009) 

 

   

Figure 4.10: Two panels from a visual essay on the Niger Delta and the Ogoni Oil, depicting Esu, god 
of discord, as part of the militant group MEND (Coker, 2009)  
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The culmination of Coker’s degree was his graduate film, a 3D computer animation 

Iwa (2009) that won the Indie Memphis Film Festival's Special Jury Award for Visual 

Storytelling in 2009. Coker consolidated his various visual studies into an animated 

film that embedded a range of elements drawn from Nigerian society and cultures, 

such as those previously mentioned. In similar circumstances to other mobile artists, 

in 2007 he also worked on projects between both Nigeria and America. During that 

time Coker worked for Coreak Designs in Lagos as a 2D and 3D artist, mostly on 

architectural visualisations. One presumes that this early exposure to the specific 

technologies of CGI meant that Coker’s transition at a graduate level to computer 

generated short animated films was a likely consequence.  

 

Coker’s animations were rendered possible through the digitization of physically 

produced elements (such as drawings, patterns, paintings) and their use within the 

3D computer animation software (as textures, materials, or projections). The result 

of this was an animation that nonetheless can be positioned in the genre of 

computer-generated animation. Coker’s use of designs in Iwa (2009) that explicitly 

revealed the polygons and geometry underpinning the structural forms exposed the 

image as computer generated, as opposed to photographed, painted, drawn, and so 

on. This particular genre of animation poses an interesting challenge to the visual 

artist. As Darley (2000) identified its predisposition to simulation can break and 

collapse the discussion of clearly identifiable formal properties. It has also however 

conjured questions about the visibility of the artist’s intervention on the image, akin 

to the discussions made by Walter Benjamin in light of photography and painting 

(Bolter et al., 2006). In the case of Coker’s animations, for example, it becomes 

pertinent to reflect upon how the technology shaped his rendition of movement and 
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three-dimensional form on screen, in order to understand the aesthetic quality in 

this film. The 3D computer-animation tools may become partly responsible for 

obscuring and misguiding any aesthetic locators. The same technologies however 

are considered here (and later in more detail) as platforms that also enabled Coker 

to increase the visibility of his work and make it available for a wider consumption 

by audiences across national boundaries. Through Vimeo, YouTube or social 

networking sites like Facebook, and the promotion of his projects on sites such as 

the African Digital Arts Network online, or Kick-starter, and through his own blog 

and that of Nigerian Lagos Comics and Cartoons Carnival he was able to position 

his work in different contexts (http://spaceboynigeria.com/category/blog/news/. 

Accessed 20/05/2013). 

 

ONI ISE OWO (2008) & IWA (2009) 

‘I looked at Dahomey art, North African architecture, Lotte 
Reiniger’s films, and even Thai shadow puppetry for research. An 
important visual element in the film was implementing Yoruba 
textile patterns.’ (Personal Communication, Coker, 05/11/2012) 

 

In the graduate films Oni Ise Owo (2008) and Iwa (2009) Coker makes reference to 

elements of Yoruba ‘mythologies’ both in design and narrative context  (Coker, 

2009, http://www.africandigitalart.com/2009/07/interview-with-kenneth-coker/. 

Accessed 11/11/2012.) whilst simultaneously drawing upon a range of other design 

elements that span across different sites and practices. Through the straddling of 

these sites Coker’s combination of appropriated and transformed elements such as 

textures, colour, designs and forms embedded within 2D animation and 3D 

computer animation make for alternative animations that appeal to different 

audiences embedded within different visual cultures. As with Naficy’s discussions 
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on the transnational genre of cinema, Coker’s animations evoked a ‘spectatorial 

pleasure [that] is not derived entirely from newness but from the play, or the 

slippage, between the old and the new’ (Naficy, 2003:206).  The interplay of 

different elements, such as for example the character’s different masks and the 

modernist architecture for the interior of the city in Iwa (2009) reveal the slippages 

in the ‘old’ and ‘new’ or the ‘here’ and ‘there’. Unlike photographic film, the 

resulting images presented do not depend on the profilmic47 event. The images were 

created entirely through a process of negotiation of form, design, narrative, and 

computer animation technologies, suggesting a more proactive assemblage of parts 

on the part of the artist. Coker described this process as follows,  

‘Finding specific representations for visual research for Yoruba 
myth is more of a challenge. So I tend to reference a lot of 
traditional Yoruba costume, architecture, and motifs and derive 
my visual language loosely on this. It’s a blessing and a curse 
because it’s more arduous process to develop aesthetics without 
an already established visual history, but allows more creative 
freedom with your choices. I also don’t have to deal with 
preconceived notions of what things are supposed to look like. I 
have at times been told that some of my work doesn’t look 
‘African’ enough though…’ (Personal Communication, Coker, 
05/11/2012) 

 

Whilst Coker’s account of developing ‘an aesthetic without an already established 

visual history’ permits him the freedom to develop ‘new’ aesthetic it is also true that 

he looks to the cultural and historical repertoire of trajectories of artistic practices in 

textiles, costume, performance, and sculpture, within Nigeria.  From this he 

appropriates and transforms components to his own end. His transformation of these 

assemblages of parts is an important aspect to the retelling and re-historicizing of 

these Yoruba myths within a global framing. Within this global framing, Coker must 

                                                
47 The term pro-filmic is used here to refer to the space, setting, protagonists, and actions that take 
place in front of the camera as opposed to what actually appears on film. 
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contend with responses informed by notional impressions of what looks ‘African’ or 

‘Nigerian’ from a European, American and Nigerian audience, of which he himself is 

complicit. Both of the two films discussed here emerge from these negotiations, both 

concerned with a similar narrative structure that focuses upon banishment and exile, 

and that develops from similar motifs.  

 

Oni Ise Owo (2008), meaning ‘The Artisan’ is a narrative that revolves around a 

central character that is an artisan tasked with building the city of the gods, it loosely 

references a myth about a ‘stone protector cursed to stand guard over a sacred 

grove’. The character is banished as punishment for cracking his ‘shell’ that contains 

‘Ase, a life force that drives his ability. Breaking it renders one invalid. He is branded 

with ram horns and banished by his peers as he can no longer carry out his duties 

among them.’ (Personal Communication, Coker, 05/11/2012) Coker described 

using the Ram horns as a reference to the Yoruba symbol of Sango, ‘a god of 

thunder that has a fiery, rebellious spirit.’ Although Coker does not adopt a specific 

interpretation of the narrative from the myths of Sango (Schiltz, 1985; Tishken, 

Falola & Akinyemi, 2009) he alluded to the parallels between Sango as ‘the exiled 

king before his deification’, and the exiled rebellious artisan. The use of the horns 

also have an aesthetic function,  ‘I enjoyed the symmetry so I thought the horns as a 

brand would be an interesting visual motif’. Whilst the specific cultural motifs or 

references may not be apparent to an uninformed audience, the narrative premise 

that illustrates the banishment of this character and his branding is clear to read. It is 

possible to further speculate whether the references to Sango are overtly clear to a 

Nigerian audience or Nigerian diaspora who may typically associate the image and 

form of the double-headed axe with Sango. 
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Coker created a design that fused specific elements from different Yoruba myth and 

imagery, with recognizable textile patterns and the zoomorphic forms of Dahomey 

art. He applied a graphical two-tone stencilled quality through the use of line and 

solid form, in part referencing the Yoruba ‘Adire Eleko’ textile. The ‘city-building’ 

sequence made use of compositionally repetitive elements such as the artisans and 

the building blocks, creating a visual pattern on screen again evocative of a textile. 

The repetition on screen was not only a spatial or compositional one but also 

temporal. Coker animated a sequence of actions that were looped and repeated by 

the three identical artisans on screen. Therefore there was a need to ensure that the 

key character would be differentiated from the other ‘artisan’ characters. Coker 

achieved this in two ways; firstly by the physical unmasking of the character at the 

end of the city-building sequence, and secondly the zoomorphic transformation of 

his head growing the ram’s horns in the banishment sequence. It could be argued 

that the unmasking of the artisan works on two levels, as Coker described, firstly it 

plays on the Yoruba belief that the bearer of the mask is empowered by the mask 

and ‘channels spiritual ancestors’ and the more common Western understanding 

that a mask is used to conceal identity. Therefore it appears that Coker is playing 

with the possibilities of compound concurrent meanings allowing for his animation 

to be understood in multiple ways by different audiences.  

 

Coker implied but did not show the narrative back-story that informed the 

subsequent transformation and banishment of the artisan. He did not rely on the 

use of temporal montage to tell us about the rupture of the shell or giant gourd. 

Instead through the use of a well-staged composition, he used a pan across a 

horizon to show the artisans, the broken shell and the key character pleading at the 

edge of a cliff. There was a pictorial economy to this image that essentialized the 
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entire narrative premise without calling for a great amount of animation (similar to 

the anime techniques in Japan that reduce the costs of production).  

 

   

Figure 4.11: Still frame from Oni Ise Owo (2008) illustrating the banishment of the artisan 

 

In both Oni Ise Owo (2008) and Iwa (2009), Coker used simple devices such as colour 

palette to infer a separation between universes, that of the gods and earth, and to 

ease the understanding of the narrative events as they are presented in a non-linear 

manner. The use of colour separates the two realms and consequentially the 

animation itself into two parts. The second sequence in Oni Ise Owo (2008), Coker 

used colour and also texture to create collages of earthly environments.    
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Figure 4.12: Detail from still frame in Oni Ise Owo (2008) textile patterns for textured elements  

 

 

Figure 4.13: Still frame from Oni Ise Owo (2008) illustrating textural qualities  

 

The narrative premise in Oni Ise Owo (2008) also repeated in parts in his following 

film Iwa (2009) and represented similar components. Iwa (2009) was inspired by a 
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‘Yoruba creation myth recounted by Wole Soyinka about a creator god Olorun and 

his rebellious servant’ (Personal Communication, Coker, 05/11/2012), and took 

about five months to produce. It moved away from the stylistic 2D cutout aesthetic 

to a more sculptural albeit still stylized 3-dimensional form.  

 

In the case of this film Coker cited specific environmental aesthetic references 

situated outside of the Nigerian context. The New York artist, illustrator and 

painter, Eyvind Earle and Mexican architect Luis Barragan, for example, were two 

particular artists that interested Coker and stylistic elements from their work are 

appropriated in the film Iwa (2009). Earle’s various watercolours of trees are echoed 

in Coker’s earthly landscapes and the artisan’s grove, whilst the elements of the 

work of Mexican architect Luis Barragan feature in the architectural design in the 

city of gods. Coker discussed how this influence was not simply a formal one, but 

also an ideological one inspired by Barragan’s ability to balance a modernism that 

retained the warmth of an aesthetic derived from his native Mexico. Coker 

continued by stating,  

‘Because of the heavy use of overlaid textures and ornamentation, 
it was necessary to keep a simplified shape design in the 
environments…architect Luis Barragan was a great 
influence…The similarities between Mesoamerican and West 
African architectural motif have always been obvious to me.’ 
(Personal Communication, Coker, 05/11/2012)  

 

This simplification was also visible on the inside of the buildings that made up the 

city of gods, Coker designed an architectural form that used corridors and columns 

to play with shafts of light to illuminate the artisan and the Yoruba deity Ogun, as 

they make their way through this space. 
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Figure 4.14: Two still frames of the interior City of Gods making reference to Barragan’s modernist 
architectural features and their play with light from Iwa (2009) 

 

The architecture design in the ‘Orun’, or heavenly city, fused these ideas with clear 

references to the Great Mosque of Djenne in Mali and further afield incorporating 

aspects from  

‘rock hewn churches of Lalibela, Ethiopia, Dogon rock dwellings, 
and Dahomey/Benin architecture and sculpture. Clay/earthen 
buildings are typical of African architecture and this motif served 
the narrative of Iwa…There is a sense of iconism and 
monumentality in this architecture that evokes a sense of serenity 
and meditation.’ (Personal Communication, Coker, 05/11/2012) 
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There are also differences in the cinematic treatment of the animation Iwa from the 

earlier film. This is in part a result of the use of 3D computer animation related 

technology and a user interface that allows for the positioning of a virtual camera 

within an environment that is created. A natural consequence of this medium (in 

contrast to the more ‘traditional 2D animation’) is the ability to frame and stage a 

scene in a more filmic or cinematic way, rather than a pictorial composition. 

Therefore a comparison between the earlier banishment sequence in Oni Ose Owo 

(2008) to the same narrative event in Iwa (2009) calls for a treatment that breaks this 

into different scenes and that occur over a longer time on screen with a montage of 

shots that are more complex.  

 

 

 

 

Figure 4.15: Sequence of still frames illustrating cinematic treatment for the banishment sequence in 
Iwa (2009) 
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Drawing on accented cinema Coker presents an interweaving of a range of stylistic 

appropriations within a thematic concern with exile and redemption, in so doing he 

makes for a new narrative and aesthetic that defies fixing his work to one group or 

another. This reinforces the accented qualities to his work. When asked whether his 

interest in exile stemmed from his being considered diaspora, Coker’s response 

reaffirmed the tensions that accented filmmakers experience with positioning 

themselves within different genres,  

‘I’ve never liked the term diaspora though, even though I 
technically fall under the category. The term ‘diaspora’ always 
conjures negative connotations for me, as if one eschews his/her 
country of origin with careless abandon. As if migrating or living 
in a country other than your birth is a betrayal. I was born and 
raised in Nigeria and I will be Nigerian no matter where I live. 
Perhaps tackling this subject matter is a manner of constantly 
trying to reconnect or reaffirm a dialogue with the land of one’s 
heritage.’ (Personal Communication, Coker, 05/11/2012) 

 

This configuration and conceptualization of belonging within Nigeria, whilst being 

positioned across different sites is an aspect that Coker contends with throughout 

his work. His animations and his subsequent projects in development in the form of 

Ekologue (in development in 2012), The Adventures of Jupiter Jonah (in development in 

2012), Outcasts of Jupiter (in production in 2014), saw him returning to maintaining a 

dialogue with Nigeria by creating a band of superheroes designed for Nigerian 

consumption, but that could simultaneously appeal to a range of people across the 

digital global contexts that this work is exhibited, distributed and consumed.  

 

Upon completion of Iwa (2009), Coker was equipped with a set of specific computer 

animation skills that he was also able to employ in his practice in illustration. These 
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enabled him to make a smooth transition into the industrial context of CGI 

animation production and related industries of game design. In 2009 he began work 

as a character artist for Robmodo in Chigago, then moving in 2010 to Sony Online 

Entertainment in San Diego. Notwithstanding his promising career in the American 

entertainment industry, Coker continued to develop his own work with the 

intention to make animated films for a Nigerian market. In his blog he posted the 

pre-production images and concept designs for a pitch for ‘Ekologue’48 a proposed 

animated series. He described it as follows,  

‘ The working title was ‘Ekologue’ with the story set in the near 
future of Lagos, Nigeria and the currently under construction, 
Eko city. We had plot outlines, a show bible, character 
breakdowns, and quite a bit of visual development completed. 
The pitch ended up being a success, but for now the project has 
been shelved for various reasons… Ekologue promised to cover 
a good breadth of the Nigerian human perspective and best of all, 
a look at how Lagosians would spin sci-fi tropes in their own 
unique way.’ (Coker, 2012 a., http://www.kennethcoker.com 
/2012/08/ekologue.html. Accessed 11/11/2012) 

 

 

Figure 4.16: Pre-Visualisation of Cast for EKOLOGUE 

 

                                                
48 Eko is an island area of Lagos, Nigeria. 
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The cast of Nigerian characters that populate this story present design qualities that 

evoke a sense of the design in Moebius’ illustrations (Jean Giraud, 1938-2012), and 

are in a similar vein to another of Coker’s on-going projects, The Adventures of Jupiter 

Jonah (2012) and the related Outcasts of Jupiter (2014). Jupiter Jonah is a character set 

in a graphic novel that in 2012 was being developed in collaboration with Coker’s 

elder brother. The original designs for this project began with Shobo Coker’s 

concepts but Kenneth Coker later reworked these into the final images. The project 

was intended to be a long-term collaboration as Coker stated, ‘we both plan to sort 

of turn Jupiter Jonah into our life's work, the way Herge did with Tintin and 

Uderezo and Goscinny did with Asterix and Obelix. We just have to take it step by 

step I suppose’ (Personal Communication, Coker, 05/11/2012). The progress on 

this project has taken shape in different forms, whilst Shobo Coker worked on the 

narrative and script with the purpose of a graphic novel, Kenneth designed his 

characters in 2D and then modelled and sculpted them in 3D computer generated 

modelling software (ZBrush), with a view to prepare the assets for a future animated 

film. The design and style changed across the different versions (See Figure 4.17 and 

Figure 4.18) and one predominant change was visible in Jonah’s attire, gear and 

equipment. This was evocative of the British colonial military jodhpurs from the 

1800s and a weapon that could feasibly be seen in a 1970’s science fiction film. This 

‘dated’ style of clothing on Jonah alongside the futuristic skin-tight attire of his 

sidekick character Funola, makes for an interesting collection of appropriated 

elements, designed to resonate with a range of audiences. It later spurred the Kick-

starter project, Outcasts of Jupiter (2014) that was created as a back-story for some of 

the characters developed in 2012. The narrative and style draws upon a range of 

contexts, its genre is science fiction, whilst the first issue of the story takes place in 

Morocco, as the title implies the story unfolds on Jupiter. In a sense these two 
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projects could be seen as illustrating the ‘cultural exchange, and mixing’ that Repetti 

identified in comics of the African diaspora. However whilst Repetti claimed that 

these ‘modalities…define this art as something global and universal’ (Repetti, 2007: 

27, 28), a more appropriate conceptualization of these comics, cartoons and 

illustrated novels would be one that positions the embedded of elements as a 

modality that intentionally straddles different sites and appeals to diverse audiences.    

 

 

Figure 4.17: Jupiter Jonah: Concept Design by Shobo Coker, courtesy Kenneth Coker  
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Figure 4.18: Jupiter Jonah: Concept Redesign Kenneth Coker   

 

 

Figure 4.19: 3D Z-Brush Models of Characters Jupiter Jonah and Funola by Kenneth Coker 
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EZRA WUBE: ETHIOPIA/ US 

 

‘Migrated individuals commonly realize there is no longer a 
singular home. Strung between two cultures we are not fully one 
or the other. The home is grounded in movement. The migrant 
needs to create his own sense of belonging to make a relationship 
with the surrounding environment.’ (Personal Communication, 
Wube, 25/08/2012)  

 

Ezra Wube (b. 1980) was born and raised in Addis Ababa, Ethiopia. He lived with 

his grandmother as his only familial relation and primary carer. He attended Yekatit 

12 public high school in Addis Ababa as a science student and graduated in 1988. 

During his time in high school he was a member of a small art group instructed by 

the painter Tulu Guya that met every Wednesday for two hours to work on still life, 

figure and landscape drawings and paintings. Wube’s eventual emigration to the US 

was a long awaited and frequently delayed event that took until the age of eighteen, 

at which point he could be reunited with his father (Personal Communication, 

Wube, 25/08/2012). He describes his time in Ethiopia as inspiring him in many 

ways; it triggered an interest in the Ethiopian Orthodox Tewahedo church and the 

artistic achievements of the Ethiopian icon painters, and the memories of his 

grandmother’s stories drove him as an adult to return and document different oral 

narratives.  

 

The artist’s migration to the US had a definite impact upon Wube’s sensibilities to 

home, identity and mobility, as he makes reference to this in his body of work. 

Wube’s artistic background was originally in painting, receiving multiple painting 

awards before completing his graduate studies. In 2003, Ezra was awarded the 

Massachusetts Annual Black Achievement Award and held his first one-person 
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show at the Dreams of Freedom Museum in Boston, Massachusetts.  Then in 2004, 

Wube completed a Bachelor's of Fine Arts in painting from Massachusetts College 

of Art. It was however his interest in photography, video and performance that led 

him to discover a natural convergence of these within animation. His paintings have 

on many occasions appeared within his animated films. Whilst they were created 

with the intention to be viewed meditatively in a timeless medium and to have an 

existence as a physical artefact (unlike his animations), they served to inspire time-

based pieces. As Wube described the concept itself informed the choice of medium, 

where stasis and movement could result in a very different experiences of the 

artefact. ‘Some work needs to be experienced in time based format. It needs to 

show how it is changing or unchanging. It needs a beginning and an ending’ 

(Personal Communication, Wube, 25/08/2012). Wube’s interest in the hybridity of 

the digital animated image stemmed from an engagement with notions of 

authenticity typically associated with the physical artefact. In Wube’s view the digital 

format of his animated films, presented the viewer with an ephemeral artefact and 

the absence of an original. These approaches address the representation of indexical 

qualities within the digital animated form and open up discourses about the 

democratic infinite dissemination that is made possible with digital technologies 

(Benjamin, 1936).  

 

Whilst conscious of his ties to Ethiopia, Wube’s artistic career developed in the US 

with fine art studies firmly positioned within Western artistic practice. He aligned 

himself outside of Ethiopian contemporary artists, whilst engaging with their work, 

‘I'm in a different circle but am familiar with some Ethiopian contemporary artists 

such as Elias Sime, Behailu Bezabih, and Daniel Taye. I was also recently introduced 

to Henok Getachew. I think there is a strong young artistic community forming in 
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Ethiopia, with groups such as Netsa Village.’ (Wube, 25/08/2012) The Netsa village 

began in 2008 with various functions including stimulation of partnerships and 

collaboration, whilst looking at new artistic ‘tendencies and evolutions’. It was setup 

by eleven graduates from the Addis Ababa University School of Fine Arts and 

Design with Henok Getachew as the Project Coordinator and one of the founding 

members.  

 

In 2004 following his studies, Ezra Wube and Jolie Ruelle, his wife and also an 

animator, received a Dondis and Godine Travel Fellowship, from the college, to 

conduct research in Ethiopia on ‘folktales and traditional lore’. This research fuelled 

Wube’s interest in Ethiopia’s historical religious diversity and the language Ge’ez 

and what he described as a ‘network of tradition intertwined with the country's 

history and traditional lifestyle’. The motivation behind the documentation of the 

stories that Wube collected during this time was to serve as a form of ‘cultural 

preservation and as personal artistic inspiration’ (Wube, 2012 a.). These stories 

continued to inform his work and the depiction of these, as animated artefacts, in 

2014 remained an on-going project. In 2014, Wube had completed four animated 

mixed media films directly resulting from this research; Kesamai Metahugn (I came from 

the Sky) (2006), Hisab (2011), Wenzu (2011), Yearawit Digis (2012). The motifs and 

themes that appeared and recurred within Wube’s films, and his personal 

observations about the experience and processes of animation (as an inherent 

component to his films) will be discussed later in more detail. In 2006 and 2007 

Wube’s work was exhibited in two shows with a curatorial emphasis on his links to 

Ethiopia. These were the solo show Story Telling at the United Nations in New York 

and inclusion in the Ethiopian Millennium art show at the Blackburn Gallery of 

Howard University in Washington, DC.  
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A recurring concern with the condition of the migrant and the experience of 

displacement can be identified in the oil painting ‘Exodus’ shown in "Reflections in 

Exile: Five Contemporary African Artists Respond to Social Injustice" at the South 

Shore Art Center in Cohasett in 2008. Wube’s painting depicted a gathering of 

silhouetted nomadic figures, as if passing through the breadth of the landscape. 

These particular figures reappear later as a motif in his animated films, Hold de Door 

(2008), Endamora (2009), and Hidar (2012). His comment on dislocation is depicted 

‘in many of his works where villagers are seen traversing vast panoramic expanses’ 

as Gaither director and curator of the National Centre for African-American Artists, 

described (Gaither, 2012). Likewise the figures depicted in his Mengedu (2005-2012) 

series of paintings, reappear in his animation When we all met (2009).  

 

 

Figure 4.20: Still frame from animation When we all met (2009) directed E. Wube 
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Figure 4.21: Painting oil on canvas mengedu 10 by E. Wube 

 

By 2010, Wube had completed his Masters in Fine Arts at Hunters College and 

participated in numerous exhibitions. He was then commissioned to direct and 

animate a television advertisement for Standard Chartered Bank as part of a global 

campaign titled Here for Good (2010). The advert sat within a larger campaign with a 

focus on the company’s global footprint and in this case of focus on its presence in 

Africa. Whilst having a commercial purpose, this short animation presented qualities 

that have appeared throughout Wube’s animated work. The animation was made up 

of a number of paintings that morphed one image into the next and that repeated 

some of the painterly motifs that could be seen in his other work. This example sits 

here as a piece of commissioned work intended to engage an audience for 

commercial purposes and is different to Wube’s other pieces in that it is hampered 
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to an extent by the linear voiceover narrative that serves to contextualise the images 

for the purpose of the client.  

In 2011 Wube held his first screening of a collection of his films at Addis Atelier 

titled "Memory and Process", in Addis Ababa, Ethiopia. This collection included the 

animated films, Hold De Door [Hulet](2008), When We All Met (2009), Endamora 

(2009), and Hisab (2011). In his correspondence announcing the exhibition Wube 

reflected upon his fragmented sense of space and identity, 

‘I want to be here and present even though, as the result of being 
part of two worlds, my idea of home and identity is no longer 
singular... As an immigrant, because of the loss of constancy, it is 
a necessity to make a new imaginative relationship with the world 
I live in to make the unfamiliar familiar. While collaging my past 
with present experiences, I attempt to make a third entity that is 
in both the past and the present. My effort to make a narrative is 
left ambiguous, so that the line between what is real and what is 
imagined, what is sensical, and nonsensical becomes faint.’ 
(Wube(c), 2011 http://groups.yahoo.com/group/art-topia/ 
message/5266) 

 

During that same year Wube’s films travelled to a range of countries in touring 

exhibitions such as CologneOFF 2011 video art festival “Art & the City’, and a 

collection of short film festivals, international animation festivals and African film 

festivals. Of notable mention are the International Black Film Festival, Nashville, 

Tennessee, America; Africa in Motion Film Festival, Edinburgh; Silicon Valley African 

Film Festival, Mountain View, California, America; Ottawa International Animation 

Festival, Ottawa, Canada; Under African Skies, Tria Gallery, New York, 

America. Wube also accepted a placement as artist in resident at Château de la 

Napoule, France, the Contemporary Artists Center (CAC), Woodside, Troy, New 

York, America and The Substation, Johannesburg, South Africa. 
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In 2012 the breadth of his work again extended from a host of video Art festivals, 

such as ARTchSO Africa video art, Rennes, France, film festivals such as The Festival of 

Migrant Film in Ljubljana, Slovenia and the Annecy International Animation Festival, in 

France. Wube’s work illustrates a versatility of in dissemination and contexts of 

viewership that echo the oscillation that Buchan (2012) identified within animation 

that position it in the high/low art divide. In November 2013, Wube was 

commissioned to create an animated piece for the Time Square public art project, 

Midnight Moment. This project involved utilizing the electronic billboards and signs in 

a synchronized manner to screen and display different artists creative content.  

Wube’s At the Same Moment (2013) consisted of animated paintings that illustrated 

Wube’s memories and observations of travelling across the city of New York on his 

daily journey to his studio.   

 

HISAB (2011), I CAME FROM THE SKY (2006), YARAWIT DIGIS (2012) 

 ‘While collecting these stories sometimes we would find the same 
story being told in different parts of the country, morphed by 
local environments, aesthetics and norms. Each retelling is 
original, though the stories have no original author.  My retellings 
are just one version in their continuous reformation.’ (Personal 
Communication, Wube, 25/08/2012) 

 

In 2004, over a period of four months, Wube and his wife collected over a hundred 

different ‘stories’ that were documented on video. Although Wube referred to this 

collection as ‘stories’ in fact the documents could be anything from ‘a type of quick 

joke’ that you may hear in passing, ‘told as if the listener shouldn't give them 

consideration. They are not poetic, or utopian. They all have humour. They are 

around and most likely you would hear them again and again.  Some are social 
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commentary.’ (Personal Communication, Wube, 25/08/2012). Some of these are 

revisited in Hisab (2011), Yarawit Digis (2012), and Kesamai Metahugn (I came from the 

Sky) (2006) and shared a common aesthetic resulting from Wube’s choice of process 

in the animated painting. These films were made with different audiences in mind, 

whilst Wube recounted how he saw these films as a contribution to Ethiopian 

artistic practice and storytelling, he carefully selected only the ‘stories’ that can be 

translated [to a degree] into English and that did not rely heavily on a ‘thick 

description’ (Geertz, 1973) understanding of Ethiopian culture and social codes, but 

ones that invited multiple possible interpretations. Although they were made at 

different time periods, they are presented here together as they are a consequence of 

this collection. These films are different to Wube’s other films, in their predominant 

use of the animated painted canvas as an aesthetic device (unlike his film Wenzu 

(2011) which is discussed by Callus (2015) in African Arts). The oscillation of state 

between the still and moving (present/past) in the animated image is a necessary 

consequence of its being and in the case of the animated painting as a specific 

example in this medium, this is more evident in the layering of strokes upon a 

singular image (than other types of animation). This type of animated painting 

necessitates the erasure of one state to make visible another at times leaving a trail 

of the preceding image as it moves onto the next through time. In Wube’s films the 

narrative content does not follow the typical Western linear model for storytelling, 

derivative of Disney’s hyperrealist treatment of movement and form, nor is it 

underpinned by cinematographic convention. The process of painting in a 

continuous fashion on one canvas lends itself towards a metamorphic treatment of 

the story, with depiction of space and movement that fluidly changes from one 

form to another. This specific process goes beyond its rudimentary purpose as a 
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vehicle to tell a story but plays a deeper significance to Wube through his own 

experience of moving forward.  

‘My animation process is one-way, absolutely forward, imitating 
the flux or unpredictability of life. After each frame is constructed 
I take a still photo and construct the next frame on top of it. The 
entire animation is usually painted on a single surface (canvas). If 
I make a mistake there is no way to go back but to redo the entire 
scene.’ (Personal Communication, Wube, 25/08/2012) 

 

While the context for these stories varied ranging from the village (I came from the Sky 

(2006)), town (Hisab (2011)), to a variety of habitats (Yarawit Digis (2102)), they all 

utilized metamorphic transitions to compress the experience of journeying through 

these unlikely ‘fantastical’ stories.  

In Kesemai Metahugn {I came from the Sky} (2006), Wube based the design of his main 

character on a Kolo Temari (student of the church) whom he encountered during 

his time there. This film was his first in the series, and tells the story of a young 

religious scholar who journeys through the rural villages to beg for his daily meal. 

The animation can be viewed in two versions online. One version on YouTube 

included an English voice over that served to contextualize (rather than translate) 

the narrative within a larger cultural framework, it began by describing how ‘In 

Ethiopian tradition, some children are offered to the church by their parents at a 

young age….’, then continued into the narrative describing the story and serving as 

voices for all characters. The version that Wube used on his own website, did not 

include any narration, English voice over or subtitles, instead it made use of a 

soundtrack that consisted of environmental sounds with voices for the Amharic 

conversations between the scholar character and the ‘naïve’ woman whom he meets 

on his journey and who asks about her dead parents. The narrative takes a twist 
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when student tricks the woman to give him clothes for her parents, and 

subsequently tricks her husband who pursued him for the return of the clothes into 

giving him his horse. It ends on a humorous note, with the husband unwilling to 

admit that he had been deceived telling his wife that he gave the scholar his horse so 

that his journey to her parents would be made easier. The metamorphosis of the 

painted image allows for a very efficient depiction of transitions through space and 

time, meaning that distances travelled are compressed and there is no need to rely 

on the convention of cinematographic cuts. The images depicted a place but there 

were no specific visual cues that served to make the sequence appear discontinuous. 

Instead elements simply disappeared as new action was painted upon the image that 

preceded it.  

In the film Hisab (2011), Wube represented the Ethiopian story that explains ‘why 

do goats run from cars? why do dogs chase cars?, and why do donkeys block the 

road?’. The animation included the use of Amharic title cards (and English subtitles) 

to underpin the unusual story about the dog, goat and donkey that take a taxi. Wube 

intended his depiction of the scene to be typical of any street in Addis Ababa and 

planned to screened or project the animation in this same space (Personal 

Communication, Wube, 25/08/2012). It was also subsequently aired on Ethiopian 

television (February, 2011). Wube recounted how this film did not have a fixed or 

planned approach in contrast to more typical pipelined animated narratives. This is a 

typical consequence of the straight-ahead technique of animation that lends itself to 

more improvisational practice. Instead it drew from the personal experiences and 

neighbourhoods of his childhood featuring the goat, dog and donkey as the 

protagonists who are also ‘common residents of most Ethiopian cities’ (Personal 

Communication, Wube, 25/08/2012). The story presents these animals instinctive 
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reaction to the vehicles in the city as a metaphor for aspects of human nature. It also 

utilised similar visual devices as described above.  

In Yarawit Digis (2012), Wube selected a short story that had a humorous twist to it 

in a similar vein to his previous narrative adaptations. Here Wube used a mix 

between painted cutouts of silhouettes of animals placed on top of a painted canvas 

with animals appearing in and out of frame. It still employed the technique of 

metamorphosis visible between animals in their different habitats. The opening 

sequence is a lengthy transition through places, beginning in the sky moving 

downwards to some vegetation that tracks the length of a branch to reveal a bird 

and then move into the bird’s eye with its iris becoming a sky with a flock of birds 

flying away from the viewer. The narrative presents a group of animals that come 

together to feast, dance, play music, eat and drink. Eventually all the food and drink 

is consumed and there is none left, someone must volunteer to go and bring more. 

The animals take it in turns to look to another for a volunteer, until the tortoise 

agrees to get some more. The tortoise sets off, while the animals wait. Then 

restlessness ensues and the animals complain at the slowness of the tortoise. Only to 

be told in retort ‘If you are going to insult me… then I am not going!’ In this 

animation there was no voice to narrate the story and the animals did not speak, 

instead Wube made economical use of Amharic text on screen (with subtitles) to 

sufficiently prop the narrative without needless detail. For example the complaints 

of the animals are represented by short phrases on screen such as  ‘who told her to 

go’ or simply ‘slow’, and this occurs simultaneously with an ever-increasing 

collection of animal sounds that grew louder and busier. This economy of detail is 

true to all of Wube’s narrative films (with the exception of the English version of 

Kesemai Metahugn). He used the technique of animated painting and transition to 
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convey an economical compression of the key components needed to tell the story, 

and provides evidence of a visual adaptation of these everyday stories.  

 

HOLD THE DOOR (2008), WHEN WE ALL MET (2009), ENDAMORA (2009), 

NEW HOME [Addis Bet] (2013) 

In Hold the Door (2008), When we All Met (2009), Endamora (2009), and New Home 

[Addis Bet] (2013), Wube adopted an assemblage of techniques and materials within 

the animated images, visible primarily through spatial and temporal collages. Wube 

created these films through a combination of seemingly disparate elements within 

one pictorial space. The visual collage serves to present the viewer with a direct 

confrontation of different visual locators. The adding or combining of elements 

creates a visual space that can creatively invite the viewer to engage with the 

multiplicity of meanings. Cupchik and Gignac’s experiments make for interesting 

supporting evidence of the impact of layering images (graphical or otherwise) on a 

viewer and the types of responses this can elicit.   

‘Aesthetic responses are a function of the suggestions embedded 
in artworks and the connections made by viewers given their 
knowledge about art, past experiences, traits, and affective states. 
Layered elements in artworks can suggest an ironic comment on 
the world, stimulate creative thinking, or reach into the 
unconscious to reveal personal meanings.’ (Cupchik & Gignac 
2007: 56) 

 

Furthermore these synchronous juxtapositions of images through time reinforce the 

impression of the multiple spaces that Wube calls upon within his films. Naficy 

proposes that accented cinema, unlike its ‘classical’ counterpart does not require that 

‘the components of style produce a realistic rendition of the world, the exilic accent 
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must be sought in the manner in which realism is, if not subverted, at least inflected 

differently.’ (Naficy, 2006: 118). The discussion of the accented style presupposes a 

juxtaposition of ‘multiple spaces, times, voices, narratives, and foci’ and here Naficy 

examines how montage as a methodology allows for the problematization of ‘the 

realist representation of the world’ (Naficy, 2006: 123). The concern with ‘realist 

representation’ is not unique to accented film and is especially pertinent to 

discussions on the animated documentary, which is addressed in more detail later in 

Chapter 6. In this context it is worth considering that the medium of animation has 

seen a historical development that grappled with the depiction of real and unreal 

from its start (Wells, 1998: 16). Its aesthetic form declared itself in an overt manner 

as a construct and re-presentation in contrast to the indexical qualities of the 

photograph49, it inflected animated moving images with accents from contexts of 

practice. Therefore Naficy’s discussion of Marcus’ observations of montage, and 

accented cinema could be extended to the analysis of animation that represents a 

pictorial montage to denote its ‘transnational quality’ or accent.  

 

In the film Hold the Door [Hulet] (2008) Wube represented and collapsed different 

spaces and ‘realities’ again using collage and drawn animation. The film begins with 

a drawn graphite animation. The screen is split into two mirrored parts and a 

silhouetted figure of the traveller divides into two people moving in opposite 

directions through the doors. Silhouetted nomadic figures appear and reappear 

throughout Wube’s work, in When we all met (2009), Endamora (2009), and Addis Bet 

[New Home] (2013) frequently depicted as the ‘journeyer’ moving through 

                                                
49  Whilst this may be no longer true with examples of computer generated animations that represent a 
‘photo-real’ aesthetic and aim to be undetectable from the indexical equivalent, the historical trajectory 
of animation has embedded leaning towards certain practices.  
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dislocated places. These characters appear almost always to be displaced, removed 

from a place they would normally inhabit, in constant movement to or from 

somewhere, through New York skylines, and on maps, or through the windows in 

cafes. In Hold the Door (2008) the sequence splits the figure as it alternates the black 

and white compositional elements in a montage between mirror images of the left 

and right of screen.  

 

Figure 4.22: A sequence of frames taken from the start of Hold the Door (2008) by E. Wube 

 
These types of framing devices are used throughout the animation in the form of a 

mirror, doorway or window, or an embedded picture within a shot. The viewer is 

repeatedly confronted with photographic imagery of interior spaces such as cafés, 

studios, or shops in New York, predominantly with cutout windows or doorways in 

frame. In these sequences Wube used the collage to allow for the animated drawings 

of the nomadic figures to appear through the window or doorway travelling through 

an empty space. At times Wube used personal photographs of family snap shots. In 

one particular image he posed with relatives holding up a framed portrait. He then 

again removed the embedded image, and replaced it with animated crowds of 

nomads walking to and from nowhere on an empty canvas.   
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Figure 4.23: Two frames taken from Hold the Door (2008) by E. Wube illustrating the insertion of the 
nomadic figures in photographs taken in New York. 

 

Wube’s animation Endamora (2009), whilst also using a range of materials, paint, 

photography, cutout and drawing, is differentiated here from Wube’s other films as 

it provides an example of a performative type of animation where process is 
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inextricably linked into the theme and its renditions. There is a catharsis of the 

image-making process experienced particularly in ‘straight-ahead’ 50  types of 

animation. The action of making and unmaking of the animated image has a 

purpose that extends beyond the aesthetic result that can be achieved for example 

when using these techniques within production of a singular image versus a 

sequence of moving images. In this context the animator is able to consider the 

process and temporal quality as a part of the animated film that speaks beyond the 

image itself. William Kentridge’s discussion on his Drawings for Projection,  

‘The drawings have a sense of time spent on them, of the erase, 
redraw, erase, redraw, which is one of the ways of the actual 
material manifesting the idea. In the process of moving your hand 
from one side of the table to the other, you have to take on trust 
its temporal existence that it used to be here and now it is over 
here. There is nothing, when you look at it that says it was there. 
But with animation, there is a way of erasing and drawing and 
erasing and drawing that there is a ghost trace left. In the paper, 
you see that passage of the movement of the hand, which is of 
course also the passage of time, given by the material itself rather 
than an affect added.’ (Kentridge in Koerner, 2012 
http://www.nybooks.com/blogs/nyrblog/2012/jun/30/kentridg
e-galison-refusal-of-time/. Accessed 13/08/2014.) 

 

In Endamora (2009) Wube superimposed various ink drawings on acetate placed on 

top of a windowpane in his studio in the US looking out onto a view of a 

construction site. The drawings in this sequence combine letters from Amharic 

script that morph into silhouetted impressions of the nomadic figures that appear 

throughout his other work. The ink drawings are then washed away at different 

moments causing the disappearance of the previous image, but still leaving its traces 

onto the next image. This practice is made visible as the drawings fade to traces; 

trails of ink and water that trickle down the frame. The process of ‘washing away’ of 
                                                
50 Straight-ahead animation is an animated technique that involves animating in a linear fashion 
moving from one –frame-to another under the camera without being able to undo any previous 
actions 
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images can arguably be seen as having a cathartic function whereby the artist 

negotiates a tension between past and present and the personal locators associated 

with these different times.  

‘each scene is washed away, the unconscious consumption of 
time is exposed. In this process the confinement to a singular 
authenticity is forever gone even though it has been documented. 
The documentation serves as an indexical vehicle that captures 
the past. The purpose of documentation is not to preserve, but to 
serve as a bridge, connecting the past with the present, the 
internal with the external.’ (Wube (a), 2012 http://ezrawube.net 
/2009,1.htm) 

 

 

Figure 4.24: Sequence of Frames (left to right) from Endamora (2009) by E. Wube 

It is the intention here to also consider the ‘performative’ aspects of Wube’s 

animated utterance. This term has been used alongside examinations of the 

animated form by different artists and critics in varying contexts; such as, for 
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example in discussions on documentary format and the creative treatment of the 

indexical image ((Ward, 2011), on the representation of movement and time in 

‘drawing performance’ (Hosea, 2010) or in discussions of the animated concrete 

poetry visible in calligraphic text (Marks, 2011). However in this particular case, the 

term ‘performative’ is used with reference to Austin’s (1962) discussions on the 

utterance and its ability to enact upon the thing is purports to do.  Austin explains 

the term performative in this manner ‘The name is derived, of course, from ‘perform’, 

the usual verb with the noun ‘action’: it indicates that the issuing of the utterance is 

the performing of an action —it is not normally thought of as just saying 

something.’ (Austin, 1962: 6) That is to say the word performs itself and in the 

course of that performing becomes the thing done. Here Wube makes and unmakes 

the visual ‘utterance’ by literally painting and washing away the text on acetate and in 

a sense by doing so he performs upon himself a metaphorical washing away of his 

ties with Ethiopia, a making and unmaking. 

‘My animations are performative, as the body is a primal means of 
communication. For an immigrant the body becomes the 
constant home and affirms the "here and now"...’ (Personal 
Communication, Wube, 25/08/2012) 

 

Wube’s use of Amharic orthography is a thematic transition from the use of 

Amharic in his earlier paintings and began following his trip to Ethiopia in 2005. In 

Endamora (2009) however the text comes to life, appearing, disappearing and 

moving and morphing between characters. This quality was important to Wube who 

was interested in the continuous evolution of the language, an aspect that could not 

fully be captured in the stillness of a painting. Instead Wube articulates how 

‘through erasure I found a means to reflect this state of transition.’ (Personal 

Communication, Wube, 25/08/2012). The Amharic orthography has a formal 
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quality to it that is evocative of the experimental direct-animations of Norman 

McLaren or Len Lye. Whilst direct animation is a camera-less form of animation 

whereby the artist draws or paints directly on the film-strip, Endamora (2009) carries 

a similar improvisational quality. McLaren, like other experimental animators of the 

time, felt that the improvisational quality presented a visual rhythm that was well 

suited to jazz music (MacDermot, 1959: 24). In an interesting similarity, Wube 

describes using text that was inspired by the lyrics from the song Endamora by the 

Ethiopian Jazz singer Almayehu Eshete. This song was a particular song Wube 

turned to when feeling nostalgic of Ethiopia. However Endamora was never intended 

to be synchronous to a particular audio track by design (Personal Communication, 

Wube, 25/08/2012).  The specific words chosen by Wube read ‘like a big bird I will 

grow wings and fly away’ and function in a literal sense to further indicate Wube’s 

concern with movement across spaces. ‘It was my graduation piece and I was 

leaving New York. For years whenever I leave a place and fly to some other place 

the song rings in my ears. In this piece I was processing that experience. (Personal 

Communication, Wube, 17/03/2013)   

 

The overlaying of the text cumulates in the image to become a formless mass that in 

turn takes shape creating the same-silhouetted figures that populate Wube’s other 

films and paintings. These ‘fleeting villagers’ are by Wube’s own admittance a 

reoccurring theme in his work for over a decade, their depiction is repetitious and in 

a sense, ritualistic to Wube (Personal Communication, 25/08/2012).  These figures 

move from the foreground towards the background, travelling away from the viewer 

and disappearing in the distance.  
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Figure 4.25: Sequence of Frames (left to right) of figures walking into distance from Endamora (2009) 
by E. Wube 

 

Wube then traces the outlines of the architectural features that are barely visible 

through the view from the window, these forms inform an imagined landscape, 

made out of paper cutouts in negative space. The paper used for the cutout is taken 

from a map, and the figures reappear as they travel across the picture’s horizon-line.   

‘Migrated individuals commonly realize there is no longer a 
singular home. Strung between two cultures we are not fully one 
or the other. The home is grounded in movement. The migrant 
needs to create his own sense of belonging to make a relationship 
with the surrounding environment. The figures in my work 
present a paradox, the consistent and the continuously changing, 
the heroic and faceless. Perhaps they are in an imagined 
place…Maybe they also reflect the idea of homelessness, not 
finding a belonging, but rather staying a continuous journer.’ 
(Personal Communication, Wube, 25/08/2012)  
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Figure 4.26: Sequence of Frames (top/down) of horizon line with map from Endamora (2009) by E. 
Wube 
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This mix of techniques and materials between the animated ink drawings, cutouts 

and video time-lapse, is not unique to Endamora (2009), but is also visible in his 

other films like When we all met (2009), Hidar (2012), and New Home [Addis Bet] 

(2013). In Hidar (2012) Wube returns to the window to frame the narrative, and 

again uses cutout silhouetted figures of travellers and Amharic script. In New Home  

(2013) he superimposes outlines of figures in crowds and goats, trees, leaves, over 

continuously tracking footage that moves between Ethiopia and America as if 

filmed from a travelling car or train. Each of these examples present multiple layers 

of imagery that allude to an engagement with different spaces and places and 

Wube’s own mobility. However the concluding example that is presented here 

additionally alludes to wider discourses on the so-called ‘animated documentary’. 

The conditions that presuppose an engagement with animated films as documentary 

are discussed in more detail later in this thesis. Nevertheless it is important to 

consider this animation as distinct from the other examples presented due to its 

overt biographical positioning. 

 
When we all met (2009) Wube’s depiction of a family reunion is thick with layers of 

photographic elements, pencil drawings, textural objects such as textile and threads, 

cutouts and ink, and direct references to his paintings. The sound acts as a gelling 

agent, providing a cohesive quality to the piece in the form of snippets of familial 

conversations on language, identity, relations, dates and places. The film evokes a 

strong sense of a personal experience and of eavesdropping on family 

conversations. It was made with the intention to be viewed in an intimate setting in 

a gallery space on a television screen with headphones (Personal Communication, 

Wube, 25/08/2012).  Whilst the sound appears interwoven into the images, it is in 

fact constructed and edited to match the visuals (instead of the reverse).  Here 
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collections ‘from life; random events, discussions and street walks’ are used to 

complement the images (Personal Communication, Wube, 25/08/2012). The 

mixture of fabricated techniques overlaid upon ‘indexical’ traces of photographs, or 

traces of sound, can be framed by discussions on non-fictional animation. However 

in this context it is important to establish that the intimacy of this family gathering, 

with its biographical undertones, uses similar motifs that Wube returns to 

throughout his work.  

 

   

  
 

Figure 4.27: A sequence of frames from When we all met (2009) illustrating the wrap/unwrap sequence 
by E. Wube 

 

The sound plays an important role contextualizing the political nature of the 

questions of identity and place that Wube alludes to in his piece. Wube uses snippets 

of sound where the artist or others converse about ‘why people think that Africa is 

one thing?’ and how ‘the Ethiopian language is the root of all Semitic languages’; 
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sounds of crowds that seem to be located in an Ethiopian street. These specific 

parts are interspersed amongst anecdotal descriptions of films, singing, and personal 

conversational vignettes. The film begins with the drawings of the silhouetted 

nomadic figures converging towards each other on the background of a map. In the 

closing sequence Wube returns to the map as they disperse and fade out. The image 

of the map is used throughout in different way. In one particular sequence Wube 

animates drawings of his cousin as she wraps and unwraps herself with shawl to the 

point of creating a rhythmic pattern that intercuts between abstract imagery of 

scanned pieces of textile. Again towards the end of the animation Wube draws 

another similar sequence on a map that depicts a person entangled within a cloth 

appearing to struggle. In this short four minute piece Wube’s use of sound and 

images succeed in conjuring impressions of documentary and the intimacy of 

biography. Whilst Hold the Door  (2008) adopts similar devices in a subtler manner, in 

When we all met  (2009) Wube’s concerns with place and identity are overtly made 

clear.  

 

NAVIGATING THROUGH SPACES 

 
Each of the case studies presented here provide examples of artists who appropriate 

and adapt techniques and visual motifs to render their work transposable to 

different contexts. In places the artists pick and choose which elements their work 

exhibits depending on the intended viewers and the benefits that may be drawn 

from these choices. Where these artists differ from others discussed in this research 

is their acute knowledge of the relevance and currencies of difference that can be 

played to ‘home’ and ‘host’ interchangeably, at different times. Their work may 

appear exotic to a native audience in their rendition of Western-inspired style and 
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grasp of technological aptitude, as in the case of Kenneth Coker, for example, 

contemporarily the same work is equally as exotic to an audience in the West for its 

particular ‘African’-inspired aesthetic motifs and Yoruba narrative. The discussions 

of ‘staged marginality’, made by Huggan in his investigation of the post-colonial 

exotic (Huggan, 2001: 84-87) are arguably visible in the case of Sawadogo’s choice 

of different positionings. However, these mobile artists illustrate that ‘staging’ does 

not need to be limited to notions of marginality within the West, and instead can 

encompass simultaneously an impression of staged centrality as represented back to 

alternative sites. Here these mobile artists are able to use positions of marginality or 

centrality to advantageously promote their work across different sites. Instead of 

being bound by the dichotomous central/peripheral model that seeks to frame the 

interaction between a dominant (major) culture and minor (Deleuze & Guattari 

1983), these artists straddle different sites of production and distribution that they 

consider to be both host and home interchangeably. They are equipped with 

knowledge of the dialectics presented in these sites of production and consumption, 

and use this knowledge to their advantage as an intellectual and artistic commodity. 

At different moments these artists are able to navigate through the varied terrain (so 

to speak) of dissemination.  

‘The political demand to recognize the cultural identities of non-
Western artists and the aesthetic demand to recognize the 
autonomy of their art often intersect in conflicting and 
contradictory ways in the discourse on cultural identity and New 
Internationalism.’ (Peterson, 2012: 197) 

 

Kaplan’s discussions on the feminist writers and their position as ‘minor’ (Deleuze, 

1983) literature resonate with the moving images that these artists make, they too 

have an ‘inability to remain in any one position – past, utopian, present, minor, 

major…explore[ing] the social relations that create all of these locations’ (1987: 
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192), and at all times engage with the ‘major’ culture as a they straddle between the 

two positions. These types of artists are able to produce work that uniquely and 

inevitably conjures up questions about the depiction of difference whilst appearing 

in places ‘paradoxically assimilative’ (Huggan, 2001: 85). Coker for example is able 

to identify and appropriate a collection of ‘exotic’ motifs that converge in his work 

to the extent that the cultural specificity of the artefacts he references become 

deterritorialised. The depiction of these elements serve as a form of exotic currency 

attributing value as his films present an aesthetic novelty and a referent that is 

appealing to audiences across different sites. Similarly Wube’s appropriation of 

Amharic script can be positioned in relation to the paintings of Wosene Worke 

Kosrof (b. 1950), the Ethiopian painter included in the Smithsonian National 

Museum of African Art in Washington, and the National Museum of Ethiopia in 

Addis Ababa. Wube’s use of similar aesthetic motifs could stem from the knowledge 

and understanding of the circulation and value Kosrof’s paintings in the US and 

Ethiopia, as a key figure in the Ethiopian diaspora that garnered success across both 

a Western and Ethiopian market. Perhaps here it is worth considering that a 

discussion of these mobile artists work can move beyond discourses grounded in 

the geo-political and instead be seen in light of the condition of capitalism and 

systems of commodification that these artists are advantageously positioned to 

navigate within.  
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CHAPTER 5: SUBVERSIVE ANIMATION 

 

TACTICS OF TRANSGRESSION, COMPLICITY AND AUTONOMY IN THE 

MOVING IMAGE  

 
The approach that situates animation as an alternative type of moving image, in 

contrast to its more mainstream filmic counterpart, is encouraged in part by the way 

discourses developed within early film and animation studies. These discourses 

promote the long-standing belief that animation is able to subvert as it was 

categorized on the border of a mainstream visual culture, responding in part to its 

‘alternative’ place by re-presenting ‘alternative’ content and use of mediums. At 

times, this alterity is manifested in the representation of unreal, fantastical and surreal 

imagery such as the early animations of Windsor McKay’s Nemo in Slumberland (1926), 

at other times as a more innocuous anthropomorphized object or animal within a 

‘hyper-real’51 world. In fact the position of animation is more complex than a 

reductive peripheral/central model that these discourses propose. Echoing a 

Bakhtinian (1968) conception of the carnivalesque, subversive animation appears 

within constellations of the popular and as alternative, artistic, vulgar, subversive, 

compliant, anarchic and ambivalent. Furthermore there is a paradoxical aspect to the 

place animation has grown to occupy within Western visual culture. Its distribution 

across mass media within the West and beyond, places it as a form of moving image 

that can be simultaneously circulating within and promoting the views of a dominant 

culture that at times encourages cultural imperialism (Dorfman & Mattelart, 1975; 

Tomlinson, 1991). However concurrently there are also cases where it is possible to 

observe how animation is able to offer a surreptitious critique of these dominant 

                                                
51 Hyper-Real as defined by Paul Wells’ adoption of Umberto Eco’s term to refer to animated 
environments that resembled to a degree elements of realistic images 
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systems whilst infiltrating mass media. Therefore in the context of the discussion on 

subversive qualities within animation, the analysis of these pervasive types cannot be 

bound by the limits of demarcated binaries. The subversive animated moving images 

of these Sub-Saharan artists can been framed as ‘the clandestine forms taken by the 

dispersed, tactical and make-shift creativity of groups or individuals’ (de Certeau 

1984:14) that work within and across social and political contexts that affect and 

determine to a degree their approach in production. Specifically this chapter wishes 

to re-position these works as artefacts that are not constrained by a dichotomous 

reductive model of ‘within’ or ‘without’, in the sense of their oppositional or critical 

positioning. Instead the analysis will draw from de Certeau’s nuanced understanding 

of a ‘tactic’ as opposed to strategy that these artists employ. Assuming his definition:  

‘A tactic insinuates itself into the other’s place, fragmentarily, 
without taking it over in its entirety without being able to keep it 
at a distance.’ (de Certeau 1984:17) 

 

This discussion will concern itself with the subtle manipulation of ‘mechanisms of 

discipline’ within the systems that these artefacts intend to disparage. It will look at 

how these artists necessarily engage in the process of conforming in order to evade 

the systems they may seek to critique (de Certeau 1984:14). Therefore whilst these 

artists play with the conventions of animation, they are all too aware of the power 

structures that must work within, and any discussion of subversion must involve to a 

degree considerations of adaptation and compliance for the dissemination of these 

moving images to be effective in their critique. Here it is also worth considering 

Burgess (2006) and her discussion of tactics and consumer production, especially in 

the context of the rise of political animation in Kenya and digital technologies. In 

this context the discussion is not only framed by concepts of resistance in the 

everyday but also considers that ‘there is at least the potential, whether realized or 
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not, for cultural participation and self-representation’ (Burgess, 2006:204). It is this 

potential that arises from the adoption of participatory media such as blogging, 

video-streaming and social networking that encourages a digital space for Kenyan 

animators to engage with a politicized mode of citizenship that may take the form of 

parodic content, anthropomorphic animals, or caricature within animation.   

 

The subversive examples discussed here, provide evidence of the artist appropriating 

the medium of animation as a form that offers an alternative interpellation to that of 

the mass media at the service of dominant ideologies (Althusser, 1972). There is also 

however a paradox in the necessary partial complicity of some of these artists within 

the institutional structures that they seek to question. This may arise from their 

reliance on the benefits that these organizations bring in ‘supporting’ and promoting 

their work. The Congolese animation director, Jean Michel Kibushi, for example, 

relies heavily upon funding and promotion from Belgian organizations (whether 

affiliated to the Church or NGOs) to permit him to return to the D.R.C. and 

continue the production of his films in Kinshasa. However at the same time he is 

critical of the role of the Church within the DRC as evident in his animated film, 

Muana Mboka (1999) (Callus, 2010:62). In a similar manner, the Kenyan political 

satire The XYZ Show (2009) in 2003 relied on funding from the French Embassy to 

develop the pilot for the first program. In 2009 (with difficulty) it went on to air on 

Citizen TV for no cost, as the production continued to be funded by international 

partners such as The Ford Foundation, The French Embassy, The Swiss Embassy, 

the Embassy of the Nederland, and the Open Society Foundation for East Africa. 

The series ran off the back of the post-election violence in 2007, with a strong remit 

and incentive (through its partners) to address the political aftermath of this 

traumatic event in Kenyan political history. The political relationship of the partner 
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institutions and their own involvement and interests in Kenya politics necessitated a 

complex vested interest in the promotion of the political critique offered within The 

XYZ Show.  

 

The tensions resulting from a necessary compromise caused at times by repressive 

state apparatuses such as censorship bodies or the military (Althusser, 1972: 101) 

calls for a sublimated52 critique that appears to be more visible in cases where artists 

must work within these politically and socially restrictive contexts. Parallels can be 

seen in the discourses surrounding Eastern European animation, with the likes of 

Russian animator Yuri Norstein’s animated film Tale of Tales (1979), and Czech Jiri 

Trinka’s The Hand (1965) as key examples of politically subversive animations 

(Harris, 2007; Wells, 1998).  

 

REPUTATIONS OF THE NAÏVE AND SUBLIMATION  

 

The creative decisions that underpin the subversive animation are informed largely 

by the knowledge of the myths that surround the animated form within popular 

culture.   The historical development of Disney’s animations and his choice of 

narrative ‘based on European fairy tales or folk tales’ (Allan, 1999:16) aided the 

proliferation of the fiction that animation was a medium suited to a children’s 

audience.  It is this very same myth that is an enabler to subversion and 

transgression, as it hides social and political critique within a non-realist aesthetic 

reminiscent of children and their innocence (Smoodin, 1993:70; Wells 2002a: 5).  

                                                
52 The notion of sublimation presented here stems from the Freudian psychoanalytical discussion of a 
rejection or adaptation of practices or drives that may be thought of vulgar or socially unacceptable, in 
favour of ones with a more acceptable aim that are considered culturally and socially suitable.   
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‘Ironically, its status as a peripheral form, or more precisely a 
form which does not carry with it connotations of earnest 
sociological engagement, has legitimised…”wonderful acts of 
smuggling” in regard to representing or expressing different 
viewpoints, ideas, and emotional states.’ (Wells, 2002a: 5) 

 

These qualities can disarm a viewer by allowing the artist to permeate critique and 

taboo within the animated moving image in ways that could be considered difficult 

to represent in exclusively photo-realist imagery. The examples presented in this 

chapter capitalise from the historical legacy of Disney and the like and the 

inescapable effect that these Western models of animation have had on global 

audiences. This genre of animation has created an overarching belief that animation 

is harmless and innocent 53  thus disarming both the institutional systems that 

legitimize the credibility of the form, as well as the viewer who engages with it in 

different ways.  

 

The complexity of the subversive ability of animated moving images, especially those 

with a graphical non-realist aesthetic, is presented here as an intricate network of 

‘symbolic inversions’ (Babcock, 1978), visual metaphor and parody. These types of 

animation serve to question and challenge the boundaries within social and cultural 

hierarchical spaces. The artists who make these moving images do so by co-opting 

aspects of popular culture to use to their own end and in a sense sublimate their 

embedded critique (Stallybrass & White 1986: 197). Unlike the discussions by Wells 

(2002a) and Leslie (2002) on animation and the avant-garde, here the sublimation of 

what could be considered a transgressive view is an important factor in the 

                                                
53 Furthermore the ‘unreal’ or ‘naïve’ aesthetic that animated moving images are able to present can 
have a distancing effect on the viewer, breaking the direct link between the content and a real-world 
referent. This discourse has become particularly pertinent in discussions of the so-called ‘animated 
documentary’ (Hones Roe, 2012), or socially engaged animations, which will be looked at in more 
detail later on. 
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discussion of Sub-Saharan animation. These animations contrast with Western 

subversive animation in various ways. Grotesque and vulgar imagery is a typical 

visual ruse that denotes the alternative54 status of contemporary subversive Western 

animation55. On the other hand, the cases of Sub-Saharan animated moving images 

must carefully negotiate a choice of aesthetic devices in relation to their context of 

exhibition in order to allow the (free?) circulation of critique within popular culture. 

The tactics that these artists call upon can range from caricature and news satire (as 

in the case of the Kenyan XYZ Show (2003- to the present)), children’s drawings (as 

in the case of the animated films of Jean Michel Kibushi), music videos, fables, and 

moralistic tales. Additionally for each of these individual examples, the context of 

exhibition and distribution plays a tactical role in the artist’s choice of aesthetic, 

narrative, structure or genre of moving image.   

 

CARTOONS, PARODY AND POLITICS  

 

The word ‘cartoon’ can be used to refer to an array of interrelated forms; comic strip, 

illustration, caricature, the single-panel cartoon, and animated cartoons (Harrison, 

1981). These forms also feature aesthetic similarities (and appropriations) between 

each other that has meant that it is not uncommon to find artists that stem from 

illustration or comics redeploying their skills in the field of animated moving images. 

Animation does not only share the aesthetic devices of the cartoon/comic, but also 

in the West has a shared historical positioning as marginal, popular and non-elite. 

                                                
54 Whilst there is evidence to suggest that Western subversive animation presents aesthetic and 
narrative qualities that appear more ‘libertarian’, historically animation in the US and Europe has had 
to contend with censorship as discussed in Cohen’s (1997) Forbidden Animation: Censored Cartoons and 
Blacklisted Animators in America  
 
55 The specific discussion of the grotesque body is more commonly discussed within Western 
academic discourses on Japanese anime and manga (McCrea, 2008, Lamarre, 2006) 
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Similarly these forms share the reactionary tendency to present subversive material.56 

Furthermore the printed cartoon (poster, panel or strip) has historically circulated 

both in the West and on the African continent as a form that functioned as a vehicle 

for political and social purposes whether as commentary and critique or propaganda57 

(Huxley, 2006; Lent, 2008; Eko, 2007; Eko, 2010). Early British propaganda 

animation for example, saw the likes of the illustrators Lancelot Speed, Harry 

Furniss, and cartoonist Dudley Buxton, move from print to animation with the 

impetus of the first World War, but whom then continued in this field as successful 

animators in their own right (Huxley, 2006: 308). The use of cartoons in print and 

animation, Huxley argues, made for a more effective type of propaganda, in that they 

were able to make light of the War through their use of humour and political 

caricature (2006: 319). These films were also able to capitalize on a didactic approach 

made possible by the diagrammatic or graphical abstraction of processes that would 

otherwise be ‘invisible, unimaginable, and potentially incomprehensible’ (Wells, 

2002b: 59).  

 

A basic comparison of the differences between the print and moving image cartoon 

form can be considered by seeing animation as ‘sequential in time but not (with 

exceptions) spatially juxtaposed as comics are.’ (McCloud 1993: 7) 58 . However 

notwithstanding the temporal aspect of the form, cartoon animation retains many 

                                                
56 Here it is important to mention that early cartoons were also responsible for the proliferation of 
racist stereotypes and derogatory depictions. For more on this discussion see: Scott McLean’s 
‘Minority Representation and Portrayal in Modern Cartoons’ in Y. R. Kamalipour, T. Carilli (eds) 
(1998), Cultural Diversity and the United States Media, Albany: State University of New York Press. 
  
57 The discussion of propaganda bears particular pertinence in that it is understood as the type of 
information that is propagated to encourage and instill certain attitudes, but critically that is able to 
serve the political interests of different groups and consequentially framed as neutral (rather than 
negative) (Stomberg, 2010:9). 
 
58 The temporal difference lends itself to the particular transformative or metamorphic changes of one 
image into another (Eisenstein, Wells, 1997).  
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other aesthetic qualities, in design and content that resembles the printed comic. 

Both are able to share an iconic representation (in the sense of a semblance) and a 

reduction of realism (literally and metaphorically)59. Cartoons are described as a ‘form 

of amplification through simplification’ (McCloud 1993: 30), and this simplification 

of form, texture, and detail has been used to insert qualities that may not externally 

evident but rather a reflection of the internal aspects of the character, space or 

object. One of the powers of the cartoon lies in ‘its ability to crystallize complex 

issues into a simple metaphor’ (Harrison, 1981: 14). The aesthetic amplification and 

distortion of form is in part related to the caricature. Here the artist may use 

grotesque imagery to present a deliberately satirical portrayal of an individual. These 

distortions and exaggerations can serve to enunciate the characteristic features and 

vulnerability of the targeted subject (Farwell, 1989: 9). In the specific case of the 

post-Cold War African political cartoon, it is possible to see the demystification of 

the authoritarian leaders, through a transmogrified representation of their leaders and 

their mascots, or the transformation of the symbolic use of ‘national animal symbols 

of power’ (Eko, 2007: 225). Eko argues, this parodic re-presentation of African 

leaders in the African cartoon sought to denounce the abuse of power through the 

use of transilience and de-territorialisation (Deleuze & Guattari, 1980). Amongst the 

examples of artists that use these techniques, Eko (2007) cites the Tanzanian 

cartoonist Godfrey Mwampembwa (aka GADO) whose work will be discussed 

below in the context of the rise of Kenyan political animation.  

 

                                                
59 Perhaps whereas in cartoons this is declared through the design of the cartoon, in animation this is 
also present in a temporal sense in its depiction of movement, with for example the use of ‘squash and 
stretch’ technique as an amplification of the limits of movement. In cartoons and graphic novels the 
fluidity of time and space depends upon the viewers ability to perceive closure (McCloud 1993:66) 
(that is the ability to fill in the gaps between panels).  
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While political animation shares some of these graphic qualities with the cartoon in 

print, it is also able to have a wider visual scope with an ability to draw from a range 

of artistic practices and aesthetics. This prevalent trait means that it is also able to re-

present a ‘self-reflexive’ type of comedy that draws upon different genres in the 

moving image to offer parody as a typical satirical approach to political and social 

commentary (Mbembe, 1992). ‘Parody is characterized by its play with form: the 

conventions of genre and medium that constitute the film itself’ (Matthews 2000: 

12), and therefore also relies on the viewer’s ability to recognize the conventions that 

it draws from. It is common to encounter discourses that position parody alongside 

readings of mockery and satire. However in this context Hutcheon’s (1978) wider 

discourses on ‘parody without ridicule’ are adopted as a more suitable approach. Her 

ideas open up the discussion to considerations of types of animated moving images 

that subvert genres without necessary derision. She develops a concept of parody 

that is not limited by the intention to ridicule, instead driven by a more nuanced 

irony that is more ‘ critical than destructive’ (1978: 202). The type of parody that is 

concurrently a form of imitation and inversion, underpinned by irony and ‘not always 

at the expense of the parodied text’ (1989: 88), can be seen in the examples of 

Kenyan’s multimedia artists’, Just a Band, animated photographic images on the 

Kenyan post-election violence, Somehow (2009) that was exhibited at the Goethe 

Institute in Nairobi. The ‘ironic trans-contextualization’ that Hutcheon claims 

‘distinguishes parody from pastiche or imitation’ (1989: 94) is especially visible within 

animated moving images. Historically the animated moving image has benefitted 

from its pervasive nature, adopting and transgressing conventions across the 

different visual arts. Furthermore Hutcheon’s reference to the ‘artistic recycling’ that 

parodic texts are comprised of resonates strongly with the practices within animated 

moving imagery.  
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The intertextuality that typifies parody has been considered especially well suited to 

the televisual format, ‘with its excessive text, its tendency to hybridize, and its 

practices of self-reflexivity’ (Druick, 2009: 299). This argument can be broadened 

even further to include animated moving images, and moreover those found in 

digital format.  Here the dialogic qualities that Druick calls upon, taken from 

Bakthin’s (1986) references to literary texts ability to be in dialogue with other types 

of texts and across different moments in time, can be seen to reappear within 

discussions on animation’s intertextual abilities. The range of aesthetic possibilities 

made available within the animated moving image and the ability to appropriate 

motifs across different formats (as a moving image genre, or literary genre, or 

pictorial genre) is a testament to the intertextual characteristic of animation. 

Furthermore, animation in the West has historically demonstrated its self-reflexivity 

through the revelatory practice of showing the animator’s hand in screen (famously 

Fleisher’s Out of the Inkwell, or Chuck Jones’ Duck Amuck), exposing the trick behind 

the magic, and breaking the suspension of disbelief through the use of Brechtian 

devices. These aesthetic practices have been described as being intimately connected 

to the ontology of animation (Wells b, 2002; Buchan, 2007). It is argued that 

animation’s particular constructed modes calls for a break away from the 

‘superficially closed-off narrative space and context’ (Wells b, 2002: 59). This self-

reflective approach (visible as early as 1918 with Emil Cohl’s Fantasmagorie) relies on a 

creative representation that deconstructs the various genres of moving images and 

their format. In opposition to the so-called ‘realist’ texts that proclaim positions of 

authority providing the illusion of truth (Matthews 2000: 15). Through the use of 

these techniques the artist is able to remind the viewer of the subjective assemblage 

that is presented before them. The artist plays with conventions of genre to subvert 
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the fixity of the said structures and infer a similar subversion of the systems and 

contexts that these images circulate within.  

 

THE RISE OF POLITICAL MOVING IMAGES IN KENYA 

 

Prior to the political events in 2007 leading up to and following the elections within 

Kenya, the Kenyan mass media had been described as having a tense relationship 

with the state. Although ‘Kenyan journalists enjoy considerable freedom to practice 

their profession’,  ‘patronage and bribery’ compromised the media’s role to promote 

and protect democracy (Odhiambo, 2002: 303). The Kenyan media environment has 

historically been subject to different obstacles that hindered its liberalization, these 

include the statutory limits to freedom of expression such as the Books and 

Newspapers Act of 1962, that grants ‘the police wide powers to seize without any 

search warrant’ or the Film and Stage Plays Act, that grants a licensing officer 

(appointed by the minister for information and broadcasting) the power to deny a 

license that is required for the production and performance/ public exhibition 

(Odhiambo, 2002: 302). Furthermore the State’s frequent interference that extended 

to closing down the printing facilities or arresting key players in the media, serves as 

evidence of the repressive state apparatuses in action (Wanyande, 1995; Odhiambo, 

2002). The discourses surrounding mass media in Kenya, that predate 2007, however 

are in the most part presenting a landscape of the media that was controlled to a 

degree by the technological limitations at the time, for example Nation Media Group 

was restricted by broadcast frequencies and government policies that favoured the 

state owned media. The advent of broadband and internet related technologies 

including mobile phones changed the discussion dramatically to include 

considerations of the citizen as participant journalist, with systems such as, for 
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example the Web application Ushahidi being created and adopted to respond to the 

election violence in 2007. This application created a platform that allowed citizens to 

report live through the use of their own mobile phone and internet technologies by 

uploading their own content in the form of images, videos or text. This live-feed of 

information is then combined with Google maps that was able to track where this 

content related to. This system is one example of the use of the Internet and digital 

technologies that create a sense of empowerment with the users of these devices 

outside of the state controlled mechanisms (Goldstein & Rotich, 2008).  It is within 

this context of new technologies that this chapter observes a rise in animation with 

political content within Kenya. Whilst the examples presented in this context appear 

to be a handful of individual cases, they all engage with digital technologies whether 

at a production stage or at distribution stage and they all occur simultaneously or 

following 2007. Furthermore the examples will be discussed in light of a key player, 

Godfrey Mwampembwa’s contribution to Kenyan political cartooning and the 

impact of his program, The XYZ Show across televisual media and online content.  

 

As presented earlier there are visible connections and movements between cartoons, 

print and animation. It is possible to find evidence of artists in Kenya that move 

between these spheres of practice and who are able to draw from the aesthetic 

subterfuge that each form permits through simplification of form, distortion, 

anthropomorphism, and so on60. Therefore a historical outline of the development of 

cartooning in Kenya serves to provide a context within which one can observe the 

trajectories that underpin Kenyan cartoons, and that may as a consequence inform 

some of the approaches to the Kenyan political animations discussed here.  

                                                
60 These artists include: Alfred Muchilwa, illustrator, cartoonist and animator; Celeste Wamiru political 
cartoonist, animator; GADO, political cartoonist, animator; Joe Ngari, illustrator, cartoonist, animator, 
George Obonya, illustrator, animator, Kwame Nyongo, illustrator, animator, Daniel Muli, cartoonist, 
animator 
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Early cartooning in Swahili was not subversive and did not always serve as a socio-

political voice. Cartooning of the 1950’s and 1960’s, for example, was endorsed and 

sustained by companies in the form of advertising, although it was still unclear 

whether these comics or cartoons were drawn by local artists or European agencies 

(Lent 2009:140)61.  It is important to note that the context within Kenya was one that 

stifled the cartoon strip from having an overt political voice. As Lent notes they 

tended to serve the interests of the leading political party dealing with topics that 

reinforced the political line. In the case of the paper Kenya Leo, they would not 

under any circumstance illustrate caricatures (Lent 2009: 153). Early cartoons and 

comics appeared to have predominance within the commercial, religious, and comic 

entertainment genres. This changed in the mid 1980s with new cartoonists from 

neighbouring countries being employed for local papers (Lent 2009: 154). 

 

Lent argues that the cartoons in Kenya play a role in the zeitgeist of their time, 

participating in and inflecting upon events at a given historical moment such as in the 

1950’s late colonialism, in the 60’s and 70’s the new nation-state, and later 1990s a 

concern with wealth and power.  

‘In these contexts, the study of historical comics does not only 
serve a documentation function, but also gives insight into the 
development of public discourses within the framework of 
popular culture.’ (Lent 2009: 156)  

 

Similarly the political animations that emerged during and following 2007 also give 

insight to the concerns regarding the State and ethnic tensions surrounding the 
                                                
61 A similar contemporary analogy can be seen in the current uses of animation in the advertising 
industry in Kenya. Unlike cartooning however, animation is a costly labour intensive exercise and does 
not carry the same economical savings that perhaps cartooning presented to the advertising industry – 
could this explain for the gross misconception of animation being a cheap alternative to its filmic (or 
video/ DV) equivalent. This issue was consistently raised by practicing animators that looked for 
income from advertising but that had to negotiate these misconceptions. (Personal communication 
Kwame Nyongo, 2009). 



 204 

elections of that time. They also however link in to wider discourses that emerge 

surrounding the use of digital media and in particular Web publishing, social 

networks and online video content and the ‘participatory culture’ these systems 

create (Burgess & Green 2009; Rheingold, 2003). These animations corroborate the 

documentation of an increase in technologically engaged citizens (albeit 

predominantly urban, as discussed in Chapter 7) that appear empowered by the 

freedoms that are granted in terms of distribution of content. These animations can 

also be seen evidence of an increase in the ‘vernacular creativity’ (Burgess, 2006) 

resulting from the accessibility and proliferation of digital technologies and the rise 

of a ‘networked public sphere’ that frames public discourse (Benkler, 2006: 212). As 

Benkler argues the fundamental difference between earlier mass media is the change 

in the architecture from the unidirectional ‘hub-and-spoke’ to the ‘distributed 

architecture with multidirectional connections among all nodes’ (2006: 213). Critically 

the cost of becoming a participant and content provider becomes more affordable to 

the individual, and the opportunity for State control over the public sphere becomes 

more difficult (although not impossible as the instance of China demonstrates) 

(Benkler, 2006). The Kenyan artists who have actively engaged with these media 

mark a significant move towards a grassroots approach to political engagement and 

the proliferation of an empowered voice that circulates outside of conventionally 

mainstream media such as television or radio. They also demonstrate an ability to 

escape constituted institutional boundaries that in the Kenyan context may be used 

to gag and control dissent by different players with vested interests. 

 

Therefore the analysis of the cases below considers three components: the interplay 

between form (and content), contexts of production, and contexts of dissemination. 

It seeks to identify the key aesthetic devices that may be at play in supporting the 
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artist’s subversive intent 62. In turn the discussion will be framed with an outline of 

the social and political contexts that affect and govern these sites of discourse. The 

discussion of subversivity and animation extends to include examples of animated 

moving images that challenge a conventional view of animation and that may also 

subvert established methods of distribution and dissemination. These examples 

move across and within different discursive spaces that enable or support the 

pervasive ontology of the form.  

  

 “MAINSTREAM” TO ALTERNATE POLITICAL VOICES 

 

A key figure and entry in to the discussion of political satire in Kenyan animation is 

the cartoonist Godfrey Mwampembwa (b. 1969), otherwise known as GADO. 

GADO is more commonly recognized for his work in Kenyan print media, although 

after 2008 he became widely known for his television series The XYZ Show (2008- 

present). This show, it has been argued, catalyzed the emergence of a range of 

political animation in Kenya (Callus, Forthcoming 2016). His own experience 

straddled cartooning and animation, having trained in animation in Fabrica, Treviso, 

Italy in 1997 and later at the Vancouver Film School in Canada in 2000. This 

knowledge of animated techniques and filmmaking combined with a strong 

foundation in political cartooning were to directly inform the development of 

GADO’s political parody The XYZ Show.  

 

The XYZ Show (2008- to the present) is a political parody structured as a television-

news format that uses latex puppets that are molded from sculptures based upon 

                                                
62 This discussion is undertaken whilst being mindful of the trappings of fixed paradigms as discussed 
previously in light of digital imagery (Manovich, 2009). 
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GADO’s drawn caricatures. The influences from Britain’s Spitting Image (1984-1996) 

and France’s Canal Plus Les Guignols (1988- to the present) are immediately visible. 

Like Spitting Image (1984-1996) this show presents both political satire and ridicule of 

popular culture icons, It relies on an inter-textual reference to stereotypes depicting 

the characters as personas from popular culture (Meinhof 2000:44) and in its earliest 

versions included a mixture of drawn animation, puppetry and digital effects and 

compositing techniques. The development of this program was not without 

difficulty, it required funding from foreign donors to move to production, and its 

official airing on television was delayed till 2008 due to the political environment in 

Kenya.63 Nevertheless a pilot of the program was screened in October 2007 at the 

Africa in Motion Film festival in Edinburgh.    

 

 
 

Figure 5.01: The sculptor Gerald Olewe in his studio at the GoDown Arts Centre with details of 
GADO’s cartoons on the board, 08/2009.  

                                                
63 For a detailed discussion of GADO’s development of this production see Callus, P (Forthcoming 
2016), ‘The Rise of Kenyan Political Animation: Tactics of Subversion’, in Tejumola, O. and Limb, P., 
eds. Taking African Cartoon Art Seriously: Satire, Politics and Culture. East Lansing, MI: Michigan State 
University Press. 
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 ‘As a cartoonist, I'm lucky, I work with one of the biggest 
newspapers in the region, and so I can do a lot that others can’t 
do. You do find the authorities reacting here and there, but I feel 
we are on the right track. The space keeps opening up 
everyday.’ (Personal Communication, Mwampembwa, 15/08/ 
2009) 

 

GADO was able to offer political critique that whilst being aired on mainstream 

media (Citizen TV) retained a degree of independence from local institutional 

hierarchies. His position was also informed by the understanding of a prerequisite to 

promote the ideologies of the partner foreign agencies, embassies and organizations 

that had supported the production of this show.  He is presented in this context as a 

catalytic agent to political animation in Kenya. His program was a precursor to other 

subversive voices within the animated moving images in Kenya. GADO was 

uniquely placed as he has a wide range of connections across the creative arts with 

cartoonists and animators in Kenya, some of whom worked alongside him on The 

XYZ Show. By appearing to create a more hospitable climate for political critique in 

the arts and popular media, GADO is presented here as key figure responsible for 

encouraging his peers’ political engagement through animation. Furthermore as part 

of a network, he exerts a ‘push and pull’ force that causes a wave of affect across the 

different social, cultural and political fields (Latour, 2011). The coinciding of 

different factors; the electoral political events in 2008, the international donor 

support for The XYZ Show production, the upsurge in use of digital technologies and 

an appetite within the public sphere for critical political engagement, are significant 

ingredients to the discussion of subversive animation in Kenya.  
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MUSA IHIGA 

Following the popularity of The XYZ Show in 2008, it was possible to trace a 

number of other animated moving image pieces that emerged from Kenya and 

that also presented subversive qualities. These examples ranged from types of a 

‘vernacular’ or ‘amateur’ animated moving image (Burgess, 2007) to types of 

digital new media framed by discourses in arts. The most similar in its approach 

and format to The XZY Show, was the cartoon animated short The Stated Opinion 

Show (2007). Whilst this animation was completed and released on YouTube in 

2007, it was reviewed on the Kenyan animation blog nearly a year later in 

November 2008 (http://kenyanimation. blogspot.co.uk/2008/11/stated-

opinion-show.html. Accessed 22/12/2008). The creator of this short, Musa Ihiga 

(b. not disclosed to author) did not share the artistic background of his peers in 

animation but instead had an education in information technologies (I.T.) and 

computing. In December 2005, Ihiga decided to start up a production company 

Musamedia Productions, with a view to work in the creative industry. The company 

served as a vehicle for him to combine his skills in IT with a long-standing 

passion that he held for animation. His leanings towards I.T. would explain his 

choice of computer generated 2D vector animation as a format.   

 

The short is similar to The XYZ Show in that it also employs satire and parodies a 

talk show with a host character and the political figurehead Mwai Kibaki as 

guest. The animation presents a technical proficiency of 2D computer animation 

with a visual style that uses simple forms, limited textural detail, and flat colour 

fills. Where some animators rely on the image to carry the narrative, Ihiga 

capitalizes on the use of sound and voice acting to carry the caricature of Mwai 

Kibaki that is arguably visually unrecognizable. The characters appear to have 
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limited physical distortions (as one may expect of caricature) and the economical 

use of line and colour give the animation a stylistic minimalism. The movement 

of the characters lacks the directed control in timing and posing that a seasoned 

animator is able to imbue a character with. Not withstanding these idiosyncrasies 

its success lies in the narrative content and scripted dialogue that is driven by 

local news references. Ihiga scripts the interview between host and guest as an 

uncomfortable exchange of journalistic questions that are met with tangential 

replies, or clichéd political jargon.  

 

    

Figure 5.02: Two frames from Ihiga’s The Stated Opinion Show (2009), with host Olivier Otieno and 
guest Mwai Kibaki.  

 

His small contribution nonetheless provides evidence of an attempt to engage a 

public in political critique. The screening at the Kenyan International Film Festival 

and Lola Kenya Film Festival, and mention in the Kenya Film and Television Awards 

(2009) would support the opinion that his film was considered a significant 

contribution to the body of animated films in Kenya at the time. Ihiga did not 

secure any official agreement to broadcast the proposed series (5 Episodes) on 

local television stations. Instead his unconventional distribution methods and 

proficiency in the use of digital technologies supported are exemplary of the 
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discourse of empowered citizenship. It is possible to see Ihiga as an agent who 

subverts mainstream exhibition and distribution methods. Ihiga distributed his 

short animation on self-made DVDs and VCDs at local market stalls for sale. He 

also used the Internet and specifically YouTube as another platform to showcase 

his animation. Ihiga’s background in I.T. gave him a strong understanding of the 

technological possibilities available to the artist in the form of free distribution 

through digital platforms that enables the possibility to access wider audiences. 

At the time the project did not provide Ihiga with any direct financial income, 

consequently during the time he was working on The Stated Opinion Show he was 

managing various jobs and small projects to fund his ambitions in animation. In 

2009, his observations on local media gave an impression of the divide between 

analogue and digital mass media and its relationship to subversive content,  

‘I must admit that with the events that happened, for example the 
raiding of media houses by government agents, most agencies 
have got a little shy of this kind of content, as much as they are 
warming up to local productions. But I hope that things will 
improve.’ (Personal Communication, Ihiga, 15/01/2009) 

 

GATUMIA GATUMIA 

Whilst Ihiga’s 2D animated short is an example of a formally untrained creative 

engagement with animation as a politicized form, the case of the artist Gatumia 

Gatumia’s animation The Greedy Lords of the Jungle (2009) provides evidence of a more 

crafted use of computer animation for political purpose. In this example 3D 

computer animation is used to retell an allegorical narrative that resonated with 

Kenyan audiences on multiple levels. Unlike Musa Ihiga, Gatumia Gatumia (b. 1978) 

was educated in 3D computer animation in Canada with a background in the arts. 

The use of this type of technology and animation tool is more complex requiring 
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dexterity in the use of the software as well as an artistic engagement to negotiate 

modelling, rigging, texturing, lighting, staging in a virtual 3D environment 64 .  

Gatumia obtained his diploma certification as an Autodesk Maya65 animator at First 

Interactive Computer College, Toronto, Canada. He returned to Kenya at the age of 23 to 

work in the digital content and animation sector. Between 2004 and 2008 Gatumia 

worked within the company RECON-KE predominantly on digital advertising 

content. In 2009 he changed the name and focus of the company to RECON-Digital 

with an emphasis on animated digital content, and that same year produced the 

animated short The Greedy Lords of the Jungle (2009).  The same year the film was 

selected for screening in the 2009 Durban International Film Festival, South Africa, as 

well as being aired on national television on television station NTV (Kamau, 2009 

http://www.businessdailyafrica.com/-/539444/626786/-/rwdtwe/-/index.html. 

Accessed 10/09/2013).  

 

Gatumia speaks of this animation as a reinterpretation of a Gikuyu story popularized 

in Jomo Kenyatta’s Facing Mount Kenya (1939) and influenced also in part by the 

Kenyan cartoons of the 1980’s such as Picha Hadithi by Terry Hirst (Personal 

Communication, Gatumia, 12/08/2013). The comic series was described as ‘one of 

the longest published comic series’ consisting of over twenty publications of 30 

pages each that referenced ‘African traditional oral literature…developed from 

various popular fables, myths and legends that were told in various Kenyan 

communities and they were a joy for the young readers.’ (Wanjiru, 2010 

                                                
64  The terms ‘modelling’, ‘rigging’ and ‘texturing’ are technical terms that denote processes within  3D 
animation software. The modelling is a process of creating or virtual sculpting the objects and things 
that will populate the virtual space. The rigging process involves assigning a virtual skeleton and then 
attributing areas of control on the model that it is designed to move. The texturing process involves 
assigning digital images to the model/object so that it appears to have the textural quality of the thing 
it is simulating.   
65 Autodesk Maya is one of the leading professional/ industrial software packages used for 3D 
computer animation  
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http://kimaniwawanjiru.wordpress.com/2010/03/19/hello-world/. Accessed 12/09 

/2013). In Kenyatta’s account of this Gikuyu narrative, the story is seen as parody of 

the British colonial government. For the most part Gatumia’s adaptation remains 

true to the ‘original’ narrative, although the artist decided to change the ending of the 

story to a more palatable, less violent demise, one that was ‘more appropriate to the 

tone of the film’ (Personal Communication, Gatumia, 12/08/2013).   

 

 

Figure 5.03: A frame from Gatumia’s The Greedy Lords of the Jungle (2009).  

 

The adapted story consists of a protagonist, ‘Man’, whose land is repeatedly taken 

away from him by a gang of antagonists (represented here as various 

anthropomorphized animals, King Lion, Mr. Elephant, Mr. Rhinoceros, Mr. Buffalo, 

Mr. Crocodile, Mr. Hippo, Mr. Leopard, Chairman Honourable Mr. Fox). At the 

start of the story, unbeknown to the protagonist, Mr. Elephant conspires with the 

others to take Man’s land from him. When Man calls for aid, King Lion invites him 

to set up a commission of inquiry to settle the matter. He is given to opportunity to 

appeal his fate to the ‘very very grand commission of experts in jungle law’ (The 
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Greedy Lords of the Jungle, 2009). However the said commission in this story is made up 

of the same corrupt villains that were complicit in the plan to appropriate the 

protagonist’s land. The central character leaves this situation, accepting his fate, 

disempowered and dejected. However this ‘colonization’ is repeated once again, 

when Man moves and establishes himself in a new place. Eventually the protagonist 

devices a plan to entrap the usurpers within the confines of the same land that they 

move in to occupy, by imprisoning them. Crucially, Gatumia alters the original 

narrative that ends with the trapping of the animals in a hut that is then burnt to the 

ground by Man. It is possible to speculate that the less violent version of this parody 

is designed to befit the genre of ‘naïve and childlike’ animation and present it as 

moralistic tale with a somewhat innocuous and cautious conclusion. The fate of the 

villains is the more socially acceptable notion of imprisonment as opposed to a 

horrific and brutal death.  In so doing, Gatumia is able to subvert possible 

institutional impediments that may arise from institutional bodies such as the 

Classification of Broadcasting Board, or the Broadcasting Content Advisory Council 

that regulates the exhibition of content, making the film more palatable and 

approachable to the range of audience sensibilities.  

 

Gatumia claims that the narrative was intended to serve as an allegory to echo 

different moments in Kenyan and African histories; firstly the ‘disenfranchisement of 

the Africans by the Europeans especially during and after “the Scramble for Africa”’ 

(Recon-Digital YouTube, 2010, http://www.youtube.com/watch?v=lD0q1Ex4Mb8. 

Accessed 10/08/2013), and simultaneously the continued experiences of alienation 

caused by contemporary African politics and accompanying endemic institutional 

corruption. Like other allegorical narratives, this story contracts larger historical 

narratives into a smaller spatially and temporally removed narrative that is 
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transformed to impart covert political and moral messages. If discussed solely as an 

allegorical narrative it is possible to see the film as a vehicle for telling a bigger story, 

with specific cultural and historical referents, in a context where direct mention of 

the grander narrative could be problematic (Wayne, 2001:130). However, the 

discursive framework of the allegory can be seen to limit the possibility of addressing 

the ‘thick layers of meaning’ that this film is able to carry and its readings across 

different spatial and temporal contexts. In other words, by emphasizing an allegorical 

narrative genre the range of possible readings risk becoming restricted to a dominant 

mode (De Man, 1979, Clifford, 1986). Furthermore as Clifford suggests, ‘any story 

has the propensity to generate another story in the mind of the reader (or hearer), to 

repeat and displace some prior story’ (Clifford, 1986: 100). In this case, the narrative 

collapses multiple historically positioned narratives so that the thematic concern with 

the ‘wrongful appropriation of property and rights’ (Recon-Digital YouTube, 2010) 

can be seen to transcend the condition of the colonized and reappear in the 

discourses on the post-colonial experience. Mbembe’s description of the postcolonial 

relationship is echoed within this narrative proposition, ‘the postcolonial relationship 

is not primarily a relationship of resistance or of collaboration but can be best 

characterized as illicit cohabitation, a relationship made fraught by the very fact of 

the commandement and its subjects having to share the same living space’ (Mbembe, 

1992:4). The motif of an illicit cohabitation is illustrated at the start of the narrative. 

The Elephant appears to be visiting the land inhabited by Man where he is welcomed 

and invited to stay, whilst all the while the Elephant is ‘hatching a plan of his own’ 

(The Greedy Lords of the Jungle, 2009).  Furthermore the concern with habitation and 

place is not limited to a discussion on the presumed binary premise of invader and 

invaded, and as Mbembe (1992) suggests this is in fact more complex and nuanced. 

In this particular animation for example the narrative constructs a plot to illustrate 
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the continual and repeated movement from one place to another of the protagonist. 

This narrative ploy alludes to the political discussions at the time situated in Kenya 

with regards to the ‘I.D.P. (Internally Displaced Persons) problem’.  The discourses 

on Internally Displaced Persons within Kenya are specifically historically located in 

the events leading up to and after the elections of 2007/8. Like other examples 

discussed in this section, the impact of the post-election violence, whilst not overtly 

referred to within this piece, clearly served to motivate the narrative content. In 

reference to wrongful and forceful appropriation of property, the Gatumia publicly 

states, 

‘Unfortunately this is a problem still rife in Africa and one that 
regularly rears its ugly head right here in Kenya. One need go no 
further than the I.D.P. problem and the numerous national 
scandals to find evidence of the effects of such vice.’ (Recon-
Digital YouTube, 2010) 

 

Therefore the weight of this animation lies in its ability to allude to multiple readings. 

It may appear to be a moralistic tale about power and guile or a representation of the 

colonial experience. Alternatively it may be seen to reflect the contemporary 

experiences of post-colonial politics across different African countries, or specifically 

as an extended metaphor of the conditions of the internally displaced Kenyan 

citizens who were forced into internal exile due to the events surrounding the post-

election violence.  This simultaneous multiplicity permits the animation to circulate 

within mainstream media while disguising the critique of one system by alluding to 

other parallel systems of power. The artist here is able to employ a tactic that allows 

the form to be insinuated into mainstream media as simply a fable about power and 

greed (de Certeau, 1984). The multi-layering of possible readings permits a type of 

subterfuge that evades censorship that may be imposed by the state. Furthermore, 
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the postcolonial positioning of this animation also offers ‘imaginative revision’ of the 

histories it draws upon and its conclusion invites the belief in the possibility of 

transformation (Slemon, 1988: 164).  

 

It is possible to extrapolate another reading of this response to multiple forms of 

colonization, seen through the lens of a larger discourse on animation and the 

cultural imperialism of Disney. Gatumia Gatumia frequently stated that a personal 

objective of his as an artist in animation, was to create content that promotes African 

narratives in response to the hegemonic content imported from the US (Gatumia on 

Capital Talk, K24TV, 2012 http://www.youtube.com/watch?v=183wseZ-Wis. 

Accessed 10/09/2013). In a sense this animation is politically underpinned not only 

by its embedded content within the allegory of colonization, but in its entirety as an 

animation that is an example of locally produced content for a local audience.  

 

JUST A BAND 

 
 

Figure 5.04: Poster Image for Just a Band exhibition TRNSMSSN at the Goethe, 2009.  
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In 2003 Jim Chuchu (b. 1982), Daniel Muli (b. 1982) and Bill Sellanga (b. 1982) 

formed the musical and multimedia group Just a Band. The artists decided to live 

and work together in an apartment-come-studio based in Nairobi, where they 

recorded and produced their music, filmed their footage and animated on their 

homemade pcs to later edit music videos or create installation pieces as part of a 

larger exhibition. This collective of Kenyan artists provide another example of 

the use of animated moving images for political purpose. They differ from the 

other cases presented in this section in their ability to indiscriminately straddle 

acutely different public spaces, such as both the gallery and the nightclub in 

order to disseminate their creative work. Their engagement with the public 

sphere is unique because their work is able to connect with different discourses 

ranging from those in the field of popular music, online activism, viral videos, to 

multimedia and digital art. More importantly it appears to do so in an inclusive 

and undifferentiated way (Habermas, 1991). Through this straddling of popular 

culture and the arts, negotiating local and foreign influences musically and 

aesthetically, they are also able to present an interesting case study of 

subversivity. Whilst so far the evidence of a rise in political animation in Kenya 

has been discussed in the context of mainstream media and the popular 

participatory culture of online or mobile distribution, these artists provide the 

opportunity to consider alternative types of animated moving images, and 

alternative spaces and contexts of exhibition and distribution (as well as 

capitalizing upon online participatory culture).  
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In 2006, ‘the collective’ 66  released a single Inwinyo Piny (2008) that was 

accompanied by an animated short. Inwinyo Piny (2008) is one of the earliest 

examples that hint at the artists’ engagement with social and political concerns. 

The animated video is set in the midst of an urban landscape (Nairobi) with 

surreal interludes of a DJ floating in the sky on a giant turtle. Simultaneously the 

story follows a solitary person who is assaulted and robbed by a gang of thugs. 

The video alludes to the everydayness of criminality on the streets in Nairobi. By 

embedding this event within a larger surrealist non-linear context, the artists are 

able to disguise an inferred social commentary. These types of pervasive 

practices continue to appear as their work developed as multi-media artists, 

simultaneously straddling diverse conceptual and discursive spaces such as 

politics and electronic music, the gallery and the club, the digital still and 

animated moving images, documentary and fiction, political activism, subversion 

and the spectacle. Whilst the ‘electronic music/art collective’ known as Just a 

Band in 2012 grew to include another three artists Mbithi Masya, Joe Were, Sedar 

Oddenyo, for the purpose of this section, the discussion will concentrate on the 

three founding members, their early multimedia work and their own political 

activism as individuals and through the band. In 2008, the band released its first 

album Scratch to Reveal (2008) that was also accompanied by various animated 

shorts that served as music videos to accompany their music. This was followed 

in 2009 by a digital media exhibition that promoted some of the musical content 

and accompanying digital moving images (music videos?). The exhibition 

TRNSMSSN was held at the Goethe-Institut, Nairobi, between May 5-16th. 2009. 

                                                
66 In an interview with Africaisacountry.com (http://www.youtube.com/user/africasacountry) Daniel 
Muli discusses the reasons why they choose to call themselves a collective as they try to engage with 
the semantics of ‘band’ and ‘artist’ and whether these terms describe their work and more importantly 
the range of contexts that they circulate within (gallery vs musical). This small excerpt alludes to the 
straddling that occurs in their work. This interview can be viewed at 
http://www.youtube.com/watch?v=MCILm_KsR0w .  
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This exhibition consisted of a set of different animated shorts, installations and 

video art. Amongst this eclectic mix of music videos, post-apocalyptic visuals 

and Kenyan sci-fi, Just a Band collaborated with award winning Kenyan activist 

photographer Boniface Mwanga to make two pieces with animated moving 

images that directly address the post-election violence, 2012, The Sequel (2009) 

and Somehow (2009). These moving image pieces employ aspects of animation 

techniques whilst appearing photographic in nature. The sequences present 

multi-faceted subversive qualities that can be located beyond the overt reference 

to political content.  

 

One such facet can be observed within the context of exhibition that saw these 

sequences embedded within a larger collection of work that appeared eclectic in 

scope. The literature on the exhibition would suggest that it was by no means 

underpinned nor framed by an overt interest in political content. Amongst the 

‘broken synthesizers and fragmented satellite broadcasts from the future [that] 

provide a fictionalized Kenyan future; panicked astronauts, lovelorn puppets, a 

flying tortoise, the meaning of life, an experimental boy band and a sprinkling of 

sparkly stuff…’ (TRNSMSSN Event Description, 5th May 2009, 

https://www.facebook.com/events/70184281594/. Accessed, 10/09/2013), the 

images of Kenya’s post-election violence created cause for reflection on possible 

imagined futures. The collision of disparate elements (including a DJ set that the 

band performed to conclude the event) served in a sense to obfuscate the social 

political elements that existed within the larger ‘fictionalized’ whole. 

‘After the violence in 2008, the Tourism minister kept telling 
Kenyans to go back to normal and maintain peace for the sake of 
the tourism industry…It made me wonder where we supposed to 
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hide the ashes and dust somewhere and smile at the tourists’ 
(Personal Communication, Chuchu, 02/02/2010) 

 

Another facet of the transgression of these sequences is visible in the sequence’s 

structure that encourages viewers to consider the nature of animation and the inter-

relationship between still and moving image. Whilst the artists do not depict 

movement in a filmic sense, through the sequence of 24 images to make up one 

second of movement on screen, they present a state of change between two still 

images. The moving images immediately refer to the photojournalistic origin, 

retaining an element of stillness. In the case of Somehow (2009), movement is 

introduced as an interjection or rupture in the original image, with the insertion of 

cut-out ‘Hollywood smiles’ that are positioned to replace the mouths of the subjects 

depicted in these images. This on/off or limited animation technique generates an 

‘uncanny’ effect67 that makes for discomforting viewing.   

 

 
 

                                                
67 The uncanny valley was a phenomenon studied by Masahiro Mori (1970) with regards to reactions 
to human qualities in robots. He observed that at a certain tolerance of similarity the robot appeared 
to look ‘creepy’. This phenomenon has been used to describe some effects in animation whereby 
animatronics, puppets, or CG photo-real characters appear to be human enough to arouse some 
empathy, yet at the same time is clearly enough not human to avoid the sense of wrongness. 
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Figure 5.05: Two sequences of 2 frames from Somehow (2009) illustrating the limited on/off animated 
technique used with sound. 

The juxtaposition of identical sequential images with the additional rupture of a 

superimposed smile creates a conflation of visual opposites within the same 

image. A woman flees from the violence in tears; a woman flees from the 

violence with a smile on her face. This rupture is also emphasized by the 

soundtrack that is otherwise silent, with the exception of a pinging sound that is 

synchronous with the inserted cut-out smiles. Between each new image, the 

sound of a camera shutter opening and closing is used to denote the change and 

remind the viewer of the origin of the image. Here it is worth considering the 

earlier discussions of parodic forms without derision as proposed by Hutcheon 

(1978). The animated sequence makes references to the photojournalistic genre 

and relies on a reading of the image as such for the parody to work.  An 

understanding of the journalistic qualities of the image is essential in that it 

allows the viewer to locate the image as a document of a referent (in the vein of 

documentary genre) of an event and person/people in a particular time and 

place. The artists’ interjection in this case plays upon the portrayal of a grotesque 

body, but not as Bakthin (1965) discussed in the context of satire, instead here it 

results in an unsettling sense of unease rather than humour.  The sequence is 
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cohesive only in its subject matter, a focus on the Kenyan citizen around the 

time of the post-election violence. 

 

In 2012, The Sequel (2009) the artists reuse the photojournalistic images of 

Mwanga, this time to present a ‘fictionalised’ narrative, a projection into the 

future of the elections in 2012. The images are collated in a linear fashion, and 

digitally collaged to appear as if within a book to read as a sequence of events, 

leading up to and following the elections. The images are presented through a 

POV (point of view) shot that positions the viewer as the figurative reader, a 

Kenyan citizen. The artists’ create a paradoxical assemblage of images that are at 

once both indexical of a referent and components of a fictional construct.  

 

Aside from the collective work, including political pieces that were embedded 

within a larger body of creative work that encompassed music, video, web-based 

multimedia, the individuals within Just a Band were also involved in separate 

projects that also consisted of different types of political activism through the 

uses of animation and moving images. Jim Chuchu, at the time, setup the 

politically activist organization Kuweni Serious (2009) that actively sought to 

engage with the issues surrounding the postelection violence, through the 

dissemination of short digital video interviews disseminated on the web. The 

project aimed to raise a political consciousness through online media platforms. 

This included the short video portrait If This Country Burns, We Burn With It 

(2010) intended to provoke activism through a collective responsibility as 

opposed to apathy. In 2012, Jim Chuchu moved on to co-found and take on the 

role of Creative Director for NEST, a multi-disciplinary art space in Nairobi, that 

would continue making political content with the release of the award-winning 
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film Stories of Our Lives (2014), an ethno-fiction inspired from the Kenyan LGBT 

community. Kuweni Serious also spawned another creative hub promoting 

political activism, PAWA254 that was setup in 2011 by the photographer 

Boniface Mwangi68.  

 

In 2009 Daniel Muli worked with a media production company Mediae in 

Nairobi. His work consisted of creating animated inserts for the children’s 

educational program The Know Zone (2009). The African Tales series was a 

collection of animation inserts to be placed within the larger program structure 

that presented a storyteller who narrated different stories. Embedded amongst 

the series was one particular episode with educational politically inflected content 

about animals sharing resources over a waterhole. The following year Muli also 

contributed to the creative team of multi-media production company Well Told 

Story. Amongst the company’s portfolio was the Emmy award winning Shujaaz 

(2010), a multi-platform project designed to encourage political engagement in 

the youth. The story is promoted through comic books, animated comics on 

YouTube, social networking, and radio. The term Shujaaz means heroes in 

‘Sheng,’ an urban slang used by youth throughout Kenya.  USAID partnered 

with this innovative Kenyan company in this initiative to engage youth in issues 

such as political violence, negative ethnicity, leadership, and peaceful elections. 

The narrative revolves around a cast of characters including DJ B. who is an 

unemployed nineteen year-old who has a pirate radio broadcast station. Daniel 

Muli was one of a team of artists that created the artwork for the comics. (DFID, 

                                                
68 The PAWA254 organization was setup in 2011 as a creative hub space to serve a dual function. Its 
agenda was to encourage creative practices in photography, cartooning, animation, design, 
videography and filmmaking to foster social change through community-driven projects. The 
PAWA254 Hub was setup by one of the key proponents of the Kuweni Serious campaign, 
photographer and activist Boniface Mwangi. 
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2011, https://www.gov.uk/government/ news/award-for-shujaaz-a-comic-with-

serious-messages. Accessed 21/08/2014)  

 

It would appear that Just a Band presents two facets to their collective identity. 

Those of popular musicians serving the culture industry and reliant on the 

income it generates to enable them to continue their artistic pursuits. In this 

space, their work is uploaded onto the web, linked to ITunes, Amazon and other 

global players with a view to sell their singles and albums which can be 

downloaded and accessed by a global audience. On the other hand this position 

enables them to create subversive work that can be seen to circulate in different 

public spheres whilst re-presented within a gallery context. For example the 

music Matatizo (2013), (a re-recording of the Kenyan composer Issa Jum’s song) 

served as a tribute to the Citizens for Justice who survived the Nyayo House 

Torture Chambers (Friedrich-Ebert-Stiftung, Citizens for Justice (Nairobi, 

Kenya), 2003). The upload on their YouTube Channel includes a link to the 

published book, We Lived to Tell: The Nyayo House Story (2003).  

(http://kenya.usaid.gov/programs/democracy-and-governance/1097. Accessed 

11/10/2013) 

 

ANDREW KAGGIA 

The political content within Kenyan animation was not restricted to the years 

following the post-election violence of 2007 and early 2008 but saw a return with the 

elections in 2012. Andrew Kaggia’s (b. 1987) animation Waguezi 2012 (2011) was 

popularised on local and international media for its parodic depiction of Kenyan 

political leaders as competing cars in a race. Kaggia’s professional background in 

animation began in 2007 with the development of interactive games for the web. In 
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2009 he moved to work on the international production, Tinga Tinga Tales (2009) at 

Tiger Aspect Studios as well as undertaking lecturing 3D computer animation at 

Nairobi’s Institute of Technology. Following this he worked at BuniMedia on digital 

effects and animation for The XZY Show between September 2009 and 2011. This 

experience pre-empted the production of Waguezi 2012 (2011) that made its timely 

appearance on the web in the run up to the 2012 elections. In 2013 his portfolio of 

3D computer animated shorts consisted in the main as creative content produced for 

the advertising or television industry whilst working at the company Africana Digital 

(2012-2013), however his contribution to Kenyan political animation was significant 

to discourses within Kenya at the time and placed Kaggia on the international map.  

 

Wageuzi: Battle 2012 (2011) is a thirteen-minute 3D computer animated short, which 

like others discussed in this context was distributed mainly through YouTube and 

circulated on social networking sites such as Facebook. The computer-generated 

animation makes overt reference to a collection of US science-fiction films, including 

the franchise Transformers69 (2007, 2009), the iconic image of the bionic face from the 

film Terminator (1984), and freeze-frame bullet timed shots from The Matrix (1999). In 

Wageuzi; Battle 2012 (2011), the animation is mostly a series of different fight 

sequences that culminates in a standoff battle where the politicians are transformed 

from vehicles into anthropomorphised robots, engaging in complex and acrobatic 

fight scenes with a host of weaponry at their disposal.  These sequences are littered 

with nuanced references to the politicians’ slogans, catchphrases and their 

mannerisms. Kaggia plays with the term ‘Wageuzi’ which is both Swahili for 

transformers but that ‘can also mean 'the change makers,' because our leaders are the 

                                                
69 For the purpose of this argument the reference made here is to the US version of the Transformers 
franchise as this is more likely to have had contemporary pertinence to Kaggia, as opposed to the 
original Japanese toys which inspired the spin-off animations, comic books and films.  
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tools for change.’ (Kermiolitis, 2013 http://edition.cnn.com/2013/03/01/world 

/africa/kenya-wageuzi-elections/index.html?hpt=iaf_t4. Accessed 15/03/2013). He 

also uses text in inter-title frames to provide context and make reference to the 

‘transformer’ or ‘chameleon’ politician who betrays others and changes allegiances.  

The animation begins with a car race with interspersed title frames to situate the ‘race 

to 2012’, and during it there are some visual ploys that are used to contextualise the 

characters (through for example the number plates) and props in the environment 

such as a large brick wall in the shape of the word ‘Hague’ that obstructs the cars on 

their journey. In the final scene of the animation the supposed victor looks out in the 

distance with a Kenyan flag by his side blowing in the wind. In a final twist, another 

opponent makes an unexpected appearance as he launches himself towards the 

victor, implying a continuation of the battle. The animation concludes with a final 

title frame – simply put, a cautionary ‘Vote Wisely’.   

 

Kaggia’s cautionary animation enabled him to embed his political concern within an 

imaginary urban space that notably lacked any people and where the only characters 

present were politicians depicted as disembodied mechanical robots. The animation’s 

narrative structure lacks any obvious political bias towards one or another politician, 

and depicts each of them similarly engaging in battle, with effectively no real victor. 

This even-handed critique alongside its didactic message ensured that it was able to 

circulate across different Kenyan audiences with different political allegiances, as well 

as being seen to be in support of the then governmental stance for peaceful elections.  

 

ALLAN MWANIKI 

Children of War (2013), directed by Allan Mwaniki (b. 1982 - 2015), is a more recent 

political animation that presents a political subject that extends beyond a Kenyan 
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context. The theme of child soldiers and war is overtly addressed throughout the 

short film with repeated references to factual information (presented as newspaper 

headlines) on the subject of war and children.  The 5 minute animated short was 

inspired by a collection of different events within various African countries that have 

undergone civil wars and social or political unrest, such as Darfur, Somalia, Sudan, 

Sierra Leone and Kenya. It focused and called for reflection in particular upon the 

impact of these conditions on children (Personal Communication, Mwaniki, 

17/09/2013). This animation has both a local and international resonance as a result 

of its broader discussion on violence and war. It was screened locally and also 

promoted online through Google+ and YouTube. 

 

Allan Mwaniki (b. 1982 - 2015) began his studies in animation in 2002, obtaining a 

Diploma in 2D and 3D animation from the Shang Tao Media Arts College in 

Nairobi. In 2006 he attended the UNESCO Africa Animated workshops making a 

short animation, Samak (2006) that was screened at Africa in Motion Festival in 

Edinburgh. In 2007 he continued accruing skills in animation by attending an 

animation software-training workshop for ToonBoom. Between 2003 and 2007, he 

was also employed as a lecturer in animation studies at Shang Tao Media Arts 

College. The following year he was employed as lead animator on the Tinga Tinga 

Tales (2011) series produced by British company Tiger Aspect. The experience of 

working within an industrial production environment equipped Mwaniki with the 

knowledge and his experience as a lecturer at Shang Tao gave him the contacts 

necessary to undertake the film Children of War (2013). Mwaniki was able to train, 

direct and manage a team of four student animators. He structured the production of 

the film, albeit in a very limited manner, into a breakdown of roles that emulated the 
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industrial model, with specific division of labour pipelines. The actual production 

took four weeks tom complete and was later screened at the French Cultural Centre.  

 

Mwaniki described the inspiration for this animation as stemming from personal 

contact with refugees from Sudan and Somalia, in the Kakuma and Dadaab refugee 

camps whose accounts of the experience of violence and war greatly affected him. At 

the same time, the resulting internal displacement of Kenyans following the post-

election violence caused Mwaniki to reflect upon the similarities in their experiences 

and their vulnerability (Personal Communication, Mwaniki, 17/09/2013).  The film 

consists of a series of 2D animated drawings that whilst being cartoon-like in its use 

of flat colours, has an illustrative style that lends itself to a more realistic depiction of 

the scene and characters. In the vein of rotoscoped animations such as Waltz with 

Bashir (2008) and Waking Life (2001), this film is able to interweave realistically drawn 

components with surreal metamorphic transitions of inanimate objects within the 

scene that appear to be bleeding as a visual device. The animated sequences are short 

vignettes at times depicting an army of faceless soldiers, or abducted children 

imprisoned in cells, at other times the shot focuses in on the face of a child soldier. 

For the most part the animated sequences are short and cinematographically still. 

The animation draws upon ‘photo-realistic’ imagery in form and movement but the 

graphic style permitted the director to create imagined spaces and stage a narrative 

event (that whilst referencing real incidents) did not depend on the director having 

immediate access to the people or places.  
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Figure 5.06: Series of six still frames from Children of War (2013) illustrating the surreal use of blood as 
a visual device 

The structure of the film was fixed by lengthy inter-titles of text that serve to act as a 

silent narration for the viewer to accompany the music and images. The use of inter-

titles and the serious tone of the images portrayed situate the animation in the genre 

of public services announcements (PSAs). This may be in part related to the 

involvement of the funding body that sponsored the film, GESCI, an organisation 

founded by the United Nations ICT task force. The film was an example of the 

culmination of the African Knowledge Exchange (AKE) program that sought to 

provide training to students from the fields of animation, games, graphic design, and 

sound production by linking them to a tutor over a period of three months (see: 

http://www.gesci.org/fully-funded-training-opportunity-in-digital-creative-media-
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and-animation.html. Accessed 28/09/2013). This offered Mwaniki the possibility to 

be contemporarily director and trainer/instructor to his team.  

 

Although Mwaniki was predominantly interested in fore fronting the child soldiers 

on the African continent, he introduced the subject matter through a wider lens with 

a focus on technology and the commodification and glorification of war. The film 

appears to have the qualities of a visual essay, with an emphasis on the text to convey 

a clear voice that allows for little ambiguity in its interpretation and reading. Unlike 

other examples of Kenyan political animation, this animated short can be positioned 

as a PSA (Public Services Announcement) that appeals to an international audience 

instead of a distinctly local one. This may be in part a consequence of Mwaniki’s 

experiences, working on an international production and thereby developing a keen 

awareness of creating content with an international audience in mind. He worked 

alongside trainers from Ireland’s Ballyfermot College, School of Animation whilst 

making the film.  Although his film does not deal directly with the Kenyan political 

contexts, it was motivated by an experience of the internal displacement of Kenyans 

following the election violence. His animation like those of his contemporaries 

circulated mostly on the Internet through Vimeo and YouTube. Mwaniki’s 

engagement with animation and political activism extended beyond this animated 

short and continued through his involvement with the creative hub PAWA254 (that 

encourages political and social activism through the arts and digital media) where he 

ran workshops in animation in August 2014. 

  

 

THE POLITICS OF COMPLICITY 
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As seen above, the impact of the Kenyan political climate of the 2008 post-election 

violence and the simultaneous appropriation and effect of digital technologies played 

a part in a rise of political animation in Kenya. This emergent form was not 

positioned as a simplistic oppositional critique of the State, but instead manifested 

subversive qualities that compounded the us/them dichotomous model. These 

animations provided a commentary that was tactfully presented as innocuous 

animation, in a way that enabled an engagement from within these same systems it 

sought to comment upon. By 2012 the context that gave rise to this body of work 

was changing. The political environment then appeared to be more accommodating 

and willing to use these same critical agents to another political end. The strong push 

in Kenyan government policy to incentivise and promote local talent within the IT 

sector and related creative industries also played its part in positioning these artists 

favourably.70 Some artists were able to straddle ‘oppositional’ discursive spaces, and 

on occasion create work that had a simultaneous subversive/complicit functions. It 

is possible to observe how the Kenyan artists were able deploy a tactic that enabled 

them to profit and benefit from the institutions that employed them for their own 

political end, whilst simultaneously maintaining a subversive voice. The popularity of 

their earlier work amongst the general public paradoxically afforded some artists 

(such as GADO, Peter Mute, Gatumia Gatumia) relative power that positioned them 

as key players in the field of animation in Kenya. There appeared to be a degree of 

complicity with the same institutions they served to critique.  By 2012 the artists’ 

position as critic had become a key factor in validating and endorsing the State’s own 

display of reform and change subsequent to the events of 2008. Evidence of this can 

be seen in BuniMedia’s production of The XYZ Show (2009-) and the production of 

the Public Services Announcements commissioned by the NGO organisation 
                                                
70 The Kenyan governmental support and change in policies for the IT sector and its impact on the 
emergence of animation is discussed in more detail in Chapter 6 
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Kenyan ACT and Kenya Civil Society Strengthening Program (KCSSP)71 in 2012 for 

a ‘Peace and Good Governance’, and anticorruption campaign, The Wazi Campaign 

(http://www.wazicampaign.org/. Accessed 03/09/2013). The campaign was part 

funded by the DFID (Department for International Development, UK) and USAID. 

It consisted of a series of 3D computer animated shorts that aired on local Kenyan 

national television stations and was promoted online through social media and 

networking sites. In places the animated shorts are stylistically reminiscent of the US 

blockbuster animated films such as A Bugs Life, and Bee Movie, and Antz, such as Buni 

Media’s Different Tribes Working as One (2013), or Making it in the Counties (2013). Each 

of the animated shorts from the series ends with the same slogan, “Kenya ni Jina, 

Nchi ni Wewe” (Kenya is just a name, you are the country) and aims to encourage 

citizenship and ‘celebrate ethnic diversity’ through civic education. Whilst the project 

was not overtly endorsed by the nation state government, its wide distribution across 

a large range of television stations (KBC, Kiss TV, Citizen TV, NTV, QTV, 

and KTN) would suggest a more obliging position from the part of the government.    

 

Another more overt example of the interplay between subversive animation and the 

State can be seen in the production and release of the animated computer game 

Election Thief (2013). This game is a multi level platform 2D game that was developed 

for mobile phone platforms as an Android Application. The game features Omu, the 

ordinary citizen whose goal is to catch the ‘election thief’ who has stolen votes 

during an election. The company that developed the game, University of Games 

(UOGames) are based in Nairobi and were setup in 2011 with the aid from a 

                                                
71 ‘The KCSSP program is a six year United States Agency for International Development (USAID) 
funded program that started in 2006 and ends in 2013. KCSSP is jointly implemented by Pact and 
Act!’ (http://www.kcssp.org/. Accessed 31/09/2013) 
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TANDAA grant 72   (http://www.uogames.net. Accessed 03/07/2013). The 

involvement of TANDAA on the project suggests the complicated relationship 

between the state and distribution of political content. In an interesting spin on the 

game’s description, the TANDAA website lists the game as a tool for ‘spreading the 

peace message during time of elections’, therefore whilst the game can be framed as a 

facet of political discourse in Kenya, it’s complicity with the State suggests the 

government’s own appropriation of the political nature of the game to support its 

own agenda.  

 

In conclusion, Kenyan animation artists were able to deploy a range of tactics that 

ensured that they were able to subvert political gagging through specific techniques 

situated around practices in animation (as discussed in this chapter). These were 

underpinned by the understanding that animation affords a degree of freedom as it is 

positioned as type of moving image suited for children’s audiences. Furthermore the 

capitalizing of digital technologies ensured that the artists were also able to 

circumvent traditional distribution circuits, such as television broadcasting, exploiting 

instead the rise of mobile phone technologies and access to mobile broadband73. 

Their expert use of these technologies also insured a subsequent complicity with the 

same institutions they initially critiqued. Institutional bodies looked towards them, 

for their knowledge and ability to create effective animated content and employed 

them for the generation of state funded public service announcements. This effective 

positioning and movement through and across different spaces suggests the need to 

                                                
72 TANDAA grants were setup by the ICT Authority of the Kenyan government to enable the 
creation and distribution of locally relevant digital content through the Tandaa Symposium and seed 
money to ICT entrepreneurs. See: https://sites.google.com/a/ict.go.ke/tandaa/  
 
73 Digital technologies in Kenya is discussed in more detail in Chapter 6  
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engage with the notion of tactical subversivity in the context of Sub-Saharan 

animation.  

 

COMPROMISING CONTENT: DISTRIBUTION AND HISTORICITY  

 

The discussion of subversive animation has so far focussed upon the recent rise of 

political Kenyan animation around and after 2008. However it is possible to trace 

examples of a political engagement through the use of animation in Africa as early as 

1966 with Moustapha Alassane’s Bon Voyage Sim (1966). The discussion of 

Moustapha Alassane’s film should be considered here within a specific historicity and 

context that informs the reading of the film and the subsequent re-release Adieu Sim 

(2001).  This example provides clear evidence of the complexity of factors; whether 

in production funding or sponsors interests and agendas, that can temper and alter 

the subversive qualities that a director may set out to achieve.  The specific historicity 

of these two films makes it possible to identify clearly a compromise in the narrative 

content and political intention of the earlier film, that may have resulted from 

Alassane’s considerations of funding, dissemination and distribution.  

 

Moustapha Alassane (b. 1942) established himself as Nigerois film maker after 

moving to Niger in 1953 from Benin. He is cited as the father of Sub-Saharan 

Animation as one of the earlier post-colonial directors whose work in both 

animation and film garnered international attention (Bazzoli, 2003:121, Heath, 

2010:80). Although it would seem that a large number of his films were self-funded, 

the animation Bon Voyage Sim (1966) that was made in 1966 was to be taken on by 

the now called Cinémathèque Afrique, part of the French Ministry of Foreign 

Affairs. Alassane had already established himself internationally having won the 
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Bronze Medal for short films at the Cannes Film Festival in France in 1962 for his film 

Aouré (1962). Cinematheque Afrique, began in 1961 as an initiative by the French 

government’s Ministry of Cooperation to archive films made in/from Francophone 

Africa and promote them (http://www.culturesfrance.com/afrique-caraibes-en-

creations/cinematheque-afrique/po20.html. Accessed 12/10/2009). In his article, 

African Cinema: A Short History, Olivier Bartlet stated,  

 

‘The French colonist did not leave any structures for filmmaking 
and the “Film Units” left by the English quickly faced resource 
competition with other urgencies: the early filmmakers were an 
oddity who lacked means. They relied on co-productions or rode 
the success related to popular theatre forms (as in Nigeria), or 
foreign help as was the case in Francophone Africa. Indeed, 
anxious to get back in touch with an Empire that was slipping 
away from it, France supported filmmakers in its former empire 
through the Ministry of Cooperation as early as 1963.’ (Bartlet, 
2008: 66) 

 

The involvement of the Ministry of Cooperation with Alassane was not incidental. 

As Bartlet suggested, the support this Ministry provided served to promote the 

interests of the French in appearing to support a former empire both within Niger 

and France itself. Correspondingly Alassane, who had already made an impression on 

the French film circuit and who was working closely with Jean Rouch, was able to 

garner the support of the Ministry whilst adapting his work to create a narrative that 

was in part sympathetic to the viewpoints that post-colonial France wanted to 

promote.   

 

Alassane’s narrative of Bon Voyage Sim (1966) is presumed to be a parody of African 

leaders’ pomp and grandeur post-independence, whilst using humour to critique the 

extravagant and unrestrained ceremonies surrounding these leaders. Ukadike 



 236 

(1994:75) like others described the animated short as a ‘social-satire’. In this short 

animation, Sim is the president of a republic of toads who upon invite from the 

president of a neighbouring country, makes his way to visit the country. Alassane 

humorously de-territorialized the African leader by representing him as a toad. The 

story unfolds as Sim departs to the fanfare of the leaving party and parade of military 

that see him off on his trip. He then boards an airplane only to be welcomed by a 

similar grandiose spectacle by his hosts. Upon his arrival, Sim greets his hosts and 

goes about his diplomatic duties by attending meetings and officiating the opening of 

new buildings. He leaves to return home to the sounds and display of another 

pompous ceremony with the media, military and band.  

 

Bon Voyage Sim (1966) does not make use of any colour and lacks any graphic detail 

that could compound the production of the drawn 2-D line animation. Alassane was 

able to be economical in style and design without relinquishing the animated 

characters’ capacities to suspend the viewer’s disbelief. Even when at times the 

animation uses simple looped sequences that are repeated within the film, the 

repetitions work to support the action such as the toads marching or playing the 

band music. In other instances the toads metamorphose into spheres in a fluid 

transition typical of drawn animation (as opposed to cell animation that may have 

more of a fixity within the component parts of the image). All these techniques 

therefore would suggest a necessary self-imposed economy resulting in part from the 

auteur focused production process, as opposed to a studio set-up. Although 

Alassane’s techniques have been described as unskilled or naïve (Bendazzi, 2003) it is 

worth considering instead the context within which the filmmaker was producing 

work. It is possible to infer that the resultant style was economical by design and a 
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consequence of the limited resources rather than the director’s ability to animate 

(Callus, 2012).  

  

Alassane’s film appears to criticize the new African nations' leaders and their lavish 

lifestyle. However the re-release of this film in 2001 would suggest that this was not 

the only intent of Bon Voyage Sim (1966). The remake that Alassane directed and 

produced appears to be a near mirror copy of his 1966 film. Whilst in this version he 

made use of 2D computer animation and added colour, the animated short contains 

an exact replica of shots to the same soundtrack, with the exception of the last four 

shots at the end of the film. Here Alassane includes a very different ending to Bon 

Voyage Sim (1966). In this version, on Sim’s return to his country he finds that it has 

been taken over by an army and is unable to land. The animation’s name also 

significantly changes from Bon Voyage Sim (1966) to Adieu Sim (2001). 

 

 

Figure 5.07: Still frame from Adieu Sim (2001) of the pilot of the airplane taking Sim to back home 
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The aesthetic qualities of Adieu Sim (2001) give the impression of a much cruder 

execution. The use of the computer enabled the introduction of digital artefacts such 

as the pixelated line, rough edges and uneven colour fills. Here the use of the 

computer appears to inhibit rather than improve the quality and style. It interferes 

with the animated process to make the movement mechanical due to the inherent 

interpolation between key poses that animation software offers (unlike the earlier 

hand-drawn animation with a more nuanced sense of timing and pace). 

Notwithstanding, this animation was of extreme importance as it permitted a 

reframing of the first version, Bon Voyage Sim (1966),  Adieu Sim (2001), has had no 

official distributors associated to the film, and only recently has been shown in the 

European animation festival circuit at the Magreb Animation Festival and FICAM 2007 

(International Festival of Animation in Meknes).  

 

In 2013, information regarding the film was limited, unlike Bon Voyage Sim that 

received a wider international acclaim. Generally festival programs used a synopsis 

that in fact remained practically unaltered from that of Bon Voyage Sim. An exception 

to this is would be the entry on the New York African Film Festival archive (AFF), 

entered in 2012 that simply stated, ‘Moustapha Alassane is able to employ a new 

cinematic technique and develop an alternate ending that was not permitted to be 

viewed during the colonial period’, (http://www.africanfilmny.org/2012/adieu-sim/. 

Accessed 03/10/2013), this statement was echoed on the AfriCultures entry for the 

film (http://www.africultures.com/php/index.php?nav=film&no=10871. Accessed 

03/10/2013). Whilst Niger acquired independence from France in 1960, and Bon 

Voyage Sim was completed in 1966, the synopsis provided for Adieu Sim implied that 

the preceding film Bon Voyage Sim was made during the colonial period. The 

inaccurate chronology that is presumed within the synopsis nonetheless implicates a 
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wider discourse on the political climate of the 1960’s and the protracted hold that the 

colonial powers had in Niger. The very different ending in Adieu Sim (2001) changes 

the perception of the entire animation from a light hearted humorous critique of 

African leaders, to a more ominous representation of post-colonial anxiety. The 

question of censorship on the part of the French distributors must be a 

consideration to factor in when considering the motivations of the shorter earlier 

version74.  Therefore it is possible to suppose that as a consequence of the political 

climate and key period when Bon Voyage Sim (1966) was being made, Alassane 

compromised on his narrative to ensure that his animation would be distributed and 

watched in Niger and in Europe. Furthermore it would be reasonable to assume that 

the intended ending would have been seen as negative and undesirable to a Western 

audience, perhaps providing a reminder of the tensions between Europe and Africa, 

the colonial history and its political aftermath.  

 

Whilst animation is able to conceal political or subversive content75, this does not 

afford the filmmaker and artist complete liberty. Alassane’s films provide an example 

of the discourses of power that come into play in a climate where the filmmaker 

lacks the means to produce and distribute their work. The cost for the artist, in these 

situations, appears to be the loss of total autonomy. For Alassane, the reliance upon 

the support of different sponsors to enable the production of Bon Voyage Sim (1966) 

was a necessary condition of the time, and contrasts strongly with the some of the 

examples of Kenyan animators. In the case of the latter, the artists were making use 

                                                
74 In conversation with animation producer Sylvie Bringas (who has visited Alassane in Niger and 
worked with him in archiving his films), Alassane has commented that Adieu Sim (2001) was his 
original intended film although he was unable to pursue this at the time. Personal Communication 
with Bringas, 2011.  
 
75 As discussed earlier in this chapter it does so through the use of different devices such as metaphor, 
parody, humour and/or the ‘naïve’ aesthetic of children’s animation  
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of Web 2.0 related technologies to assert some independence from parties that could 

have controlling interests in the content.  

 

A similar example of affected political content can be seen in the comparison 

between the South African animation series Jozi Zoo (2007-) produced by Red Pepper 

Pictures and the original animation short Jozi Zoo (2005) animated by Mike Scott. The 

short ‘cartoon’ by Mike Scott was a black and white, line-drawn (with computer 

animated techniques) satirical short that was created in collaboration with local 

comedian John Vlismas. Mike Scott (b. 1982) is a South African cartoonist and 

animator who acquired popular acclaim for his award winning animated work on the 

music videos for the band GoldFish. At the time of making Jozi Zoo, Scott had a 

basic knowledge of the form. He acquired an understanding of animation through 

personal experimentation with the medium and was therefore largely self-taught. Not 

withstanding this immaturity in the field, his sense of timing and style that shared 

elements of his on-going cartoon ‘Boogie and Bru’ combined in this animation to 

great effect.  

 

Although it did not present overtly political or subversive content, the graphic style 

and script presented a satirical depiction of the politics of identity in post-apartheid 

South Africa that highlighted political interpretations and adult content. The 

creatures that populate the narrative resonate simultaneously with a local and foreign 

audience as they depict a range of archetypal characters. It is worth noting here that 

the careful use of the archetype, as opposed to a stereotype, allow an audience to 

recognize aspects of these characters and sympathize with the characters. Here the 

type of representation was not intended to be ‘negative in nature, used to label or 
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categorize someone so that they can be dismissed or accepted without engagement’, 

rather it is used to incite said engagement within an audience. (Snowden, 2005:158).  

 

Following a meeting in 2004 to develop the idea, John Vlismas provided the script 

and voice acting for the characters, whilst Mike Scott designed and animated the 

characters. The animated short consists of a vignette of conversations between the 

key character Meerkat and other animals that populate the zoo in Johannesburg 

(Jozi). The animals are anthropomorphised to the extent that their conversations 

resemble those of the everyday South African, whilst they are designed in part to 

have accessories that serve to embellish the scene premise and reinforce the 

archetype that the animal is referencing; the wheeler and dealer sales person 

(Meerkat), the camp narcissistic body builder (Lion), the doped out party goer 

(Bushbaby).  

 

There are ironic political references to the South African slogan of ‘the rainbow 

nation’, where the Meerkat begins his welcoming opening monologue as he 

introduces the viewer to Jozi (Johannesburg) Zoo, a microcosm of South Africa with 

the phrase ‘I deal for the rainbow nation, no colour, no issues’. The animation 

continues to infer tensions between the various identities in the dialogues, in 

particular that between the Meerkat and Lion. Although the character of the Lion 

was intended in its design to be representative of a camp black South African 

(Personal Communication, Scott, 29/08/2005), it has commonly been read as a 

camp white South African character, perhaps due to the nature of some of the 

statements that he makes. His squabbles about the burden of power and 

responsibility and the difficulties of being the King of the animals, harps back to 

discourses of apartheid rule with its hegemonic and patronizing tones.  
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The other key character is the Bushbaby, and ironic depiction of a ‘stoner’ and party-

going animal. The Meerkat again makes local political references in conversation by 

referring to and playing on the narrative pun of the ‘Scorpions’ who would be called 

upon to seize the Gorilla’s nuts. The specific reference to the Scorpions was intended 

to play a dual narrative function. It simultaneously referred to the scorpion as 

another character within the Zoo, whilst insinuating a local pun on the The 

Directorate of Special Operations that is known colloquially as ‘the Scorpions’ in 

South Africa. The Scorpions were a multidisciplinary agency that investigated and 

prosecuted organized crime and corruption and consisted of a workforce of police, 

financial, forensic and intelligence experts from South Africa. The South African 

public perception of them has been problematic having a reputation for political bias, 

and being feared as the strongest agency to be reckoned with (Van der Spuy, 2000: 

167).  

 

 
 

Figure 5.08: A series of frames by Scott from Jozi Zoo (2005) illustrating the quick change in extreme 
poses  
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In Mike Scott’s version of Jozi Zoo (2005) there is a comedic sense of timing in the 

animation and elements of the design that, in the vein of Kricfalusi’s Ren and Stimpy 

(USA), involving a rapid switch from a neutral expression to a more extreme physical 

distortion that verges on the grotesque, with bulging eyes and popping veins. Scott’s 

particular cartoon-style in combination with the limited (but choreographed and 

staged) animation lends itself well to the adult content. The implied reference to 

masturbation, sexuality and recreational drugs within larger discourses on identity 

and in particular South African identities confirms the intended audience for this 

film. Jozi Zoo (2005), the short, is a brief window into the preoccupations and 

tensions in the emergent identities of post-apartheid South African identity, and its 

content with subversive characters makes it unequivocally inappropriate for a 

children’s audience.  

 

When Jozi Zoo (2005) was bought by Red Pepper Pictures (from John Vlismas) to 

develop into a series for Etv, it moved to target a children’s audience dramatically 

altering the original content. The qualities that made for a satirical politically astute 

short disappeared in preference for a toned-down generic humorous premise. The 

subversive archetypal South African characters lost their unique personality traits to 

become more standardized and generic anthropomorphised animals.  In the new 

animated series Jozi Zoo (2007) the intended target audience necessitated a change in 

both narrative structure and character profile. The script was rewritten by Stephen 

Francis, one of the creators of the strip Madame and Eve76 (1992 - to the present). In 

this version intended for Saturday morning television, the poignant political 

                                                
76 Madame and Eve (1992 – to the present ) is an ongoing cartoon strip published on the Mail and 
Guardian in South Africa as a daily strip. It is a satirical strip that revolves around two key characters, 
Gwen Anderson a middle class South African white woman and Eve Sisulu, her black maid. In 2000, 
co-creators Stephen Francis and Rico Schacherl developed the comic into a television sitcom. 
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references disappeared and were replaced with a depoliticized ‘cleaner’ linear story. 

The narrative focused on the adventures of the animals living in the zoo.  

 

In the original version, the Brechtian set-up of the animal characters’ interaction with 

the audience created a sense of complicity and reinforced the notion that these 

anthropomorphised characters were referencing new emergent identities in post-

apartheid South Africa. One important difference to the narrative premise in the 

second Jozi Zoo (2007) is the introduction of a human character to the cast. This has 

the undesired effect of reducing the comedic value that was generated by the 

anthropomorphised characters in Scott and Vlismas’ version. The human character 

in the second version serves to ground the narrative to a ‘hyper-realist’77 model, 

where ‘Jozi Zoo’ is no longer the metaphorical microcosm of Johannesburg and the 

people (animals) that inhabit it. Instead this new narrative premise alters the context 

to present simply a depiction of Johannesburg Zoo inhabited by animals (that talk) 

and the zookeeper.  In the original version, the viewer experiences a sense of 

collusion with the Meerkat through the inclusion of the ‘over-the-shoulder’ 

composition and the characters talking out to the viewer who in turn becomes 

implicated in the dialogue of these conversational vignettes. The dialogues were 

restricted to two characters, with the Meerkat acting as a guide, so to speak, to the 

Zoo. This structure is lost in the series, as we never follow the key character even 

though the opening sequence remains the same in both versions. Instead in Jozi Zoo 

(2007), the series, the Meerkat appears to be incidental and dissolves into the myriad 

of other characters on screen, with no clear main protagonist leading the viewer. 

 

                                                
77 The term hyperrealism here is intended to refer to Well’s (1998) use of this term in Understanding 
Animation when he uses it to describe types of animation that conform to a set of diktats resembling 
Disney-type.  
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This change in narrative direction also resulted in a change of Mike Scott’s original 

graphic style (reminiscent of a cartoon strip) and the design of the characters. The 

design of the characters was taken on by the prominent cartoonist Rico Schacherl, 

also responsible for the Madame and Eve (1992 - to the present) cartoon. Whilst the 

Meerkat character loosely resembled part of the original design retaining the 

accessories such as the sunglasses the style changed significantly with a smoother 

execution in line and the addition of colour. In line with the new narrative, 

Schacherl’s versions of each animal resulted in a more “cute”-ified version of the 

original. Furthermore use of colour in the design made for the undoing of the 

comedic premise in the opening sequence, with the Meercat’s monologue; ‘I deal for 

the rainbow nation, no colours, no issues’ that was literally represented in Scott’s 

monochromatic cartoon style.  

 

 

Figure 5.09: The cast of re-designed characters in JoziZoo (2007) the animated series 

 

The case of this film serves to illustrate how different agents can depoliticize the 

content within animation, in this case for commercial gain. It also draws attention to 
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a wider political discussion on the problematic arising from collective ownership. 

The production studio’s appropriation of the original film (through Vlismas) and 

their opportunistic use of it to their own end does itself pose difficulties. In an ironic 

turn of events, Scott was employed in 2005 by Red Pepper Pictures to work with the 

animation studio Artattack as an animator on the same series. Scott’s inexperience 

within the South African animation industry implied that instead of pursuing claims 

to any rights to the animation, he used it as leverage to secure himself a job that gave 

him experience on live project that he could put his name to. In his blog entry on 

this film, Scott reflects upon his disappointment at not being able to develop the 

original film further and as intended.  

‘ I could be bitter and say the show got pulled out from under us 
and we had our intellectual property swiped, but John Vlismas 
did the voice and the script, so I can’t claim full ownership of it, 
and what a thing for an animator just starting out to have his first 
pilot picked up for a show! Perhaps next time I won’t have so 
many stars in my eyes, realise the awesome stuff I’m making and 
stand my ground a bit more.’ (Scott, 2013 http://www. 
mikescottanimation.com/jozi-zoo/. Accessed 15/10/2013) 

 

Whilst the company was looking to generate a financial return by pursuing the 

animated series and targeting a children’s audience, it also lost the opportunity to 

address the potential within the adult market that Mike Scott and John Vlismas had 

identified. Scott and Vlismas’ Jozi Zoo (2005) presented the potential of becoming a 

South African equivalent of South Park, a parody of South Africa and its archetypal 

characters. Unfortunately its appropriation by Red Pepper Pictures and the politics 

of distribution on mainstream television has resulted in Scott being unable to return 

to this short and develop it as he originally intended (for instance in a similar fashion 

as Alassane did with Bon Voyage Sim (1966)).  
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SOCIALLY ENGAGED ANIMATION  

 

The Congolese animation filmmaker Jean Michel Kibushi (b. 1957) has a portfolio of 

animated films that range from explicitly fictional narratives (with elements of the 

imaginary or fantastical) to ‘so-called’ documentary format (with references to real 

events and experiences). Kibushi began his studies in drama and cinematography at 

Kinshasa's National Institute of the Arts (INA) between 1985 ad 1989, alongside 

artists such as Cheri Samba. In 1988, Kibushi explored the use of animation at a 

workshop at the Wallonie-Bruxelles Centre, conducted by the Belgian company 

Atelier Graphoui. In the same year in collaboration with Atelier Graphoui, he created the 

first local mobile studio for animation, Studio Malembe Maa, which means "slowly 

but surely” in Lingala. In 1990 Atelier Graphiou invited him to Brussels to attend 

another workshop in animation. In 1991 and in co-production with Atelier Graphiou 

he completed the first Congolese animated film: Le Crapaud Chez ses Beaux-Parents, (an 

adaptation of local Tetela story). This was then followed by his documentary 

animation Kinshasa Septembre Noir (1992), collaboration with school children from 

Kinshasa, during the military coup and looting of Kinshasa on the 23rd September 

1991. Following the production of this film Kibushi continued to make animated 

films that encompass facets of socio-political commentary (Callus, 2010), whether 

presented as fictional stories they carry a collaborative production process and an 

interest in didactic content.  

 

His films present a recurring concern with artistic practices and narrative that are 

specific to the DRC and, on occasion, interweave a political critique of systems of 

power. Like the other artists discussed in this context, his political animations are the 

result of a careful mediation between the intentions to present subversive content 
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whilst working with or alongside the institutions he is critical of. Furthermore the 

social and political engagement that underpins and motivates his content and 

approach in animation extends beyond into other aspects of his work.  The Sankuru 

Mobile Cinema Project (Caravan Sankuru) and the animation workshops run by his 

studio, Studio Malembe Maa (Kinshasa) to promote animation in the DRC are 

examples of this wider commitment. The Caravan Sankuru project has run yearly 

since 2004 and takes a mobile cinema to communities in the Sankuru region that 

would otherwise have no access to film or animation. This project is an important 

aspect of Kibushi's work as it underlines his strong social and political impetus that 

intimately connects to the motivation of making films that tell ‘his stories for his 

people’ (Personal Communication, Kibushi, 11/05/2008). In 2006, the third year of 

the project, the programme included a large number of films, all made by African 

directors or producers with African characters playing a central role in the narratives. 

Kibushi’s use of the Sankuru Project to screen his own films (and other African 

films) to local audiences in a context where there are no cinemas, in a sense 

circumvented more conventional methods of distribution and dissemination. It also 

highlighted a personal ethos that accompanies all of his work and one that is 

demonstrated through his films: a strong belief in the need to use film for 

developmental and pedagogical purposes. 

 

Kibushi’s films create a particular resonance with a Congolese audience, not simply 

through the familiar recollection of narratives that may stem from his native village 

Lubefu in the Kasai Oriental region (and that draws on local and regional narratives) 

but also through his stylistic treatment that is similar to Congolese popular painting 

and that is also able to ‘activate memory and reflection’ (Fabian, 1998:51). This 

activation is known as Ukumbusho, the term that is used by both painter and their 
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customers to describe the painting’s mnemonic significance and purpose (Fabian, 

2007:74). Congolese popular painting serves as a narrative prompt by representing a 

shared memory and causing reflection and critical exchange. The motifs that these 

paintings typically depict are systems of oppressive power (such as the Colonie Belgique 

mode), ‘exploitation, violence suffered, poverty endured and inequality represented’ 

(Fabian, 1998:52). All of these themes appear in Kibushi’s animations, Muana Mboka 

(1999) and Kinshasa Septembre Noir (1992) serving to position these moving images as 

sharing a similar purpose to Congolese popular painting; kukumbusha, in order to 

make people remember.  

 

This proposition is examined here to suggest that Kibushi’s political animations go 

beyond encouraging critical reflection, but as a more active form of political 

engagement. In a similar vein to the Shaba artists, Kibushi invokes past history so as 

to alert the viewer of current abuses of power by a political elite. Echoing Fabian’s 

observations on the Shaba painters, Kibushi does ‘not write or paint as impassive 

chronicler[s]’, he is a thinker who realises ‘that history is made and not found’ 

(Fabian, 1998:123). Furthermore in his film Kinshasa Septembre Noir, (discussed in the 

following chapter) there is evidence of a type of political engagement that extends 

beyond the local audience having a specific pertinence with international audiences. 

Both of these films engage with the politics of collective memory (Halbwachs, 1992) 

and appear to be functioning as a ‘counter-memory’ deliberately designed to subvert 

the institutional or governmental dominant interest and claims in these accounts 

(Foucault, 1977). This chapter therefore concludes with a detailed discussion of his 

film Muana Mboka as one such example of a socially engaged narrative that presents 

politically subversive undertones. This cutout animation is an interesting example of 
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moving image that is able to straddle discussions of fictional and non-fictional genres 

whilst drawing from the traditions of Congolese popular painting.    

 

UKUMBUSHO: BETWEEN MEMORY AND REFLECTION 

 

‘Through the life of a child of the streets who is exploited by a 
woman trader, I want to make a social criticism of the institutions 
that do nothing to remedy the exploitation of children...’ (Kibushi 
in Vershueren, 1997: 2)  

 

Muana Mboka (1999) was produced by J.M. Kibushi's own production house Studio 

Malembe Maa in 1999 using 35mm colour film.  The main character ‘Muana’, a little 

boy from Kinshasa can be read as also meaning literally ‘local boy’ and sets the tone 

for this short animation that provides a depiction of everyday issues in urban 

Kinshasa.  The narrative revolves around the principal character a little boy, the 

underdog, who is confronted by daily corruption whether moral, political or social. 

Muana Mboka's journey begins when he helps to move a minister's car, stuck in a 

traffic jam. The car is rushing to take the minister to hospital and the minister’s wife 

rewards Muana for his help with a gift of money. It is from this point on in the 

narrative that a series of difficulties arise for Muana as he tries to stave off the rest of 

the community, his boss (Mama Chef), the pastor, the police, who all seek to profit 

and benefit from this money. It is clear throughout the narrative that J.M. Kibushi's 

emphasis on the corrupt environment is by extension a critique of the political and 

social situation in the DRC as well as individual greed. The three main characters that 

look to profit from Muana Mboka’s reward all represent larger institutional bodies 

that Kibushi represents in an unfavourable light. The military men are depicted as 

bullies and simple types who treat the boy as an annoyance and having little regard 
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for his humanity. The pastor, on the other hand is a seductive persona who pleads 

for the ‘poor’ but also has little regard for the boy’s own situation. Lastly Mama 

Chef, that whilst being cast as a maternal figure also uses the children for her own 

personal gain by putting them to work.  

 

Muana Mboka's (1999) constructs a social-realist premise, manifested through both its 

content and aesthetic and formal device. Its content and narrative development 

presents, and is subtly critical of, the political and social conditions that result in the 

unfortunate situation of the main character. It also presents a window onto a typical 

everyday scene in urban Kinshasa and an empathetic portrayal of the main character 

as an underdog. Muana Mboka (1999) does not resort to the 'happily ever after 

formula' but rather concludes ambiguously with the main character, having lost his 

money to a guard, and rejects his situation by setting out an unknown journey. The 

narrative ends with the main character and his friend (also a street boy) walking into 

the distance as the sun sets over the landscape. This open-ended quality invites the 

viewer into a discursive engagement with the themes of the film. It causes the viewer 

to move beyond the reflection that is instigated by a narrative premise that consists 

of a set of events that could feasibly be experienced and shared by residents of 

Kinshasa. Instead Kibushi invites the viewer into a speculative projection of the 

character’s demise beyond the confines of the film, encouraging an engagement that 

imagines the possibilities of alternative futures (both for Muana Mboka and the 

residents of Kinshasa).  
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Figure  5.10: A still frame from the start of Muana Mboka (1999) by J.M. Kibushi with inserted popular 
painting 

 
 
Beyond the choice of content and narrative development, Kibushi's choice of a very 

particular aesthetic within a range of possible practices also has strong links to social-

realist agendas. Formally, in the case of the sound track, Kibushi makes use of 

‘alternations between traditional rhythms and modern Congolese [music], or in the 

eruption of rap pointing at the shared urban problems of the North and South’ 

(Benjamin, 2001:15) but retaining an overall sparseness in the vein of realism. The 

sounds are synchronous to the images rather than typical non-synchronous use of 

sound effects found in various animations (such as Warner Bros., USA) In the case 

of the style of animation Kibushi rejects the conventions of the fantastical, the 

imaginary and child-like naïveté, that he has deployed in other works. Instead he uses 

the imagery to depict the narrative in a realist vein. The characters are not typical 
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caricatured or cartoon-like characters (in the sense of exaggerated features for some 

comic effect). The colour palette in the depiction of the environment and characters 

were grounded in the real although slightly more saturated in tone. Similarly the 

quality of the movement carries none of the Western cell animation ‘squash and 

stretch’ effect or amplified versions of movement with alterations in speed and 

linearity usually used for dramatic effect. The movement occurs as it would in the 

real-world and retains the qualities and timing of real situations, not in the sense of 

Disney’s hyperrealist 78  model but implying an indexical equivalent or 

correspondence. 

 

Kibushi himself cites the importance and influences of popular painting in the DRC 

on the aesthetic developments of his animation. As mentioned earlier Congolese 

popular painting functioned as more than a depiction of certain moments in the 

history of the DRC. Kibushi in fact begins his animation with the depiction of a 

familiar popular painting that involves the theme of ‘man confronted by the three 

dangers... the snake, the lion and crocodile; dangers in three realms, the heavens, 

earthly and aquatic’. When talking about popular painting Kibushi claims, ‘during the 

Mobutu epoch some saw these as a metaphor of the main human condition, crushed 

by powers; such as the military the bourgeoisie, and the 'judicial'... (Kibushi in 

Emongo 2001: 9) 

 

In fact Muana Mboka retains a strong sense of the imagery present in Congolese 

popular painting. This is illustrated in the choice of the use of cutout animation as a 

technique, over three dimensional stop-motion, or hand-drawn flat two-dimensional 

                                                
78 Hyper-realism is discussed in Wells (1997) by Umberto Eco as a stylistic device used by Disney that 
involves developing a narrative based in a world which shares the same rules and qualities of the real 
world but that are exaggerated in some manner 
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drawings or cell animation. Instead he animates under the camera, cutouts of painted 

images that are held together in pieces, which are individually moved, and then 

photographed sequentially. The benefits from the economy of cutout animation, of 

not having to resort to drawing each individual frame, thus save on production time. 

Furthermore it is possible to create the assets independently that can be used and 

reused for different shots within the film. Cell animation and drawn animation 

require drawing the movement in twenty-four consecutive images per second on 

screen. This laborious task can be made easier by using a palette that consists of flat 

colour facilitating the continuity of aesthetic across the frames. To retain the qualities 

of popular painting in the sense of detail and texture, in cell or drawn animation, 

would have been incredibly arduous task and required much more production time. 

On the other hand, it would have been possible to replicate a similar aesthetic 

derivative of the popular paintings using the paint-on-glass technique. However this 

animated process tends to create sequences of images that suggest a fluid 

transitioning of forms between images that appear metamorphic and fluid (see 

Caroline Leaf, The Street (1976), Alexander Petrov’s The Old Man and the Sea (1999)). 

However this form tends to be adopted in the depiction of surreal narratives, or 

reminiscent accounts such as nostalgic or dream-like settings. What Kibushi achieves 

by using cut-out animation is the retention of textural detail whilst giving the 

narrative a strong sense of solidity and very distinct movement. This rigidity in form 

complements the social-realist thematic that this narrative presents.  

 

Although the predominant setting is a real one, there are three moments in the film 

which are presented as a dream, and in which Kibushi makes use of stark visual 

metaphors and cultural symbols such as the elephant and tortoise (Callus, 2010). 

Amongst the cast of characters that populate the surreal sequences in this short 
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animation, Kibushi also depicts the recurring image of an old man in local costume. 

His explanation of the ‘grandfather’ figure is one of a metaphor that represents ‘the 

cultural heritage and morality of old traditions that are forgotten in the urban social 

sphere’ (Kibushi in Emongo 2001: 9). This reference to an ancestral past that is 

positioned as ideologically oppositional to the urban setting alludes to an idealized 

bygone time. It is possible to view this image as drawing upon a mythologizing of a 

past that sits within wider discourses of a synthetic (Strathern, 1995) and syncretic 

nostalgia (Dijk, 1998). The metaphor that is being employed sits apart from the main 

narrative that is firmly driven by socially realist content. By placing the old man 

within the surreal dream-like sequences, Kibushi is able to frame this concern as 

something that is lost in the subconscious space of Muana’s dream as opposed to 

present within urban Kinshasa. Simultaneously he uses it as the vehicle to evoke 

discussion and reflection upon contemporary politics in the DRC.   

 

Kibushi’s animation Muana Mboka (1999) is one example of an engagement with 

remembrance, memory and politics, framed by a fictional narrative that in part 

evokes ‘the everyday practices’ of residents of Kinshasa and to a degree serves as a 

mnemonic device that refers to the everyday competences needed to negotiate 

successfully life in Kinshasa. It elicits the use of tactics through ruse by disguising its 

critique of regimes of power within a form that is popular and typically associated 

with children. The narrative proposes a central character that is a child, the 

underdog, and yet the vehicle through which Kibushi’s examines the systems of 

power that all citizens of Kinshasa are subject to. Kibushi’s animations like the 

others discussed in this chapter are representative of the artist’s tactical agility (de 

Certeau, 1984). As we have seen in the case of the Kenyan political animations 

changing and adapting to the environments they circulate within, and furthermore in 
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a constant state of reassessment. These subversive forms of animation stand as 

examples of the subterfuge that certain Sub-Saharan artists are forced deploy in order 

to embed their social political message within the controlling systems that they 

inhabit.  

 

The discussion on political or subversive animation would not be complete without 

further reference to examples of so-called ‘animated documentary’ or socially 

engaged animation. These types of animation present a tendency to favour content 

that could be perceived as subversive and politically framed, whilst drawing upon 

discourses on the ‘real referent’ and ‘index’ thereby fixing them in time and space. 

The so-called ‘animated documentary’ provides a space to illustrate the mediation 

between historical fact and memory, an act that involves both the forgetting and 

remembering of experiences that themselves make claims to historicity. The recent 

attention that so-called documentary animation has garnered in festivals calls for a 

more thorough exploration of the topic and is included here as a separate chapter 

that follows on from this one. The examples presented will also draw upon similar 

devices and motifs that one may find in the discussions above and for this reason 

shares a theoretical underpinning within the context of subversive content. It may 

also be discussed as a subversive genre of moving image as it presents a conundrum 

within the oxymoronic combination of ‘animation’ (as construct) and ‘documentary’ 

(as real) in the same audio-visual space. 
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CHAPTER 6: SOCIALLY ENGAGED ANIMATION  

 

MEDIATIONS OF NON-FICTION AND FABRICATION 

 
Embedded between fictional social-realist narratives and personal accounts of 

experience and memory lies a genre of animation that has been referred to as 

‘documentary animation’. The term ‘documentary animation’ is not without its own 

semantic and ontological difficulties. It invites different theoretical approaches that 

are forced to contend with problematic propositions about the index79 and the 

symbol that can appear to be simultaneously present in this genre.  Furthermore the 

truth claims typically associated with referent and photography (Barthes, 1981), in the 

context of overtly fabricated images of animation appear to be contradictory. There 

have been various attempts at defining the ‘animated documentary’ and the role it 

can play within documentary format, and within discourses on animation (Honess 

Roe, 2013; Beckman, 2011; Ward, 2005; Strom, 2003; Wells, 1997; Del Gaudio, 

1997). The social-realist concerns of the documentary format and a preoccupation 

with the indexical content or referent whether through its use of sound and image 

are used as a starting point to discuss documentary (Plantinga, 2005; Currie, 1999) 

and animation. Frequently the impression of an ‘absence of an existential link with 

empirical reality’80 (Casetti, 2011: 96), in part due to animation’s characteristic overtly 

fabricated aesthetic, raises concern when discussed as a non-fictional form. With the 

onset of digital technology in the field of moving images, the discussion on the 

                                                
79 On the Index see: Peirce, C. S. (1958), The Collected Papers. Volumes 7 & 8, Arthur Burks (ed.). 
Cambridge M.A.: Harvard University Press.  
 
80 Casetti’s (2011) essay on cinema and the digital image positions the absence of an existential link 
between the thing and its representation as a necessary consequence of digital technologies upon 
cinema. The implications of this are felt upon discourses of indexicality. For the purpose of this 
discussion these ideas are extrapolated to consider animation as lacking a similar link.    
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visibility or invisibility of this fabrication brought about by computer-generated 

animation (Doane, 2007; Gunning, 2004) has raised questionable concern on the 

‘realism’ of an image that whilst appearing to be photographic may in actual fact be 

in the most part fabricated81. However the focus of most animation scholars is on 

cases of moving images that are visibly altered and affected by the artist and 

importantly are still identified and recognized as ‘animated documentary’. Therefore 

in light of these discourses this chapter considers the veridiction (Foucault, 2011) 

that positions these particular types of moving images within this genre. The 

thematic interest in so-called ‘documentary animation’ is intended to follow on from 

the previous chapter on subversive animation. It brings attention to whether the 

particular qualities of animation can be utilized by the artist to make a subversive 

comment or argument about social realist concerns as a non-fictional documentary 

type. Furthermore this particular type of moving image invites an engagement with 

the discursive separation between the notion of trace and testimony (Currie, 1999) 

that have underpinned some discourses on the documentary genre.  

 

THEORETICAL CONSIDERATIONS – GRIERSON’S LEGACY 

 
John Grierson (1966) was not only responsible for coining the term documentary but 

more importantly for proposing a definition that saw documentary as ‘the creative 

treatment of actuality’. Many animation scholars subsequently adopted this definition 

to frame their own discussions on animation within this genre (Honess Roe, 2011; 

Del Gaudio, 1997; Wells, 1997). It is possible to understand how the broadness that 

this definition offers facilitated its application across a variety of forms, ‘easy to 

mould [it] to the user’s requirements’ and ‘applicable to such a large range of 

                                                
81 For a more detailed discussion on these ideas see Prince(1996), Manovich (2001), McClean (2007), 
Doane (2007), Gunning (2004). 
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approaches and styles that it has proved resilient to aesthetic, ideological and 

technological developments in documentary making’ (Honess Roe 2011: 216). 

Conversely however, as Plantinga argues, Grierson’s definition presented an 

ambiguity that makes it hard to productively distinguish documentary from fiction 

(Plantinga, 1987). Indeed to distinguish between these two forms has been the bane 

of animation scholars that are interested in so-called ‘animated documentary’. They 

must address questions such as, for example, which parts of the moving image and 

sound constitute ‘actuality’? Where does one locate the index or referent? What are 

the modes of representing reality that animation offers? At all times the scholars in 

animation appear to be acutely aware of the discourses of film scholars that see the 

privileged relationship between the photographic image and the pro-filmic event (or 

actuality) as a measure of transparency, claims to ‘truth’ and trustworthy testimony82. 

Honess Roe (2013) alludes to this when she discusses Nichols’ (1994) comments on 

documentary’s dependence upon the specificity of images and their link to 

authenticity. She identifies that animation ‘does not fit easily into the received 

wisdom of what a documentary is’ (Honess Roe, 2013: 4). These discourses play a 

role in creating a form of consensus among animation scholars that purposely adopt 

the term ‘animated documentary’. By calling specific types of ‘animated’ 

representations as documentary they locate these types of moving images as 

belonging to the genre that offer ‘truths’ and knowledge to their audiences. They also 

legitimize a form, which without contextualization, could feasibly be understood as 

fictional. Similarly animators engage with this framing by entering into a dialectic that 

positions their work as ‘animated documentary’.  

                                                
82 As highlighted earlier, with the introduction of digital technology these discourses are further 
compounded as the digital is able to blur the aesthetic distinction that was previously possible between 
the animated film and photographic film. As Prince (1996) argues in the digital age, it is possible to 
present ‘perceptual realism’ within the moving image whilst engaging in processes more akin to 
animation and that involve the fabrication of the image (as opposed to the recording of it).   
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Frequently the scholarly figures (Honess Roe, 2013; Ward, 2005; Wells, 1997) who 

advocate a case for ‘animated documentary’ as a type of documentary refer to the 

scholar Bill Nichols’ work on definitions and categorizations of the documentary 

form. One of Nichols’ (2001) defining criteria positions documentary as different to 

other moving image types through its insistence upon a representation about ‘the’ 

world as opposed to ‘a’ world, a proposition that is later adopted by Honess Roe 

(2013). These scholars affiliate the various ‘animated documentary’ forms with 

Nichols’ interactive mode (Ward, 2005), the reflexive mode (Del Gaudio, 1997), the 

performative mode (Strom, 2003; Patrick, 2004), or the expository mode (Wells, 

1997). Wells (1997: 40-45) goes further to propose his own modes to serve as a guide 

within which animation can be seen as a mode of documentary; Imitative, Subjective, 

Fantastic, Post-Modern. Whilst the extent of discussion on this form is not limited to 

Nichols’ modes, the tendency to categorize animated moving images within various 

‘types’ of documentary or alternatively to offer new categories of animated 

documentary (Honess Roe, 2011; Wells, 1997) is a common approach within 

animation scholarly writing on the subject.  

 

TESTIMONY - THE DISCLOSURE OF THE SUBJECTIVE  

 
For the purpose of the treatise within this chapter, the ‘animated documentary’ will 

not be discussed in line with these modes or categories, but instead engage with a 

wider discourse on testimony as a mode of documentary83. Whereas Currie (1999) 

concerned himself with an emphasis on the trace as key to any discussion on 

documentary, this discussion considers instead testimony as vehicle to frame certain 

                                                
83 Nonetheless it will be possible to identify aspects of the discussion on testimony as resonating with 
certain modes defined by animation scholars, such as Wells’ (1997) subjective mode, or Honess Roe’s 
(2011) discussion on ‘evocative functionality’ for example.  
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animations as a form of ‘documentary animation’.  Currie’s own differentiation 

between the photographic and painterly in defence of the trace as opposed to 

testimony, places a typical emphasis on the representation of the photographic as 

evidentiary and authoritative84. However as Carroll identifies most documentary films 

‘are not such that they are preponderantly composed of images that function as 

traces’ (Caroll, 2000: 304). It is also possible to conceive of these animations in light 

of discourses on ‘documentary fiction’ (Foley, 1986) as discussed in the context of 

literature. Like the documentary novel, the animations presented here are able to 

‘invoke[s] facts to buttress its propositional claims, but these facts become more and 

more incidental to the general truths that the text asserts’ (Foley, 1986). These 

assertions are proclaimed in the animation testimonial account, whether through 

narrative, image or both.  

 

Furthermore, the purpose of a focus on testimony is not to determine whether or 

not the testimonial knowledge is truthful but instead to serve as a vehicle to examine 

why and how the animations are considered believable, and consequently accepted as 

‘documentary animation’. These animated representations use subjective disclosure 

to explore notions of history as ‘what happens to people (the events that lie beyond 

or behind historical accounts)’ as opposed to ‘history as what we know about what 

happened (and for which there is evidence)’ (Bernard-Donals, 2001: 1303). Unlike 

the umbilical chord that attaches the trace within the photographic image to history 

and ‘the body of the thing photographed’ (Barthes, 1981: 34), testimony presents 

                                                
84 For a detailed discussion on the photographic trace and the experience of looking at photographs 
see Mikael Pettersson’s (2011) ‘Depictive Traces: On the Phenomenology of Photography’. In 
Pettersson’s conclusion reference is made to the digital techniques that enable the manipulation of the 
photographic image. He argues these techniques deprive the image of ‘the natural dependence that is 
the core of traces’ and here Pettersson considers a fundamental shift in the phenomenology of 
photography that is pertinent to the discussion in this chapter that reconsiders animation in light of 
documentary.  
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autonomy from history as it participates with memory and subjectivity (Bernard-

Donals, 2001). At its most extreme it is also possible also to consider the notion of 

‘truths’ within fiction, and the blurring of boundaries between testimony and fiction 

(Derrida, 2000). Derrida’s discussion of Blanchot’s fictional narrative as contraband 

for real testimony or ‘to exculpate in a historical reality the political behaviour of an 

author easily identified as narrator or central character’ (Terrada, 2001), resonates 

with some of Wells’ observations on animation’s ability to ‘smuggle’ more social-

political content. This conceptual framing creates a space to consider the oscillation 

between testimony and fiction as perpetually evident throughout the genre of 

‘documentary animation’; that on the one hand uses testimony to contribute to a 

‘truth-effect’85 and on the other hand presents the fabricated moving image that 

pertains to a degree of imaginary.   

 

The animations discussed here have one aspect in common; a form of testimony that 

enables an escape from the focus on the concessions afforded by the index and the 

photographic mode with regards to ‘truth’ and ‘authenticity’. The subjective voices 

that these moving images engage with offer some protection from a fixation on 

categorization that refers to type or mode, index and authenticity. Whilst each film 

engages with its own unique approach to artistic process, aesthetic and structural 

form, they are all framed by the artist and viewer alike as moving images of the genre 

of ‘documentary animation’. The testimonies that each of these animated films 

explore are framed by an aesthetic self-reflexivity declared through the fabricated 

image. The fabrication of the image is explicit at all times and the images produced 

bear no resemblance to photographic realism. Whether presented as collage, drawing, 

                                                
85 The term ‘truth-effect’ is borrowed from John Beverly’s (1989) discussion of testimonio and its form 
in the context of the lack of skill of narrator contributing to the believability of the testimonio. This is 
discussed in more detail in the case study of Ng’endo Mukii’s Yellow Fever (2012). See Beverly 
(1989:15) 
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painting or a mixture of all of these, the moving images reveal a self-conscious 

approach to the ‘non-fiction’ form.  The artist does not attempt to conceal the 

constructed nature of the moving images, but rather in some cases imposes their 

presence through the use of sound and voice, as in the case of Congolese Jean 

Michel Kibushi’s film Kinshasa Septembre Noir (1992) or Kenyan Ng’endo Mukii’s 

Yellow Fever (2012), and aesthetic style as in the case of South African Jacquie 

Trowell’s Beyond Freedom (2005).  

 

MEMORY INTERVENING ON HISTORY 

 

‘[Animation] challenges homogenous ideological certainties and 
illusory cultural stabilities… it also enables animators to address 
and illustrate the subjective… Often, the startling irony of the 
subjective documentary is how it moves beyond its basis as the 
expression of an individual voice and finds correspondence in 
viewers to the extent that it articulates social criticism.’ (Wells, 
1997: 43) 

 

The testimonies presented in these three case studies are underpinned by the artists’ 

own sense of political activism (in the vein of Solanas and Getino’s manifesto 

Towards a Third Cinema (1967)). The artists draw upon memory and testimony to 

provide an intervention upon narratives of different histories, mediating at times the 

different accounts that may be circulating.  The choices made by each of these artists 

to represent these accounts through animation points to a self-conscious awareness 

of the discourses surrounding the history of documentary filmmaking and its claims 

to truth86. At times this is overtly declared as in Mukii’s Yellow Fever (2012), where she 

states ‘I see the West seeing us’ whilst presenting the viewer with a collage/montage 

(in space and time) of archival images of maps of Africa, illustrations of The 
                                                
86 This is especially true of early ethnographic films and their misuse and misrepresentation in the 
colonial project.  
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Hottentot Venus, illustrations of vaginas, skulls, ethnographic photographs, 

newspaper cartoons depicting the colonizers and colonized, illustrations of minstrels, 

an illustration for a book on eugenics– a thick visual ‘description’ or assortment 

dense with political inference. In the case of Kibushi’s Kinshasa Septembre Noir (1992) 

we are presented with a ‘documentary’ that circumvents the use of a camera, typical 

of the conventional ‘cinema verite’ approach, through its use of testimonial drawings. 

Kibushi’s choice to use children’s drawings to historicize an event creates a space 

that encourages the viewer to rethink the codes of the documentary genre. It also 

allowed him a degree of political manoeuvrability; able to ‘document’ the incidents of 

1991 whilst avoiding filming these events which would have been difficult to 

undertake at the time due to the political climate within the DRC. Finally in Trowell’s 

Beyond Freedom (2005), we are confronted by an assortment of personal testimonies 

from different South Africans on their experience of freedom pre-and post-

apartheid. Their images and voices are combined and collapsed within the screen 

space by a range of South African artists that were independently tasked by Trowell 

to interpret the interview footage.  

 

JEAN MICHEL KIBUSHI, DRC 

As outlined earlier, Kibushi’s social political intervention is visible on multiple levels, 

through his personal activism in the form of projects that he has established to 

promote and encourage local animation in the DRC, and in the production of his 

own animation films. His films such as Muana Mboka (1999), Prince Loseno (2004), and 

Ngando (in production in 2014) are informed by his interest in social-commentary and 

a political impetus to present content and imagery that resonates with a local 

audience, as a response to the predominance of animation from the West (Callus, 

2010). This is visible in his films Muana Mboka (1999) (discussed earlier) and in Prince 
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Loseno (2004) his adaptation of a popular Tetela narrative. This film seeks to evoke a 

sense of a place that resonates with his own childhood memories of his village 

(Personal Communication, Kibushi, 26/02/2008) and tackles the topic of power and 

succession in the village of the Confraternity of Leopards. A specific focus on the 

testimonial account is visible in two places, his animation, Kinshasa Septembre Noir 

(1992) and more recently his work on the Congo 2010 project for KU Leuven 87. 

 

Kinshasa September Noir (1992), focuses upon the documenting and recording of 

testimonies through the use of animated techniques and is therefore presented as an 

example of ‘animated documentary’. This film differs from his other films, in that 

Kibushi underpins the social-commentary with testimony surrounding a specific 

historical event in Congolese history, the military coup of Kinshasa on the 23rd 

September in 1991. The film shares with Muana Mboka (1999), as noted previously, 

the same mnemonic function that resonates with Congolese popular painting, 

Ukumbusho (Fabian, 1996), eliciting memories of the looting and pillaging in Kinshasa 

in September 1991. J. M. Kibushi has described Kinshasa Septembre Noir (1992) as a 

cinematic attempt at bridging animation and documentary.  This animation presents 

a short descriptive account of a military coup that took place in Kinshasa on the 23rd 

of September 1991 as seen through the eyes of children. The children, from Lemba 

that was one of the affected areas, witnessed the events during the coup and 

prompted by Kibushi, drew their recollections. Kibushi himself was resident in 

Lemba at the time, and worked alongside the twelve children to create a visual 

                                                
87 In 2010, Kibushi was commissioned by the KU Leuven University in Belgium to head the KADOC 
heritage project, Congo 2010 (http://kadoc.kuleuven.be/congo2010/fr/pro.php. Accessed 
11/03/2014).  In this project Kibushi gathers a range of Congolese recollections of the experience of 
colonization and the perceptions of introduction of Christianity and related religious practices. The 
material collected consisted of photographic imagery, sound recordings of interviews, and filmed 
interviews, that were used to create a short film exhibited at the KU Leaven exhibition, Religion, 
Colonisation and Decolonisation in Congo, (1885-1960), between 8-10th November, 2010 (KADOC Annual 
Report 2011, see: http://kadoc.kuleuven.be/pdf/jv/jv2011.pdf. Accessed 11/03/2014).   
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testimony of their experience. He then collected their drawings of the events on that 

day, and continued to work on the images whilst writing the narration. Kibushi 

described his process in conversation with Bernard Verschueren at Ecrans d’Afrique 

‘Every weekend, the children would come to the house. During 
1991 events, I asked them to relate these days of plundering 
through their drawings. I wrote a text which is my view on this 
recent history of my country.’ (Kibushi in Vershueren 1997: 3)  

 

 
 

Figure 6.01: Photographic Image kindly provided by J.M. Kibushi of his time in Lemba with the 
children working in the Atelier for Kinshasa Septembre Noir (1992) 

 

 
 

Figure 6.02: Photographic Image kindly provided by J.M. Kibushi of his time in Lemba with the 
children working in the Atelier for Kinshasa Septembre Noir (1992) 
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The film is comprised entirely of the children’s drawings presented with the use of 

limited animation alternating between frames or cycles of short sequences, the 

movement of still images under the camera (as opposed to animated movement) and 

other effective techniques. Unlike earlier work, this film utilizes a limited colour 

palette, of only black and white, in part a result of the limited resources and 

motivated by economical restrictions (Kibushi, Personal Communication, 05/2008). 

The film begins with drawings of the everyday, such as a boy filling a bucket with 

water, a woman pounding yam with her infant on her back, the market place with 

people at their stalls, a man carrying a sack, and a man cooking meat over a fire and 

eating. Their duration on screen have a measured stillness, pre-empting the start of 

the film that is marked by the break in music with the cries of an infant, and the title 

frame ‘Kinshasa Septembre Noir’.  

 

This is then followed by brisker sequences. These include an economical use of 

panning shots that add to the overall rhythm and pace such as, for example, 

following soldiers in army cars as they move across the screen shooting their rifles, 

or ambulances speeding across, or men running. The pillaging is depicted with 

images of crowds destroying buildings, and sequential still images of objects, for 

instance matches, cigarettes, flour, batteries, vegetables, to represent the objects that 

were stolen in the vein of a pictorial list. These pictures illustrate in an efficient and 

schematic manner the overall impact on the local community.  The metamorphic 

transitions of scribbles smudging across the paper to illustrate explosions and chaos 

are very effective. This economy is visible throughout the animation with a flickering 

between two images to give the impression of movement, as in the case of soldiers 
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firing their guns, or simply by moving the actual drawing itself under the camera (in 

the vein of Manga anime), for moving vehicles88.  

 

 

Figure 6.03: Still frame from Kinshasa Septembre Noir (1992) by J.M. Kibushi of man with pipe and dog 

 

The drawings also include references deriving from specific local imagery visible in 

the popular paintings (Fabian, 1996). The image of the ‘man smoking a pipe’ can be 

seen as a direct reference to the image of the colonizer that is so prolific in the Colonie 

Belge series. This image is used during the sequence that recounts the exodus of the 

first people to flee Kinshasa. In this scene, the children’s drawings depict men with 

hats and pipes accompanied by pets on a boat. Throughout the film these drawings 

lack the detailed texture and form that a trained artist would be able to express. 

Therefore deciphering whether the individuals in these images portrayed the military, 

local traders, children, women, and so on, relies on comprehension of basic visual 

cues. For example, the particular image of ‘man and pipe with dog or cat’ has a long 

                                                
88 The technique of moving a drawing under the camera is common in Japanese Manga Anime as a 
cost efficient method that involves drawing only one foreground image that moves on the background 
rather than a sequence of drawings.  
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history within post-colonial depictions of the colonizer in the DRC, and has become 

archetypal (or a stereotype – depending on your position) of the white man or 

mundele89 in Congolese popular paintings. There is, as a result, a strong political 

inference that accompanies a reading of that image as a white man and not of an 

indigenous local.  

 

EVIDENCE AND PROVENANCE  

 

Although animation’s fabricated aesthetic has repeatedly called into question its 

status as documentary, in this particular case the images escape this debate by 

denoting not only the narrative depicted within but also more importantly the 

provenance of these drawings. The naïve aesthetic tells the viewer that children drew 

these images. The children therefore become implicated and intertwined with the 

narrative of the events. In this case the animation becomes self referential, its 

aesthetic, mirrors and implicates the producer of the images directly in the unfolding 

of the narrative. Unlike in indexical cinema where the filmmaker can hide behind the 

camera to give an illusion of objectivity, here the very form of animation declares its 

subjectivity and becomes evidence of its testimony. Jacquemin’s (2003) analysis of 

this film presents a discussion of it in the light of documentary and artefact, the 

nature of the animated film serving as a document in its own right, as a testimony of 

the experiences of these children. Beyond formal analysis, it has also been discussed 

for its performative affect (for further discussion on this characteristic see Jean 

Rouch in Stoller 1992) on those involved, acting upon the makers, as a cathartic 

                                                
89 Mundele is a Kikongo term from the Bantu Language used to mean terrorist, invader, or evil spirit, 
its contemporary meaning is used to refer to the White man, this is likely to have stemmed from the 
colonial times 
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exercise in reaction to the trauma of this event. Jackson talks about the existential 

qualities of storytelling or seeing it  

‘as a vital human strategy for sustaining a sense of agency in the 
face of disempowering circumstances. To reconstitute events in a 
story is no longer to live those events in passivity but to actively 
rework them, both in dialogue with others and within one’s own 
imagination.’ (Jackson 2002: 15) 

 

Kibushi framed these visual accounts, with moving, suggestive and sober prose in 

the form of his voice-over. The sound is limited and is purposeful, giving the viewer 

space to interpret the images presented. The only time Kibushi uses music is in the 

first minute of the film, and on this occasion the music has a narrative purpose. The 

music was composed by the local musician and storyteller, Papa Nkoyi Edimba 

Djamba (personal friend of the artist), and who tragically disappeared on the same 

date, and to whom this animation is dedicated in the opening credits. In his 

dedication, Kibushi draws analogies between Papa Djamba and Patrice Lumumba 

(the first president of the newly independent Congo State who was tortured and 

killed during a coup soon after his appointment), their similar personal histories, 

both having migrated from the same region to meet their fate and death in Kinshasa. 

In reference to Patrice Lumumba he asks that the voice of the musician ‘evaporate 

into the entrails of the earth, invigorate the blood of our heroes’90. The referencing of 

Patrice Lumumba indicates the importance of this iconic figure in a Messianic sense 

in a similar way to Fabian’s discussions on the paintings of Lumumba by Tshibumba 

(Fabian 1996). Kibushi’s voice over carries the account of events in the present 

tense. His phrases are descriptive and emotive,  

                                                
90 J.M. Kibushi translated from ‘Que ta voix si charmante evaporee dans les entrailles de la terre, 
vivifie le sang de tous nos heros.’ 
 



 271 

‘Monday, Monday is a black day in the week for the Kinois. The 
day when all the people in the capital fall ill, if you wanted it or 
not, it is Lundiphobie, all the world is mad…’ (Kibushi, 1992) 

 

The interaction that is visible in Kinshasa Septembre Noir between the children’s 

testimonial imagery and Kibushi’s own personal testimony and critique presented as 

a poetic voice over creates a film that is at once documentary and political 

commentary. Whilst the filmmaker could have narrated the events in an informative 

manner (typical of certain types of documentary), he uses instead the interplay of 

poetic structures to evoke a sense of the events as they unfold. The narration is 

underpinned by an expressive mode of account rather than a realistic one. The 

comparisons across space and time made by Kibushi through reference to the two 

local iconic figures, and visual references to the colonizer and European migrant 

evacuees allude to wider political discourses. This poetic choice allows Kibushi to 

present an interweaving of specific cultural references through analogies, 

comparisons and veiled political critiques. The result is a synthesis of seemingly 

disparate parts, straddling between the implied depoliticized perceptions of a child 

and the voice of the adult, artist and critic intervening to make a historical account of 

this moment. 

 

NG’ENDO MUKII, KENYA  

 

‘I am interested in the concept of skin and race, in the ideas and 
theories sown into our flesh that change with the arc of time. I 
believe that skin and the body, are often distorted into a 
topographical division between reality and illusion. The idea of 
beauty has become globalised, creating homogenous aspirations, 
and distorting people’s self-image across the planet. In my film, I 
focus on African women’s self-image, through memories and 
interviews; using mixed media to describe this almost 
schizophrenic self-visualization that I and many others have 
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grown up with.’ (Mukii, 2012, http://www.rca.ac.uk/ 
students/ngendo-mukii/. Accessed 10/04/2014) 

 

The Kenyan artist Ng’endo Mukii was born in Nairobi in 1982. Her primary school 

education was at the Loreto Convent Msongari School until the age of twelve. This 

was followed by secondary schooling at the Tigoni Academy for Girls in Limuru, 

where she resided as a boarder till the age of fifteen. Between the ages of fifteen and 

nineteen, Mukii pursued her studies at the Hillcrest School. Her interest in the arts 

was encouraged by a supportive father and enabled through her education. The 

formative effect of the strong art programs at both Hillcrest and Loreto Convent 

Msongari schools left an impact on Mukii and could account for the list of alumni 

who have gone on to succeed in the arts such as Wangeci Mutu, Yvonne Muinde, 

sisters Wafa Tajdin and Amirah Tajdin, Philippa Ndisi-Herrmann and Rodney 

Waruhiu (Personal Communication, Mukii, 22/04/2014).  

 

In 2001, Mukii left Kenya for England for a year to study at Kent Institute of Art 

and Design, Maidstone91 undertaking a foundation in Art and Design. In 2002 she 

moved to America where she intended to pursue painting and illustration on a 

Bachelors degree program at Rhode Island School of Design (RISD). Instead she 

graduated in 2006 with a BFA degree in film, animation and video. During her 

studies at RISD she recognized the benefit of the aesthetic mutability that animation 

presented. Under the tutelage of award winning animator Dan Sousa and artist 

Agnieszka Woźniak, Mukii worked with a range of animation techniques ranging 

from drawn to puppet animation. By pursuing animation she was able to draw upon 

her background in painting and illustration and combine this with her interest in 

                                                
91 The college has since merged with Surrey Institute of Art and Design to form the University for the 
Creative Arts in 2008. 



 273 

photography and film (Personal Communication, Mukii, 13/01/2014). This is visible 

in her graduation film, Hasidi (2006) that was shot on 16mm film with combination 

of live-action dancers, pixellation stop-motion and hand-drawn animation. The 

convergence of disparate aesthetic forms made possible within animation is visible 

throughout Mukii’s animated films that draw upon the painterly, the synthetic forms 

of computer generated imagery, and the photographic.  

‘I grew up imagining that whatever art I would create would 
reflect something of my home and my experiences as a Kenyan. 
What I wanted to harvest by training abroad was technical skills 
and open myself to the possibilities of different ways of thought.’ 
(Personal Communication, Mukii, 13/01/2014) 

 

Following the completion of her studies, Mukii returned to Kenya. In 2008 Mukii 

secured employment as an art director with advertising company ScanAd in Nairobi. 

Her employment there was brief and lasted for four months, as she was prompted to 

move to Endemol in April 2008 having been offered better conditions working on a 

specific production for three months. Following completion of the production in 

June 2008, Mukii moved to work with Mediae, an NGO production company, 

responsible for the award winning didactic Kenyan soap opera Makutano Junction. The 

DFID (Department for International Development) funded Mediae to produce 60 

episodes of an educational children’s program The Know Zone (2009). This series 

included short animated inserts that were retold as stories, known as the African Tales 

Series  (DFID, http://r4d.dfid.gov.uk/Output/179776/Default.aspx. Accessed 

10/02/2014).  Between 2008 and 2010 Mukii was employed by Mediae as animation 

production manager for The Know Zone (2009) series, and developed a keen interest in 

the socially engaged content, albeit with the didactic remit that educational 

programming dictates. During this time Mukii was exposed to the possibilities that 
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animation offered to embed subversive elements as she discussed with regards to an 

episode on African Tales and the topical theme of distribution of resources around a 

waterhole, following the events of the post-election violence (Mukii, Personal 

Communication, 15/08/2009). In a similar vein to Gatumia’s The Greedy Lords of the 

Jungle (2009) discussed earlier, the story depicted different Kenyan ethnic groups as 

different animals as they fought over the limited resources in order to 

communication a moralistic tale. As production manager Mukii was able to explore 

the subversive uses of animation within didactic formats and control the content that 

was being developed (Personal Communication, Mukii, 22/04/2014).  

 

In 2010 Mukii returned to the UK to study for a Masters of Arts in animation at the 

Royal College of Arts (RCA) in London. During this time she was able to explore a 

biographical approach to her work and investigate the subjective voice within 

animation. Under the tutelage of animation producer Sylvie Bringas92 and with the 

Head of Program Joan Ashworth93, Mukii was encouraged to explore methods that 

would lend themselves to animated documentary formats. This engagement with 

indexical and metonymic materials, in the form of primary material such as 

photographic imagery, personal documents, archival content (text, image or sound) 

was embedded also in a project at the RCA in collaboration the War Museum that 

allowed students to use and interpret archival sound clips of testimonies of the war 

for their own animations (Mukii, Personal Communication, 22/04/2014). This 

would suggest that whilst the RCA did not overtly position itself as having a concern 

                                                
92 Sylvie Bringas and Orly Yadin co-directed the animated documentary Silence (1998). In 2010 she was 
a guest speaker at Animated Dreams Film Festival, Estonia where she spoke about animation and 
documentary.  
 
93 Joan Ashworth is currently producing an animated documentary on the life of artist and suffragette 
Sylvia Pankhurst. Her ongoing research can be viewed at 
http://locatingsylviapankhurst.com/Aims.html. Accessed 10/04/2014.  
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with documentary animation, the staff research interests combined with a graduate 

showcase with a proportionally higher engagement with documentary forms may 

have played its part in shaping Mukii’s interest in the field.  

 

In 2011 Mukii was awarded the RCA International Student Bursary, followed by the 

Blink Prize, in the form of a grant to support the production of her thesis film Yellow 

Fever (2012). Mukii’s film Yellow Fever (2012) follows on from previous explorations 

of memory and experience, visible in her short experimental animation also 

undertaken whilst at the RCA, entitled Untitled Dust (2011). Her interest in experience 

and memory informed her approaches to both of these animations that present 

different formal qualities. In an interview with Business Daily Africa (Lati, 2013, 

http://www.businessdailyafrica.com/-/539444/1866168/-/x9kj67z/-/index.html 

Accessed 10/04/2014) Mukii explains her approaches to researching content for 

animation using documentary filmmaking methodologies. In Untitled Dust (2011) 

Mukii was able to make a poetic collage of representations of her memories of her 

road trip to South Africa. The film is less firmly positioned as an ‘animated 

documentary’ as the artist’s own account of the film implies, however it was her first 

serious engagement with the notion of ‘animated documentary’ and an attempt at 

grappling with the materials that inform her understanding of the documentary 

(Mukii, Personal Communication, 22/04/2014).  

 

Whilst inspired by the experiences and memories of Mukii’s trip to South Africa, 

Untitled Dust (2011) was constructed in the vein of a semi-chronological account that 

presents a short history of South Africa interweaving imagery from personal memory 

within a larger historical narrative (Personal Communication, Mukii, 22/04/2014). It 

is hard to position the animation as ‘documentary animation’ as its structural form 
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and implied narrative make it hard to locate it within conventional ‘documentary’. 

Notwithstanding it marked Mukii’s first attempt at an engagement with the practices 

of documentary filmmaking and pre-empts her subsequent work. 

 

 

 

 

 
 

Figure 6.04: The sequence of frames (left to right) illustrating Mukii’s short history of South Africa in 
Untitled Dust (2011) 
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Following her experience of creating Untitled Dust (2011), Mukii’s interest in 

representations of personal experience and memory continued and she was able to 

refine her use of animation specifically with the documentary genre in mind 

(Personal Communication, Mukii, 22/04/2014). In her subsequent animation, Yellow 

Fever (2012) she deployed the poetics of personal experience to present an 

autobiographical ‘documentary animation’ that reflected upon skin colour and skin 

bleaching. Mukii cited films such as the like of The Green Wave (2010) and Persepolis 

(2007) as inspiring her to pursue documentary practices within animation. The 

project began with the intention to collect interviews from women in Nairobi to 

present a broader look at the shared experience of skin bleaching. Mukii however 

decided against this approach in order to focus her attention instead to the personal 

experiences within the intimacy of her own family (Personal Communication, Mukii, 

22/04/2014). 

 

Between 2012 and 2014 the short seven minute film won a range of awards 

including; being voted 3rd place in the documentary category for the Afrinolly Short 

Film Competition; the Silver Hugo for Best Animated Short at the 49th Chicago 

International Film Festival, US; Nominated in The Nahemi Student Film Awards at the 

Encounters Short Film Festival, Bristol, UK; Best Short Film Award at the Africa Magic 

Viewers’ Choice Awards, in Lagos, Nigeria; Best Animation Award at the 7th Kenya 

International Film Festival, Nairobi, Kenya; Nominated for Best Short Film Award 

Colours of the Nile Film Festival, Addis Ababa, Ethiopia. It also sold to the TV 

network ARTE for screening in Europe and also to Kenya Airways for their inflight 

entertainment. 
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POETICS OF TESTIMONY 

 
This film presented a temporal and visual collage of many different components. 

Aesthetically it moves between the drawn and illustrative image to the photographic, 

from the still to the moving, from the real to the surreal. Its structure consists of 

separate sections informed by each other; part poetic, part stream of consciousness, 

part accounts of memories, part interviews. The use of the testimonial voice inciting 

solidarity validates the film as ‘documentary’. Mukii’s exploration of the theme of 

skin colour and skin bleaching was at all times framed by a personal experience and a 

subjective voice. The film begins with Mukii describing her memory of being a child 

watching the woman who braided her hair, who she referred to as ‘mkorogo’94 a 

woman who bleached her hands and her face in order to lighten her skin colour.   

 

Figure 6.05: Three still frames (left to right) illustrating framing devices from a sequence of shots in 
the salon in Yellow Fever (2012) 

                                                
94 Mkorogo is a Swahili term also used to refer to a popular toxic skin bleaching concoction used in 
East Africa  
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Mukii’s voice (as narrator) speaks of her memory in the present tense, transporting 

the viewer to this particular moment in time. In so doing she is able to create a sense 

of immediacy with this opening sequence, as if she is reliving the moment that she is 

testifying to. She depicted herself sitting in the hair salon with her sister, surrounding 

them on the walls are posters of blonde tanned women with text that reads ‘Fair and 

Beautiful’, and ‘Soft and Straight for Beautiful hair’. Her account immediately draws 

attention to her concern with skin colour and appearances as she states ‘ She is 

chocolate… I am toffee’. Furthermore Mukii used framing devices such as the 

mirror and posters (and later the television) to draw attention to the ‘pervasive and 

subconscious media created ideals’ that torment women (Mukii, 2013).  

 

The film engages with experiences and struggles of notions of beauty and self-image, 

as well as wider political concerns regarding race and the history of the depiction of 

the ‘Other’. These preoccupations are contextualized and historicized, through a 

series of montages of archival images of representations of race in different guises, 

collaged to sit on top of images of the map of Africa.95 The collection included 

Western historical representations of African women, female genitalia, minstrels, 

illustrations of British soldiers gazing at the Hottentot Venus, illustrations and 

cartoons of colonizers and colonized, photographic images of slave traders hanging 

African men, and photographic images from eugenic literature, to name a few. These 

images are presented as a rapid sequence of flashing images, first at the start of the 

film, then again at interludes later when projected onto the nude female body. They 

are used as a temporally efficient device permitting Mukii to allude to the 

underpinning political discourses, without having to unpack them in narrative detail.  

                                                
95 . The decision to utilize and embed ‘factual material’ was informed by a research method strongly 
advocated at the Royal College of Art (RCA). This practice is evident here in the collected scanned 
images from the British Museum and the Royal College of Art Library (Personal Communication, 
Mukii, 23/04/2014). 
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Figure 6.06: A small sample collection from the 50 images (01:15 – 01:20) used in the five second 
rapid montage sequence in Yellow Fever (2012).  

 
In this way Mukii breaks from the drawn aesthetic of her animated opening sequence 

with intervals of photographic performances that are part-filmed and part-pixilated96 

and the subsequent montage sequences of archival images sit independently or 

embedded within the performance as a projection. These interludes are a marked 

visual break from the hair salon sequence, or later the ‘recorded’ conversations with 

mother and niece.  They offer an insight into Mukii’s private and personal 

contemplations of the Western gaze and her pity for ‘this woman [who] has worked 

hard to erase the element that marks her as truly Africa’ (Mukii, 2012).  

 
                                                
96 Here pixilation refers to the stop-motion animated technique where actor’s poses are captured at 
incremental images (in a similar vein to stop-motion puppets).  
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Five separate individuals were involved in the performances across the interludes 

between the drawn animation sequences. The performance reaches a climatic point 

where the performers are superimposed (as a pixelated sequence) in rapid succession 

on the same screen space to create a visual schizophrenic representation of multiple 

identities. The accompanying sound during these interludes moves between Mukii’s 

stream of consciousness and carefully selected sound bites of her mother’s accounts 

that locate these practices within a specific history and attest to the shared 

experiences and concerns. They are also important as Mukii makes reference to the 

generational contagion that occurs as these ideas spread from mother to daughter to 

granddaughter. She describes an experience of self-loathing; phrased as an attack and 

taunting of ones reflection that is perceived as a ‘monstrous and disappointing 

image’.  

 

   

  

Figure 6.07: Still frames from the climatic performance (03:41 – 04:21) montage sequence in Yellow 
Fever (2012).  
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On other occasions Mukii uses the performer’s body as a canvas. Whether the body 

is presented as a still nude lying horizontally evoking a sense of landscape, or actively 

performing, Mukii reuses her archival images to project upon the body. Mukii also 

projects photographic images of the Kenyan landscape upon the reclining nude. Her 

combination of Kenyan landscape with the feminine body is an intentional device 

used to ‘speak to a wider social issue’ and alludes to a history of discourses on 

Orientalism and the feminization of the African continent (Said, 1993, Mudimbe, 

1988).  

 

 

Figure 6.08: A collection of frames (04:50 – 05:09) from the sequence where images are projected 
upon the performer rapid succession in Yellow Fever (2012).  
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Figure 6.09: Details from a range of frames (04:50 – 05:09) in the sequence where images are 
projected upon the performer rapid succession in Yellow Fever (2012).  

 
The conversational interviews with Mukii’s mother and niece play a critical part 

within this film as they provide a personal context that locates Mukii’s own 

experiences as a child and her concerns on the disturbing beauty practices embedded 

within her culture. In conversation with her mother she talks about why she was sent 

to have her hair braided and the practices of using bleaching beauty creams. With her 

niece she captures the persistence of a concern with skin colour in the accounts of a 
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young Kenyan girl who ‘by magic’ wishes to be American and aspires to have white 

skin and white hair. Mukii’s film is as much about skin colour as it is about her 

Kenyan identity and Kenya as a context for these practices. This is asserted through 

her use of scanned images of the kanga textiles to create a texture for the dresses that 

her animated characters wear and photographic imagery of the Kenyan landscape. 

The two themes are for Mukii intimately interconnected, and her brief accounts of 

these memories bear witness to practices that continue to be prolific in Kenya and sit 

within a history of discourses on beauty and whiteness that stem from the colonial 

project (Mukii, 2013).  

 

TESTIMONIO AND DOCUMENTARY FICTION 

  

‘The word testimonio translates literally as testimony, as in the act 
of testifying or bearing witness in a legal or religious sense. That 
connotation is important because it distinguishes testimonio from 
simply recorded participant narrative, as in the case of ‘oral 
history’. In oral history it is the intentionality of the recorder – 
usually a social scientist – that is dominant, and the resulting text 
is in some sense ‘data’. In testimonio, it is the intentionality of the 
narrator that is paramount.’ (Beverly, 1989: 14) 

 

Yellow Fever (2012) arguably presents certain qualities that lend the film to a 

discussion framed by Beverly’s treatise on testimonio97, a ‘narrative told in the first 

person by a narrator who is also the real-life protagonist or witness of the events he 

or she recounts’ (Beverly 1991: 2). Whilst Beverly’s adopts this term to refer to 

particular types of testimonial narratives in literature, the discourse on this form can 

                                                
97 Testimonio is the term used to describe a type of non-fiction narrative that emerged in Latin 
America in the context of the liberations movements of the 1960’s where the narrator is considered 
subaltern 
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be used to consider aspects of Mukii’s animation98. Yellow Fever (2012) shares a similar 

motivation and qualities to the testimonio; the need to change a current situation by 

raising public awareness; a narrator’s voice that comes from the place of the ‘Other’, 

here positioned as black and female; a representation of a problematic shared 

circumstance that is lived by the narrator and others. The discussion Beverly is able 

to make on the devices that are present within testimonio that situate it as non-

fictional, are key also to framing the discussion on Yellow Fever (2012). The devices 

such as the first person voice and the use of interlocutory and conversational 

markers, lead the audience to understand and experience the account as ‘real’, 

implying ‘a pledge of honesty on the part of the narrator, which the listener/reader 

[viewer] is bound to respect’ (Beverly, 1989: 15). These factors are key to the wider 

discussion on animation and documentary with respect to questions on the ‘truth’ 

and believability of the form that contribute to the veridiction that informs the genre 

of ‘animated documentary’.  

 

In testimonio, the production of the account is undertaken by an interlocutor (such as 

an academic or journalist) and the narrator is the voice of the people in the testimonio. 

This relationship between academic (compiler) and narrator, Beverly argues calls for 

a political allegiance between the ‘people’ and the bourgeoisie that is significant to 

the testimonio, but not without its own set of difficulties. The editor or compiler must 

negotiate the discourse of the witness into a piece of text. This relationship suggests 

other problematics, such that ‘any system of education is a political way of 

maintaining or modifying the appropriation of discourses, along with the knowledges 

and powers it carries’ (Foucault, 1981:64). Moreover, the implications of this process 

                                                
98 Stephanie Sabathy’s MPhil dissertation ‘Memory and the Testimonial Mode’ (2008), for the 
University of Wein is an extremely valuable resource that gives a historical account of the literature on 
Testimony  
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see a theoretical return to the earlier discussions on the tensions embedded within 

fiction and testimony (Derrida, 2000). In Yellow Fever (2012), we are presented with a 

convergence of these two parts, whereby Mukii plays the role of both narrator and 

producer. As compiler, and in the vein of the testimonio compilers, she retains 

conversational elements in the interviews with her mother and niece that suggest less 

editorial control and allude to if ‘not the real then certainly a sensation of 

experiencing the real’ (Beverly, 1989: 22). She also implicates herself within the 

interview (as narrator and compiler) by retaining her own voice in the dialogue she 

has with her mother and niece. However as artist, her poetic visual representation is a 

constant reminder of an aesthetic engagement that is fabricated and fictional.  

 

The suggestion here is not to fix Yellow Fever (2012) as a testimonio in itself, but to 

identify within it qualities that are shared with the testimonio form, such as the 

importance of establishing a connection with a group or class situation marked by 

marginalization, oppression and struggle, and that distinguish it from simply 

autobiography, memoir or reminiscence. Beverly (1991) suggests that the appeal of 

the testimonio is its anti-literary or extra-literary form of discourse as a response to the 

inadequacy of dominant literary forms. The anti-indexical qualities that animation 

offers to discourses within the documentary genre may arguably present an 

analogous appeal. These qualities possess a particular attraction to artists specifically 

concerned with representational strategies of subalterns. Some of the more dominant 

modes of documentary filmmaking can be implicated in a wider historical and 

political discussion on claims to ‘truths’ embedded within the photographic image 

and for this reason may appear to be inadequate. Therefore it is worth reflecting 

upon Mukii’s choice to represent her testimony of the feminine experience of race 

and skin colour, within the fabricated animated form as intentionally self-referential, 
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implicating documentary filmmaking as, in part, responsible for the condition she 

sets out to critique.   

‘Testimony is spoken, written, translated into visual images by the 
media; moves between the private and the public, memory and 
history; the personal and the political…’ (Gready, 2008: 138) 

 

Mukii’s preoccupation with identity and the testimony continued to be a concern of 

hers and in 2013 she began working on her production 50 Steps (working title). Mukii 

described the film as a short documentary animation, thirty to forty minutes long, 

which is concerned with the experience of identity in post-colonial Kenya. Mukii 

returned to a more personal focus, deciding to work directly with her immediate 

Kikuyu family as informants and voices for her piece (Personal Communication, 

Mukii, 22/04/2014). Mukii’s decision to focus on the personal was not without 

difficulty, compounded by the knowledge that her own ethnic group is not only the 

largest and most prominent in Kenya, but has had a very specific historical role in the 

struggle for independence (Personal Communication, Mukii, 23/04/2014). Whilst 

this film was in development in 2014, it provided another glimpse of the treatment 

that Mukii intended to pursue exemplifying the methodologies and practices that are 

underpinned by an interest in testimony.  

 

JACQUIE TROWELL ET AL., SOUTH AFRICA   

 

The case of the South African animated documentary, Beyond Freedom (2005) provides 

evidence of a reflexive use of processes that inform the director’s investigation of 

post-apartheid South African identities.  Whilst in previous sections of this chapter 

there has been a focus upon an individual artist and their own practices within non-
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fiction animation, this section intends to highlight the collective production process 

as an implicit part of the theme. Beyond Freedom (2005) called upon a range of 

different groups of South African people to contribute to the making of this film, 

from providing a narrative and testimony, to filming, and later animating. It uniquely 

straddled aspects of both commercial and auterist practices.  Unlike previous 

examples it also made use of recorded images (video) and sound as its primary 

source material. The combination of indexical images of a pro-filmic event and 

animation within this ‘documentary-type’ format serves to suffuse the film with a 

meta-narrative that carries an impact beyond the immediate recorded accounts and 

testimonies. The specific production processes that informed the making of this film 

are intimately linked to the subject matter, and in a sense, act as a catharsis and 

response to the difficulties surrounding the subject of South African identities. 

 
Beyond Freedom (2005) was produced by Eric Oldrin with Jacquie Trowell as director, 

for the National Geographic All Roads Film Project. On a visit in 2004, American 

filmmaker Eric Oldrin ‘was inspired by the incredible strength and optimism of the 

new South Africa’, and decided to embark on what started as an idea to make an 

animated documentary about 10 years of democracy in South Africa. (Personal 

Communication, Oldrin, 27/05/2005) The animation was released in October 2005, 

and has since been screened at Africa in Motion Festival, Edinburgh (2008), and 

nominated for the Golden Berlin Bear Award at the Berlinale in 2006. The animation 

is presented in a documentary style, and follows four principle characters, ‘each on 

their own personal path to freedom’ (Personal Communication, Trowell b., 

27/05/2005). 

‘They represent a vast number of South Africans who have 
shared at least some of their journey. They also represent the 
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fears, disappointments, hopes and dreams of people in general. 
Thus, the film became about shared emotion and universal truth 
with an aim to encourage the journey to freedom.’ (Personal 
Communication, Trowell b., 27/05/2005)  

 

The director Jacquie Trowell played a pivotal part in the overall approach that this 

film adopted. Trowell is a notable figure in the South African animation industry as 

an accomplished stop-motion animator and animation director and as the co-founder 

of the animation company Trigger Fish in 1996. She is also known for her 

contributions to the Takalani Sesame (2000) (Sesame Street) animation series and 

advisory role on the Africa Animated projects ran by UNESCO. At the time 

UNESCO had devised the Africa Animated projects to address a need for locally 

produced content within the region that spoke back to the hegemonic Western 

model and that in turn resonated with local audiences. This and the Takalani Sesame  

[Sesame Street] (2000) collaboration between the South African Department of 

Education and the Children’s Television Workshop (New York) in 2000 serve as a 

backdrop that can place and contextualize Trowell’s own personal interest in South 

African politics of identity along with local content production long before the 

production of Beyond Freedom  (2005). In fact the production of Takalani Sesame (2000) 

aspired to address subjects that resonated with a South-African audience, this in turn 

informing the narrative and aesthetic choices that Trowell adopted for her stop-

motion shorts. ‘Takalani Sesame has been crafted in a way that not only represents 

the diversity in race and culture of the various social groups in South Africa but also 

seeks to create an understanding that is crucial for a spirit of co-existence’ (Mbogo, 

2004:24). Trowell’s experience within the commercial sector and her profile as a 

pioneer within the South African context placed her in a favourable position to be 

able to locate and direct a team of South African animators that would work on this 
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film in a cohesive and yet individual manner. The multi-layered collaborative 

approach that was undertaken in the production is neither typical of the processes of 

an auteur, nor was it typical of the commercial pipeline that relies on a continuity of 

aesthetic style which is missing in this film.  Instead it alludes to the emphasis placed 

on the interplay of between the theme of diversity of identities and their 

fragmentation within the multi-layered image process.   

 
The production process was also a multi-layered practice and involved collecting 

interviews that were filmed around South Africa by eight live action crews, resulting 

in a significant focus on the four main characters that featured in the final edit. 

Trowell collected and reviewed the raw material to compile a montage of 

testimonies. This was edited to a thirteen-minute narrative, which was given to a 

team of about 12 animators and artists to work on.  

‘As the director, I encouraged the team to come up with 
treatments themselves instead of dictating a “look” to the film. I 
wanted a diverse mix of styles that reflected a diverse nation and 
differing perspectives. And so the animated layer of Beyond 
Freedom took on the feel of an intricate quilt.’ (Personal 
Communication, Trowell a., 27/05/2005) 

 

The animated process had a interdependency with the interviewed videos, not only 

for its use of the ‘audio’ testimony, but also for the information that the filmed image 

provided as a portrait of the various protagonists that appear throughout the film. 

The animators drew upon the technique of ‘rotoscoping’, which was not a new 

technique and was used in early Disney animations. Typically this technique involved 

animators drawing frame by frame over filmed footage in order to execute difficult 

animated movements, such as dancing. In the case of early Western animation, this 

was seamlessly incorporated into the animation, so that the technique was not made 
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evident so as to be at the service of the narrative. The design of the character was 

independent of the filmed source material, which was only used as a reference to 

understand the movement. In the case of Beyond Freedom, this technique is not 

hidden behind the animation; rather, it is made evident by the introduction of filmic 

elements within the image as cutouts or collage, or as a literal ‘tracing’ of the filmed 

character (so that the animated character and filmed person are in effect 

representations of the same person.) The documentary aspect to this animation, in a 

way necessitated a technique that was not too far removed from the ‘real’ world, 

whilst enabling the artist to add animated visual elements to the image.  

 
The animation aesthetic in places resembles that used in the Linklater’s Waking Life 

(2001) although not linked to Bob Sabiston’s proprietary software Rotoshop. The 

animation is applied at a later stage to the footage that was filmed prior to the 

animation production.  In this case the rotoscoping allowed for a secondary visual 

narrative to be constructed over the initial film footage. The film does not carry the 

same dream-like qualities of Waking Life (2001) that, in part, Ruddell attributes to a 

result of the moving line within Rotoshop. Yet it does possess a sense of the 

fragmented image and by implication notions of fragmented identities (Ruddell 2011: 

11). Whilst rotoscoping informed the basis of the segments of the animation 

production and can be said to allude to the video sources that informed the image, 

each group of artists were able to nonetheless introduce a variety of styles, palettes 

and aesthetic treatments that are noticeably different in their approach.  

 
Over the thirteen minutes, this animation consists of five sections; Remembering the 

past, whereby the animation is placed within a historical context; Individual Journeys, 

consisting of the main part of the animation, introducing the individual main 
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characters and their individual narratives; Personal Motivation to freedom, the main 

characters choices that have empowered them in their individual quest to freedom; 

South African Identity, opportunity to allow the characters to express their views on 

identity and nationality; Message of Hope, characters sharing their views on South 

Africa. 

 

PROCESS, CATHARSIS, MEMORY   

 
Beyond Freedom (2005) presents the viewer with a pastiche of narratives as well as 

aesthetic styles. Here the analysis will focus on the layers of processes as an integral 

aspect to this animated film and as a component that is deeply embedded within the 

thematic concerns. The involvement of different subjective voices, filmmakers and 

animators enabled the possibility for a variety of visual treatments to emerge whilst 

keeping a common thread running through the narrative; the experience of identity 

and freedom of different South Africans. Any discussion on identity and freedom in 

the context of South Africa, must consider the political and cultural impact of the 

Truth and Reconciliation Commission (TRC). The TRC was setup in 1995 with a 

mandate to reveal as much ‘truth’ about the apartheid through three institutional 

committees, the Committee on Human Rights Violations, the Committee on 

Reparation and Rehabilitation, and the Amnesty Committee. It was based upon the 

Promotion of National Unity and Reconciliation Act 34 of 1995 that set out to  

‘provide for the investigation and the establishment of as 
complete a picture as possible of the nature, causes and extent of 
gross violations of human rights committed during the period 
from 1 March 1960 to the cut-off date contemplated in the 
Constitution…;the granting of amnesty to persons who make full 
disclosure of all the relevant facts relating to acts associated with a 
political objective committed in the course of the conflicts of the 
past during the said period; affording victims an opportunity to 
relate the violations they suffered; the taking of measures aimed 
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at the granting of reparation to, and the as possible of the nature, 
causes and extent of gross violations of human rights.   
(http://www.justice.gov.za/trc/. Accessed, 01/05/2014).  

 

The public hearings that were held by the Committee on Human Rights Violations 

played a pivotal role in the recovery of voice-less narratives serving to empower 

victims and validate their experiences. The role that the TRC played in the South 

African transition from ‘past violence to future reconciliation’ on both an individual 

and national level depended greatly upon using testimony and narration as a form of 

catharsis and reconciliation. Similarly Beyond Freedom (2005) draws upon these 

culturally embedded discourses and adopts a conciliatory process encouraging 

collaboration across the spectrum of different South African identities. Through the 

collections of recorded personal testimony and narrative, and in a chronology of 

events and experience, the characters in the film exercise a simple form of Narrative 

Exposure Therapy99 (Shauer et al., 2011; Robjant & Fazel, 2010) or Testimony 

Therapy (Cienfuegos & Monelli, 1983). By attesting to their experiences before and 

after the apartheid, and contextualizing them within a cultural and socio-political 

setting, they were able to use narration as an intervention upon the discourse of the 

apartheid and their own traumatic experiences of it.  

  
However this film implicates not only the voices that provide the testimony, but also 

the filmmakers or camera operators that set out to seek these testimonies and record 

them (whether they were eventually used or not) and later the artists that (re)-worked 

upon the images and sounds that were collected. Their engagement with these 
                                                
99 I am indebted to Stefanie Sabathy’s M Phil. dissertation on Memory and the Testimonial Mode 
(2008), University of Wien, for drawing my attention to Narrative Exposure Therapy and related 
discourses on the Truth and Reconciliation Commission. Narrative Exposure Therapy has been used 
as a form of psychological treatment with victims suffering from traumatic experiences, where the 
narration of autobiographical memory is used to habituate the victim to the traumatic memory in an 
attempt to reduce emotional response 
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narratives was both individual and cooperative. Each party was responsible for a task 

that relied upon material provided by an external or previous source and outside of 

their immediate control. Whilst Trowell oversaw the overall structure of the film and 

engineered a method and approach, her control over the separate components was 

limited to compiling the parts. The final visual styles that are visible in the animation 

are all particular to South Africa because contemporary artists ‘from the townships, 

colleges and cafes of South Africa’ inspired and informed the animators. Trowell 

stated, ‘Over a year was spent forming relationships with local artists’, who in turn 

informed the aesthetic decisions made (Personal Communication, Trowell a., 

27/05/2005). 

 
The production process was a means to address the content of the narrative on a 

multiplicity of levels, and as director Trowell argued; ‘The production process echoed 

the film – people from all backgrounds coming together to describe personal 

examinations of freedom’ (Personal Communication, Trowell b., 27/05/2005). 

Therefore the implementation of animation was crucial to the entire film as it 

enabled another visible layer of ‘difference’ to be explored through style and design. 

When queried about the decision to use the medium of animation within a 

documentary style film, she replied,  

‘We believe this is a new form of documentary filmmaking. 
Traditionally, the editorial nature of documentaries has been tied 
to narration and interviews. We have added another element to 
that editorial control. In addition to the interviews and their 
editing, we are interpreting that information with a sort of visual 
poetry.’ (Personal Communication, Trowell a., 27/05/2005) 

 

Whilst identifying the importance of editorial control, Trowell’s reply in the plural 

alluded to the implicit collaborative nature of this film. Furthermore whilst the 
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methodology was informed by documentary practices it also engaged with processes 

of overlaid fabrication that explicitly positioned the different artists’ engagement 

within the production.  

 
The themes of memory, identity and remembrance all play their part in Beyond 

Freedom (2005). The catharsis that emerged through the public recognition of 

memories transcended the Truth and Reconciliation Commission permeating into 

different aspects of South African artistic practices (Coombes, 2003, Purryer, 2004). 

One key aspect to the accounts in Beyond Freedom (2005) is that they presented 

excerpts of memories that are specific to the personal but that are also able to 

resonate as a shared memory or experience of apartheid. Motivated by a preservation 

of these memories and an understanding of the tensions between the personal and 

collective memory, the film attempted to interweave a diverse range of South African 

expressions on the social and political conditions. An interweaving of these elements 

is explored visually as parts appear to move or change fluidly from one section to 

another evoking a sense of the experience of memory, able to leap through time and 

space, never quite fixed, ephemeral and intangible. Beyond Freedom (2005) marked this 

memory and positioned it in the public space through the use of animation, 

confirming to the importance of a public forum to recognize these memories and 

construct new narratives.  

‘I would argue that public recognition and acknowledgement of 
injustices thus constitute the basis for the attainment of justice. 
That is why the public recognition of memories of the past in the 
reconstruction of the present and the future is absolutely crucial 
to the whole process. With the creation of the Truth and 
Reconciliation Commission, South Africa ‘has decided to say no 
to the amnesia and yes to remembrance…’   (Norval, 1998: 254) 
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VISUAL DEVICES  

 
The use of metamorphosis was key to this film as it permitted the exploration of an 

interweaving of images, people, and places, without creating a sense of disjuncture 

that would be counter to the overall theme. Paul Wells (1998) described this as the 

ability to ‘literally change one image into another different image through the 

evolution of a line’. By manipulating shapes to create a fluid linkage between of 

images, the animator connects seemingly unrelated images that forge relationships 

and disrupt the classical notion of story telling. Both metamorphosis and collage are 

used here to economize on space and time. They allow the animator to create highly 

informative visual sequences, to condense narrative action and contemporarily 

embed visual components that imbue the image with new potential meanings. In this 

film metamorphic change also provided a visual prompt that positioned the account 

as memory. For example this technique was used to represent the personal loss of 

one character, Leslie, as he stood in front of his house. The viewer sees his 

environment changing before their eyes, in the vein of a time-lapse sequence, from a 

typical suburban house to a house for sale, to a pile of rubble and eventually a barren 

landscape. The manipulation of the environment is mirrored in Leslie, as his physical 

appearance also transitions to a tired and worn version of the former self. This 

inflects the context of his testimony, which is in effect a memory of his past 

experiences and his own personal transformation from wealthy to poor. The 

impression of fluidity featured heavily in this animation, moving through different 

narratives, contexts, and characters. The fluidity of this movement between forms 

can be said to be a similar experience to the recollection of a memory, which is not 

fixed in a linear fashion.  
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The interweaving quality made possible through metamorphosis and collage are also 

visible throughout Beyond Freedom (2005) as different characters (primary and 

secondary) are introduced and arranged in a particular sequence of appearance 

throughout the film. Their presence was choreographed temporally but also spatially. 

The film included different approaches to montages; those that relied on the use of a 

cut to take us to from and to each narrative, montages that retained visual elements 

as trace that carry through from one shot to another and sequences avoiding the use 

of a cut. The camera was able to move seamlessly as a long single panning shot or 

zooming shot and people were literally cut-out (or cut-in) so that they appeared to all 

inhabit the same space. This was used as a bridge between the second and third 

section of the film, which is populated by the collected interviews of secondary 

characters. Here experiences and views were condensed and compacted through the 

presentation of these within frames embedded within frames (such as billboards, 

televisions, newspaper inserts and so on), resulting in a sequence that moved 

seamlessly through this snapshot of South Africa. This process resulted in the 

interwoven quality Trowell alluded to in her production notes (Personal 

Communication, Trowell a., 2005).  

 

Figure 6.10: Two frames from illustrating the continuity of shot through framing within a continuous 
zoom sequence for the vox pop montage in Beyond Freedon  (2005). 
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The personal conceptions of freedom and identities post-apartheid were further 

explored visually through the superimposition and adaptation of the indexical 

‘photographic’ image’. The animated techniques not only served to illustrate the 

narrative, but also acted as visual metaphors to the individual’s state of being. Each 

of the four main protagonists was represented in different ways throughout. Whilst 

in the case of Linda, Leslie and Stefan, personal testimony underpinned the visual 

devices used; with Kgmotso her contribution as narrator presented a different 

influence on the style, design and treatment of the image. In the case of Linda, a 

Xhosa domestic worker, and Leslie, a privileged white man, colour was used to infer 

a sense of fulfilment or loss. As Leslie described the changes in his own situation 

from a privileged white South African to a poor South African, his image literally 

changed through his account from a cartoon-like saturated coloured sequence to a 

hand-drawn black and white pencil sketch. Whilst it is possible to argue that this 

device, a form of tonal montage, is visible in film, the change in aesthetic treatment 

from the bold colour and line of the cartoon, to the scratchy dirtied drawing of Leslie 

carried other visual cues that supported the account. The use of colour as a motif 

appeared in a different guise at the end of the animation when Leslie proclaimed ‘I’m 

a South African, I’m one of the people and that’s what really counts’. Here the artists 

rotoscoped Leslie as a pencil drawing but flickered the colour of the line from black 

and white through a psychedelic spectrum, as he sits on top of a decontextualized 

patterned background that flashes a photographic image of an aerial view of a crowd.  
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Figure 6.11: Two frames from two shots illustrating Leslie before and after apartheid in Beyond Freedom  
(2005) 

 

Figure 6.12: A frame of final sequence of Leslie illustrating the use of coloured line in the context of 
Leslie’s proclamation of his identity as South African, ‘one of the people’ in Beyond Freedom  (2005).  

 

As Linda began her story about the generations of women domestic workers in her 

family and her tie to this legacy, she was depicted as a black and white line drawing. 

Upon her account of a refusal of this legacy, and her right to choice, colour was bled 

into the image. This sits in contrast to the significant reversal of this technique used 

in the context of Leslie, who began in colour to end up as a black and white drawing, 

as he recounted the loss of his work and lifestyle, upon the insurgence of rebellions 
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against the apartheid regime. In each of these cases the most predominant 

compositional changes to the image were visible in the protagonists’ environment as 

they metamorphosed and changed to accompany their accounts.   

 

 

Figure 6.13: Frame from the introduction sequence to Linda, illustrating the transition from black and 
white to colour in Beyond Freedom  (2005) 

   

With Stefan, a young white Afrikaans man, the image literally depicted the character 

as a string puppet. Here the artists made a direct reference to Disney’s animated film 

Pinocchio (1940) depicting Stefan wearing the iconic hat and feather, gloves and 

Lederhosen. The imagery of the puppet visually alluded to the lack of control the 

character experienced as a young man, as he described feeling helpless to the 

apartheid system that informed him. It is possible to speculate further that there may 

also a narrative correlation between Pinocchio’s transformation into a little boy, and 



 301 

Stefan’s own transformation within his account of experience during and after the 

apartheid.  

 
As Stefan described the fall of the apartheid, the strings that hold the puppet upright 

were cut and he collapsed into a helpless pile. This repeat motif continues as the 

puppet is packed into a box and literally ferried through a museum to be shipped off 

to Europe. This all happened whilst Stefan talked of feeling unwelcome and 

unwanted in South Africa;  ‘like an old dinosaur, your time is over now’, he stated 

prompting his departure. Later the image of the puppet is used again towards the end 

of the animation, when Stefan talked of his return to South Africa from Europe. 

Even though the style of this sequence bears no resemblance to the earlier animated 

shots, suggesting the work of other animators, they still chose to include the image of 

the puppet of Stefan. In this shot a ‘realistic’ black and white graphical drawing of 

Stefan walked into shot with the puppet sitting on top of his suitcase.  

This metaphorical transformation from puppet to man was significant within the 

larger structure of the film as it marked a break from the past (within the chronology 

of Stefan’s account and the larger narrative of the film). However the use of retaining 

an element from a previous animated segment reinforced the interwoven quality 

within the image, whereby different animators’ work referenced each other’s 

individual contribution.  
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Figure 6.14: Two frames from the introduction sequence to Stefan, illustrating the depiction as puppet 
in Beyond Freedom  (2005) 

 

Figure 6.15: A frame of Stefan returning from Europe, illustrating the insertion of the puppet motif in 
Beyond Freedom  (2005). 

 
Kgmotso, a 30-year-old Sotho woman, was predominantly depicted in the film as a 

guru within a mystical decontextualized space. Her presence on screen was framed 

by her reflections upon the conditions described by the other protagonists’ 
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testimonies and tends to be underpinned by a politically proactive mantra. The 

sequences consisted of a collaged image, that retained a filmed cutout of her face and 

hands, as the animators drew over the image, adding Xhosa chalk markings to her 

face, and concealing her body by animating a cloth that was wrapped around her, 

(possibly alluding to the Basotho blanket). Unlike the other central characters, her 

account does not take the form of personal testimony of the experience of apartheid. 

Instead, she gave a chronicle of conditions in South Africa and presented a socio-

political commentary that was detached from her own personal experience. Her 

presence on screen interjected upon the other montages as an authoritative narrator, 

in the vein of the expository mode of documentary film. The narration was 

contextualized through the accounts that preceded and followed her segments in the 

film. Trowell combined the separate elements in the film so that it appeared, for 

example, at the start that Kgmotso responded to Stefan’s account, as if in a dialogue. 

In other instances her voice was used to underpin metaphorical sequences. On 

contextualizing how this socio-political change came about, Kgmotso’s voice 

accompanied the depiction of men working collectively at ‘rebuilding’ South Africa, 

in a metaphorical sense. These images served to support Kgmotso’s claims to the 

collective responsibility of South Africans’ in their own political transition.   
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Figure 6.16: A frame of Kgmotso the authority and guru, depicting the collage of video and animation 
illustrating the use of the cloth and Xhosa chalk marking in Beyond Freedom  (2005). 

 

Figure 6.17: Two frames from different shots in the metaphorical re-building of South Africa that 
Kgmosto describes in Beyond Freedom  (2005). 

 
Trowell’s use of the character Kgmotso as the sage or authority figure lends itself to 

a sense of the ‘expository mode’ (Nichols, 2001) in documentary style. This strategy 
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may play to the didactic quality that appeared in parts of the film and that is 

discussed later below. The approach however is problematic as it interplays with the 

testimonies of the other protagonists and competes to a degree in its conflicting 

format. Where the individual testimonies of Leslie, Stefan, and Linda, told in the first 

person, present a degree of believability, and therefore support the impression of 

contemporary documentary formats, the instructive voice of Kgmotso’s socio-

political commentary can undo the suspension of disbelief that is created through 

testimony.   

 
MASTER NARRATIVES 

 
The experience of identity and freedom in South Africa has concerned many South 

African artists and filmmakers and, as such, this theme pervades their work in one 

form or another (Purryer, 2004). One of the more famous examples of an artistic 

engagement with narratives of post-apartheid South Africa can be seen in the artist 

William Kentridge’s moving images and related optical tools. Kentridge’s work 

however has also been discussed in the context of counter-narratives to the official 

TRC accounts, one that presents an engagement with the discourses of ‘truths’ 

through the vehicle of figurative and narrative inscription (Hennlich, 2011). This 

examination of other narrative spaces, outside of the TRC, can as Hennlich (2011:30) 

proposes be ‘more illuminating of the legacies of the apartheid in South Africa’.  

 
It is possible to draw upon the discussions of Kentridge’s work as a lens by which to 

re-examine Beyond Freedom (2005). As illustrated earlier, testimony is chosen as one of 

the primary vehicles through which the film examines freedom and identity and by 

which the animation is located as ‘documentary animation’. However the 
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representation and assembly of these testimonies, appear to be positioned from a 

positivist account aligned with the moral-theological underpinnings of the TRC view 

a view to enable and promote political transformation. This engagement with 

testimonies and ‘truths’, and the implications of the officiating narratives are 

examined here in the context of Beyond Freedom (2005). There are brief moments in 

the film where fabrication encroaches upon the testimonies to the detriment of the 

impressions of ‘truth’ that the documentary format attempts to engage with. There 

are certain montage sequences that appear to present a didactic quality. For example, 

the sequence where different women talked about their new experiences as evidence 

of empowerment, illustrated with a line of these different women standing holding 

hands appears over choreographed both visually and through its audio. The sound 

bytes that are used from each woman are snippets of sentences pieced together in a 

vox pop format;   

‘ [V01]“Democracy is there and then I had to make freedom for 
myself”, [VO2] “You need to decide what is you want for your 
life”, [V01] “I’ve always wanted to be a head of a company”, 
[V03] “ Just really need to work hard at achieving that goal”, 
[V01] “I’m enrolled in Cape Technical and doing human 
resources management”, [V02] “Prioritise to be, like, what am I 
willing to fight for”… [V02] “Nobody can give you dignity you 
have to claim it for yourself”’ (Beyond Freedom (2005) 05:51 – 
06:31) 

 

The resultant effect tends to lean towards an impression of a more ‘fabricated’ 

quality to the film, and a sense of a staged-setup that could be even perceived as, at 

best didactic, and at worst propagandist in its approach.  

 
These brief moments in Beyond Freedom (2005) call for some reflection on the overall 

part that this film plays in the ‘master-narrative’ of post-apartheid discourses, linking 

it to the broader nation-building project. These discourses are crucial in framing this 
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film whether through the use of the longer testimonies or ‘fabricated’ montage 

interludes. The testimonies also appear to present a somewhat sanitized description 

of the varied subjective experiences of the South African protagonists before and 

after the apartheid.100 Their tone resonates with the political ideologies associated 

with the TRC, which is one that evades recrimination in favour of a reconciliatory 

narrative. Similarly the montage segments are compiled in such a manner that they 

too appear to come from a site informed by a larger discourse of ‘sanctioned truth’ 

or state official language. The film fulfils the need for truth as ‘acknowledgement’ 

affirming the different experiences of South Africans, as opposed to factual 

knowledge, which whilst known was in the past denied or rationalized (Gready, 2011: 

20). Also importantly, it created a release from the past in favour of a new positive 

narrative for the ‘rainbow nation’. The concept of the ‘rainbow nation’ mediated the 

legacy of the apartheid that saw ethnicity as a reason for segregation, and created the 

possibility for a national cohesiveness that did not compete with ethnic diversity.  As 

Coomber noted the concept itself is problematic as it can be viewed as ‘naïve 

idealism and was not without its contradictions’ (Coomber, 2003: 207), but here it is 

worth reflecting upon the underpinning motifs of Beyond Freedom (2005) that support 

this nationalistic strategy. In Beyond Freedom (2005), the focus on the specific history 

of place and its ties to identity was an overt concern of the director. Trowell’s 

decision to use the medium of animation should nonetheless be considered in light 

of its ability to support and imbue the narrative with various aesthetic identities. The 

process of animation becomes embedded within the purpose of this narrative, 

offering a site for discussion on the South African notion of the ‘rainbow nation’ and 

the legacies of memory on identity. To echo Rosengarten and Dubow,  

                                                
100 It is possible to consider that the selection of testimonies presented as a sanitized account of the 
apartheid may be informed by distribution and audience concerns, whereby director and producer 
look to making the film more marketable to international audiences.   
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‘For at issue, in effect, was less the retrieval of trauma than an 
attempt to be free of its fixations; not a remembrance of the past 
but the relegation of history to the past.’ (Rosengarten & Dubow, 
2004: 680) 

 

 

Figure 6.18: Two frames from three shots in the sequence on women’s empowerment (05:59 – 06:33) 
in Beyond Freedom  (2005) 

 

DOCUMENTARY ANIMATION - VERIDICTIONS OF FORMATS 

 ‘a medium of truths and deceits, recording and manipulation, 
biases and balance, art and mechanical technique, rhetoric and 
straightforward information. Nonfiction films are complex 
representations with an infinite diversity of possible uses. Theirs 
is a rhetorical and pragmatic complexity that theory alone cannot 
comprehend; we require the aid of criticism and history’ 
(Plantinga, 1997: 222) 

 

The examples presented in this chapter challenge and play to an audience’s 

understanding of documentary format and moving image. Whilst all sharing the use 

of animated techniques in the representation of non-fictional content and the 

testimony as a vehicle to frame this, each animation draws upon different sets of 

discourses and image making processes to do so. In some cases there is no 

connection between the indexical sound or photographic image and the testimony, as 

in Kibushi’s Kinshasa Septembre Noir (1992). In other cases a reliance on sound 

conveys the testimony but a superimposition of overtly fabricated images embellishes 
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the account poetically, as with Mukii’s Yellow Fever (2012). Finally in Beyond Freedom 

(2005) we are presented with a substructure of indexical primary content as image 

and sound that is interwoven into intricate layers of processes that transform the 

moving image into a self-reflexive film implicating all those involved. The animations 

are subversive not necessarily in their content, but rather in their use of the 

fabricated moving image to address non-fictional accounts. They create a space to 

consider and reframe the discourses on ‘truth’ and testimony, and challenge the more 

dominant modes of representation typically aligned to these themes. They reveal the 

tensions present within fiction and testimony, fabrication and ‘truth’, disbelief and 

credibility; all critical factors that locate these moving images within the ‘veridiction’ 

of documentary animation. Importantly, for African animators, a space is opened up 

to consider the role of memory on histories and the possibility of a response through 

testimony to master narratives within the fabricated moving image. Subjective 

disclosure within animation exposes the limitations of traditional paradigms of 

documentary modes, as it oscillates between the impression of personal ‘truths’ and 

‘fiction’, and offers the artist an opportunity to subvert from within the interstice that 

emerges between these two states.  
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CHAPTER 7: DIGITAL TECHNOLOGIES AND ANIMATION  

 

DIGITAL MOVING IMAGES IN CHANGING VIRTUAL LANDSCAPES  

 

The discussion of animation in Sub-Saharan Africa would not be complete without 

considering the dramatic change in the practices of production, exhibition and 

distribution made possible through digital technologies. Between 2006 and 2014, the 

modes of animation (and access to any related material in the form of still or moving 

images, information and communication with artists) across the Sub-Saharan region, 

changed dramatically. One difference in the collecting and compiling of examples of 

Sub-Saharan animations was the ease afforded by the penetration and availability of 

the Internet and computer related technologies within this region in exposure and 

retrieval of these forms. Computers enabled the production of digital content, which 

in turn could be saved, copied or sent in physical form (CD or DVD) for little 

expense. Likewise the use of the Internet towards to the latter end of this research 

project became one of the predominant means of communication with various artists 

and filmmakers, via email, Skype, Facebook and other online social networks. It also 

became the main means by which to view and obtain copies of the films presented 

on YouTube, Vimeo, other online video streaming sites and blogs.  

 

These practices and the impetus for change in production, storage and distribution 

of animation, relied upon a set of conditions aligning to make this possible. These 

comprised amongst others, the availability of the devices used (PC, mobile phone, 

phone, tablet), the infrastructure or networks to support them, and the readiness of 

services, such as the Web and related platforms. Two aspects of the impact of ICT 

(Information Communication Technologies) in the context of Sub-Saharan 
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animation were key. Firstly ICT offered an economy in animation production 

methods that resulted from the use of the tools (software or hardware) provided by 

computer and mobile phone technologies. These technologies enabled a range of 

different production processes to sit within a single platform, which facilitated 

independence from wider institutional and infrastructural bodies. ‘Start-up’ animators 

were able to script, design, animate, record sound, and render their animation in a 

format ready for easy distribution, all using one or two devices. These facilities meant 

that there was not necessarily the need for a large production team or the costly 

professional services of film developing units or recording studios. Secondly, a 

networked configuration of ICT, such as the Internet, enabled potential changes in 

distribution and access to these forms. Animators were able to circumvent 

longstanding methods of distribution, typically consisting of entering animation and 

film festivals, approaching production companies or approaching local broadcasters. 

Instead the course of action was to upload their animations on the Web. This 

bypassing of official bodies is particularly important in a context where African 

animators are required to contend with gatekeepers and draw upon tactics to 

promote their own work.  As has been argued before,  

‘the European and American animation film festival circuit can be 
regarded as a space which contributes inadvertently to silencing 
‘marginal’ animations. It does so by applying its own measure of 
quality and value based on Western aesthetic judgments of taste, 
and short-listing or screening only the types of animation that it 
perceives, in its own terms, as a valuable addition to the body of 
world animation…rather than attempting to understand the 
significance of that animation within a local context.’ (Callus, 
2012: 5)  

 

For the African animators, the same network (Internet) also enabled access to a 

community of practitioners and the animated work they produce, to a literature and 



 312 

information on different animation methods, to tools, software and so on for 

realizing their own animations. The circulation of digital content through networked 

means was not only limited to the actual animations made by these artists but also a 

circulation of discourses surrounding them, potentially stemming from anywhere and 

anyone. These discourses would include specialist and non-specialist interactions 

with other users. The online dialogues on forums, social networking platforms, and 

blogs, between and amongst animators and their viewers, could be seen with, for 

example, Adamu Waziri’s Bino and Fino (2009- to the present 2014) animated series 

YouTube postings, or the Uganda Cartoon Network on Facebook, one of many interest 

groups setup by African animators within Facebook to showcase their work and 

interact with viewers, or the website ImaginAfrik Animation Forum 

(http://imaginafrik.purforum. com/ Accessed 28/04/2013). 

 

Therefore it became more apparent towards the latter end of this research that the 

technological contexts that were emerging across different countries in Africa were 

informing and affecting the virtual art worlds of computer animation (Danto, 1964). 

Furthermore whilst it was possible to find documentation of the uses of these 

technologies in the arts, these were discussed ‘exclusively in the context of art in 

developed nations. The effects of aesthetic techno-fetishism in the wider context of 

world art [were] largely unexamined.’ (Fernandez, 1999: 67). The discussion of the 

different technological settings in this region was necessary to frame specific 

examples of Sub-Saharan animators practices and their work. It was however also 

affected by the constant shift to new technologies that accompanies digital forms and 

their dissemination. The scale and rapidity of this technological change (and related 

practices) necessarily implies that any documentation of this is promptly outdated. 
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Therefore a caveat is called for here to ensure that this discussion is framed as an 

attempt to record a moment, ‘before it slips into invisibility’ (Manovich, 2001: 34).  

 

MUTABLE AESTHETIC/ MUTABLE CREATIVES 

THE AGE OF COMPUTER ANIMATION  

 

CGI and computer animation cannot be reduced to a conceptualization of a 

convergence of practices and forms. Akin in process to the creation of an assemblage 

consisting of existing or recycled parts, computer animation’s multi-layered processes 

presents a level of complexity; a rich collection of permutations of practices and 

forms that may merge, juxtapose and/or sit separate and in parallel to others. The 

three Kenyan computer animators and visual effects artists, Peter Mute, Bob Muchiri 

and Andrew Kaggia provide evidence of the possible range of aesthetic forms visible 

in their online portfolio of digital moving images.  These include the in-game 

aesthetics in Kaggia’s political animation Wageuzi: Batlle 2012 (2011), the photo-

realistic matte painted projections and 3D CGI inserts in sci-fi short film Kichwateli 

(2012) by Muchiri, and the non-photorealistic stylized anthropomorphized characters 

in Peter Mute’s 3D animation shorts for the WAZI  (2013) public services 

announcement. At the same time each one of these artists has also produced other 

commercial work that combines the use of 2D designed elements, text, photographs, 

and illustrated cartoons, animated comics, and short films (See Appendix I). The 

advancement in computer animation related technologies has also made possible a 

move closer to the simulation of other types of moving images. The simulacrum is 

made possible. CGI (Computer Generated Image) is able to exist without the need 

for a referent or ‘which emerges ex nihilo from numerical calculation and the 

computer’ (Baudrillard 2009: 45), whereby avatars and Internet personas created to 
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exist solely in virtual worlds such that digital data resembles the photographic, drawn, 

painterly or printed form.  At its most extreme computer animation is able to insert 

itself undetected into ‘films’ or appear to alternatively present the textural quality of 

individual brush strokes and metamorphic transition in the vein of paint on glass 

animation. This continually improved ability to present ‘perceptual realism’ (Prince, 

1996) has contributed to the discourses on simulation within the theoretical literature 

in film and animation and new media studies (Darley, 2000).   

 

 

Figure 7.01: A still frame from Kaggia’s political animation Wageuzi: Battle 2012 (2012) referencing the 
Transformers franchise with ‘in-game’ aesthetic.  
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Figure 7.02: A still frame from Muchiri’s science fiction Kichwateli (2012) using a combination of 
matte-painting, 3D projections on CGI models and green screen compositing. 

 

Figure 7.03: A still frame from Mute’s public service announcement for the WAZI campaign (2013) 
illustrating a stylized design with anthropomorphized characters rendered using 3D CGI.  

 

Computer animation underscored and signalled an age where animation, having 

moved to the forefront of discussions on the digital moving image, pervaded beyond 

the conventional demarcations of genres. This mutable quality is mirrored in the 
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animators who are engaging with these technologies. As digital creatives they are able 

to interchangeably present themselves as ‘filmmakers’, visual (digital) artists, graphic 

designers, animators, and even developers and coders. Kaggia, for example, is a 

programmer and self-taught 3D animator and released his first 3D computer 

animated short in 2012. In 2014 he announced the production of Kenya’s first 3D 

action battle games based in the streets of Nairobi called Nairobi X (2014) (Standard 

Digital Kenya, April 18th 2014).  The ‘mutable’ creative’s use of these technologies 

means that they can move seamlessly between packages preparing assets for their 

productions in a contemporaneous manner on the same platform. That is to say, the 

windows in the user interface on a computer lend themselves to multi-tasking 

different processes that work against linear production methods typically associated 

with analogue media technologies (Manovich, 2001). Consequently an independent 

digital artist and technologist, tends to work across a variety of tools built for the 

creation or manipulation of text, 2D images, whether photographic, drawn, 

illustrated, painted, virtual 3D forms, moving images, sound or music. Furthermore 

as ‘digital natives’101, they navigate with ease and efficiency through online spaces 

capitalizing upon the Web 2.0’s increased participatory potential and the generation 

of dynamic content.  

 

                                                
101 The term digital native is used here not to refer to Prensky’s understanding of the digital native and 
digital immigrant (2001), instead it is intended here to refer to practitioners whose tools are 
predominantly intrinsically digital. 
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It is important to note that, whilst possible, this is not necessarily true for practices 

within larger industrial setups as typically found in Western commercial computer 

animation studios. Larger 3D computer animation studios still prefer to organize 

their pipeline102 into a set of micro-specialized tasks, such as look development 

artists, texture artists, matte-painters, modellers, riggers, animators, colour graders, 

compositors, directors and technical directors, each with a separate sets of skills. This 

separation is a necessary condition required for efficiency in large-scale productions. 

However, with a couple of exceptions namely Trigger Fish in South Africa and Tiger 

Aspect in Nairobi 103, the incidence of Sub-Saharan animation as a product of the 

independent animator is a more common occurrence. So it is possible to envisage 

that the independent Sub-Saharan computer animator equipped with a range of 

mutable skills and practices is able to move effortlessly across different fields of print 

or web design, cartooning, game design, filmmaking, and animation.  

‘While in Uganda, I worked for 3 companies. Infosat – as a 
website developer and artist, Photo Magic – as a photo processor 
and photographer and C&MS – as an artist and web development 
instructor… [Later] I attended Ohio Valley University, 
Montgomery College and George Mason University. I majored in 
Art and Visual Technology with an Emphasis on 3D 
Environment Design and modelling, Character Modelling and 
Animation, Vehicle Modelling and Simulation.’ (Jagwe, 
http://www.sowl.com/about. Accessed 01/05/2014)  

 

In fact many of the artists discussed here have moved between occupations across 

these fields. This can be seen in the Ugandan animator Solomon Jagwe’s professional 

profile outlined on his website as specializing in art and visual technology, music 

                                                
102 For a comprehensive and detailed explanation of production pipelines in films, animation and 
games refer to Renee Dunlop’s (2014) book Production Pipeline Fundamentals for Film and Games.  
 
103 South Africa’s animation studio Trigger Fish employed at its peak 103 animators (Forrest in Nsehe, 
2012) for its feature-length animation Zambezia (2012). Tiger Aspect Productions in collaboration with 
Homeboyz Entertainment in Nairobi employed 50 animators for the award winning animated series, 
Tinga Tinga Tales (2011). 
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videos, architectural visualization, 3D modelling and animation, photography and 

cinematography (http://www.sowl.com/. Accessed 01/05/2014). Similarly the 

Kenyan Alfred Muchilwa whose website includes sections on his poster designs for 

films, comic book work, animations, and storyboards (www.alfredmuchilwa.com. 

Accessed 07/07/2014), or the Kenyan Peter Mute described on his website as 

‘African Visual Effects and Animation Producer, Director, Animator’ who also 

scripts, storyboards and web-designs for clients on commercial projects 

(http://www.majiqmud.com/. Accessed 01/06/2014). 

 

 Nevertheless, this discussion comes with an understanding that the ‘representation 

of electronic technologies, especially the computer, as either value-free or inherently 

liberatory’ is an optimistic and utopian position that supports the belief that ‘anyone 

in the world had only to be connected to be free’ (Fernandez, 1999: 59). This 

enthusiasm for electronic media and the Internet in the context of African animation 

is curbed and tempered by the specific contextual factors that must negotiate 

Western monopolies of these technologies.  ‘Digital optimism’ (Turner, 2010: 126) is 

a seductive paradigm that can detract from the socio-economic and political 

limitations that prohibit a use of this technology to the maximum of its potential by 

the largest number of people.  

‘We must remember to ask who is not online, and what are the 
costs and consequences of this absence. With most of the world’s 
population lacking a stable system of telephony – let alone 
provision of broadband – we to start to see how the democracy 
affirmed through Web 2.0 replicates many colonial structures.’ 
(Brabazon in Turner 2010: 141) 

 

Whilst the Internet was born in a libertarian dream, ‘this era has passed. 

Governments throughout the world are alert to the potential disruption caused by 
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access to digital communications’ and are keen to control and monitor online space 

(Puddephatt et al., 2011: 8). With different events around the world being catalysed 

through the use of digital platforms such as social media, as evident for example with 

‘the Arab Spring’ (Khondker, 2011), international interest in policy, governance, 

ethics and rights, are at the forefront of debates on Web 2.0. The literature on the 

impact of new media and specifically the use of Internet related technologies present 

varying accounts from early optimistic reports of the democratic empowerment that 

is enabled through access and use of these technologies (specifically ICT for 

development, OECD, 2013), to a more sinister belief that the Internet is being 

manipulated by capitalist ventures and key stakeholders who are data mining and 

collecting private information, with or without the users consent (Franklin, 2013). 

For example, in the context of sites such as YouTube discussions have moved away 

from the benefits of a democratized distribution of user-created content that was 

heralded at the start of Web 2.0, and have since been replaced by a concern with the 

data that these users provide through their interaction with these sites, and the 

economic gains to be had from this data that the user provides (Gehl, 2009; 

Pietrobruno, 2013). Whilst this condition is true for all users of the Web, in the 

context of African artists, the political emphasis deviated from this narrative. Data 

mongering, whilst still present for African users, did not appear to outweigh the 

overall benefits offered by a platform to create, promote, and distribute their work 

and surrounding ideas or views. These virtual spaces nonetheless provided evidence 

of a space that housed, in a similar vein to the archive, text, image (still or moving) 

and sound, as testimony, commentary, diary, life log, dialogue, narrative, and creative 

content informed by these same individuals and communities.  
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These ‘discursive polarities of utopia and dsytopia’ (Papachairissi, 2010: 8) highlight 

the contradictions that digital technologies give rise to. The ‘closures and openings 

for both forces of oppression and liberation’ that these technologies allow contribute 

to these differing accounts (Franklin, 2013: 36). In the case of Sub-Saharan 

animation, it is possible to see evidence of how these technologies are offering an 

escape from formal or official hierarchies in the context of distribution or exhibition 

of the moving image. The artists are also able to subvert the dominant Western 

animation software industries through their acquisition of the tools as pirated 

versions of software, an engagement with open-source software such as Blender (3D 

animation software), and/or the use of cheap or free apps that can be downloaded 

onto an android phone that allow one to make stop-motion animation, for example. 

Simultaneously it is still possible to see an increase in the content from dominant 

Western electronic media industries as they infiltrate African and Asian markets. In a 

sense, one could view the infiltration of electronic media as a new type of 

imperialism, 

‘But in most of the world, connecting requires money, utility 
infrastructure, literacy, and competency in English. Like the 
rhetoric of the civilizing mission in previous colonialisms, utopian 
rhetorics of electronic media occlude the practical project of 
creating new markets and work forces for capitalist enterprises. In 
electronic media this applies to all levels of production, from 
writing code to the assembly line.’ (Fernandez 1999: 61) 

 

INTERNAL CHANGES 

 

The adoption of new technologies is not only affected by the wider global economic 

landscape and there are examples across different African countries where internal 

factors are causing a change to the ICT landscape. Guillen and Suarez (2005) see 
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policy making as playing a significant role in the way new media is adopted. This 

internal agency is of particular interest where different countries are advocating and 

causing a change to the landscape of ICT and as a consequence a dramatic change to 

animation and digital moving images from these countries. As Bowman, Mensah and 

Urama observe, 

‘Spreading ICT throughout Africa represents a complex set of 
inter-related problems. It requires the building of the physical, 
regulatory, political, commercial and social infrastructure needed 
to capitalize on technology’s promise of revolution’ (Bowman, 
Mensah, Urama, 2014: 50) 

 

This section will present a small sample of countries whose legislation, governmental 

policy and institutional and social mechanisms that have triggered this 

transformation. From the nascent beginnings of computer animation in Rwanda, to 

the diverse communities and contexts of practice in Kenya and South Africa, these 

three cases demonstrate the interrelationship between practices in digital moving 

images (used here to denote also the rise in visual effects that share practices with 3D 

Computer animation) and local and international infrastructural change in ICT.  

 

RWANDA 

The case of Rwanda is presented here as a context that offered the embryonic 

components (infrastructural, economic, educational, social) of an emergent computer 

animation sector. Its political advocacy for the infrastructural support of ICT and the 

development of related industries has encouraged foreign investment in these 

sectors. The community of artists involved in computer animation and related 

practices in digital technologies has also benefitted from this investment as 

highlighted here in the context of a specific collaborative agreement in the 
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educational formation of the ADMA (African Digital Media Academy) in Kigali. 

This establishment is of interest not only for its education of computer animation 

and related production practices but also for its uses of the Internet in its novel 

approaches to the pedagogy of animation.  

 

Rwanda is often cited example of a Sub-Saharan country with strong internal 

incentives to encourage ICT development is Rwanda (Bowman, Mensah, Urama, 

2014, Kagame, 2008). In 2008, the government, led by President Kagame, made a 

commitment to strengthen the ICT network with major investments in science and 

technology. This assertive advancement of technology was also framed by an 

educational remit, one of the eight pillars of the country’s ICT policy. This 

institutional push created a defining moment within Rwanda whereby the discussion 

on animation, and specifically computer animation had qualitatively changed. The 

establishment of the ADMA in 2012 was preceded by a series of smaller workshops 

and collaborations with the Goethe Institute. Whilst there was little evidence of 

auteur animation circulating on channels such as YouTube or Vimeo, the Kwetu 

Film Institute had its own YouTube Channel (See Appendix I) that included five 

short experiments in animation illustrating a range of techniques from cutout 

animation, pixellation and salt (sand) animation, that was produced as part of a two 

week workshop organized in collaboration with the Goethe Institute.  This 

supported the growing evidence of a push in the field of training and knowledge 

transfer sector. The Rwanda Film Festival also listed a series of animation workshops 

organized by the Goethe Institute in Kigali in 2012 (http://rwandafilmfestival.net. 

Accessed 15/03/2013).  
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The ADMA (African Digital Media Academy) was setup in 2012 as a vocational 

training program in the field of digital media focusing on 3D computer animation 

and visual effects. It was setup by the company Pixel Corps from the US and 

launched as part of a government WDA (Workforce Development Authority) 

initiative and is based in Kigali. The first phase of the project included the launch of 

the school’s first computer lab with an intake of twenty students. Amongst the 

school facilities were included a green-screen studio, a motion-capture studio and 

second computer lab. By 2014 the Academy Executive Director Alex Lindsay 

announced his intention to increase the cohort to 120 part-time students for two 

month programs, and who would then be screened and periodically drawn out for 

the full-time program (Muchilwa, 05/02/2014, http://rwandaadma.com/blog/. 

Accessed 10/07/2014). The programs running included specific training in 3D 

computer animation packages, such as Maxon’s Cinema4D, and training the 2D 

image manipulation software Adobe Photoshop.  

 

The ADMA setup its own YouTube Channel in 2012 for video content related to 

their on-going projects and the academy. That same year, the academy employed 

award winning Kenyan animator Alfred Muchilwa as an educator in animation at the 

academy. Muchilwa brought an accrued experience from the UNESCO Africa 

Animated Projects, the Tiger Aspect production Tinga Tinga Tales, and his own short 

animation Toto’s Journey (2005) that won the Best animated short in 2007 at the 

Kenyan Film Festival.  One of the most interesting aspects to the ADMA was its 

approach to distance learning through the use of Internet technologies in particular 

the Google+ Hangout application. Through the use of Google+ Hangout the 

classroom environment was able to link to classrooms in California or any other 

place to communicate discursively about the methods employed. The teacher was no 



 324 

longer an individual limited to delivering lessons to a group of people within a fixed 

classroom. Instead Pixel Corps used Google + Hangout to link to multiple 

professionals in the field across the US who otherwise would not be able to travel to 

Kigali to share their professional knowledge at the same time. It also provided a very 

cost effective model to knowledge transferal that simply required access to a 

computer with a webcam and Internet access.  As CEO, Andrew Lindsay posted on 

his Google+ feed,  

‘Our answer to distance learning... this is our classroom in Kigali, 
Rwanda. We're using G+ Hangouts to discuss 3D and other skills 
from Petaluma, CA. The process starts with short videos and 
ends with discussions like this. Of course, with Hangouts, we can 
bring one or many experts into the conversation... and one or 
many classrooms. :)’ (Lindsay, A.. Accessed on 19/02/2012, 
https://plus.google.com/u/0/112053177074571305383/posts/9
y3gjXV5sZL)  

 

 
 
Figure 7.04. : Photograph of Alex Lindsay on screen delivering a class to cohort at ADMA using 
Google Hangout platform. Image courtesy of ADMA Official Google + Page, Posted on the 
22/01/2014 https://plus.google.com/u/0/+ADMARwanda/posts/CAePBF7KFdi Accessed 
04/08/2014.  
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In 2013, animation and media students from the ADMA, were commissioned to 

work on their first live brief for the Kenyan production The Know Zone, which 

included creating a series of animations for the African Tales segment. In May 2014, 

ADMA uploaded on to YouTube a short ‘making of’ film, Know Zone Rwanda 

Animation – Making of  (2014) with interviews with the creative team including 

painters Jackson Manzi, Bonfils Ngabonziza, Dieudonne Kayitankore from Ivuka 

Arts Centre, Timothy Wandulu from Inema Arts Centre in Kigali, as well as 

animators from ADMA. The film included examples of the production process, 

from design and narrative to animation and includes excerpts from the animation 

episodes.   

 

KENYA 

Although the Internet was introduced to Kenya in 1995, access to it in its earlier 

years was restricted to a privileged few (less than 0.01% of population in 1996)104. 

This situation changed with the increase in bandwidth capacity and the proliferation 

of mobile Internet connections. For this reason the discussion begins here with 

introduction of broadband in Kenya in 2007, an important point in the technological 

landscape of the country. At the time the efforts of the permanent secretary at the 

Information and Communications Ministry, Dr Bitange Ndemo, were key to 

securing and mobilizing this transition. As Honorary Chair of the Alliance of 

Affordable Internet (http://a4ai.org/. Accessed 02/07/2013) Ndemo is regarded as 

the father of broadband in Kenya and played a critical role in securing and advancing 

the supporting infrastructure necessary. For this reason when the Association of 

Animation Artists (Kenya) launched their organisation at the A3 Genesis Event in 

                                                
104 Ochara, Van Belle & Brown (2008: 131) provided a detailed account of its diffusion from 1995 to 
2008 and identified the different social, institutional and technological determinants that have affected 
this development. 
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2009, alongside their workshops in computer animation and talks by stakeholders 

such as representatives from the software company ToonBoom, they chose to invite 

Ndemo as their closing keynote speaker. Between 2007 and 2012 the connections to 

broadband in Kenya increased from 6,000 to 6 million (Smith, 2012), and this change 

in the networked landscape enabled foreign investors such as IBM to set up a 

research centre (one of eleven globally) in Nairobi (BBC, 14/08/2012). In 2011, 

Kenya launched the Kenya Open Data Initiative making key governmental data 

‘freely available to the public through a single portal’. Whilst the initiative was setup 

to improve governance it also reflects a wider advocacy to a culture of open-sourcing 

information for development of software, applications, tools and ICT developers 

(https://opendata.go.ke/vision. Accessed 21/04/2014). These examples are cited 

here to illustrate the determining impact of the introduction of broadband and 

Internet has had within the Kenyan socio-political and economic context.   

 

However the access and usage of these technologies within Kenya remain uneven in 

their distribution across the general population. The Julisha Report, commissioned 

by the Kenyan government (IDC, 2012: 31) cited financial cost as being the strongest 

barrier to ICT usage. A predominance of ICT usage and ICT related skills was found 

mostly in Upper and Middle Class and Lower middle Class social classes. 

Furthermore ICT coverage and infrastructure was mainly focused in neighbourhoods 

that tend to be populated by Upper and Middle Class social segments.  

 

That said, the Kenyan government has made efforts to change the situation such 

that, for example, the zero value added tax incentive on the importation of computer 

hardware and software could be seen as an example of internal policy making aimed 

at encouraging the emergence of an IT sector (Deloitte, 2009). It continued its 
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support through other official bodies such as the Kenyan ICT board that 

commissioned the IDC (International Data Corporation) to evaluate the state of the 

Kenyan ICT market in the Julisha Report in 2012. IDC stated the following,  

‘Despite unfavourable global economic conditions prevailing 
between 2008 and 2009, the Kenyan ICT market remained robust 
and was propped up by investments in international connectivity 
during that period, which in turn spurred a flurry of investment 
activity in terrestrial networks, broadband services, and devices.’ 
(IDC, 2012: 1) 

 

The report provided detailed information not only about the presence of these 

technologies across various Kenyan industries but also the types of users that are 

emerging within the Kenyan population (and how they use these technologies). For 

example and of noteworthy importance to this chapter was the figure of more than 

40% of users of mobile phones that used this technology to access social networking 

sites. A figure that was higher than the percentage using the same technology to 

access e-mail. The IDC identified an appetite for locally produced content 

specifically for social networking or entertainment purposes (IDC, 2012: 36).  

‘Mobile phones remain the most commonly used devices for 
accessing the Internet. Of the country's near-4.7 million 
connections, at least 95% are via mobile devices. Our feedback 
shows that any strategies to engage with residents need to be 
deployed on mobile platforms, as backed up by the number of 
Internet transactions vis-à-vis mobile transactions.’ (IDC, 2012: 
34) 

 

The response to this appetite can be identified in some noteworthy visible local 

manifestations such as Buni.tv, KulaHappy.com, and Shujazz.fm (Winner of the 2012 

International Digital Emmy Award for Children & Young People) produced by 

Kenyan multimedia company WellToldStory that use online broadcasting to promote 

local content including animation, that can be also be viewed on mobile devices.  
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KENYAN DIGITAL ENTREPENEURS   

The increasing interest in digital technologies is also evident in the work of young 

Kenyan entrepreneurs and stakeholders. Kenya’s thrust in ICT is mirrored in the 

emergence of different communities of artists and technologists who have 

contributed in form or another to the overall generation of digital animated content 

and circulation of knowledge in this field. Creative director and social media 

consultant Mark Kwaiga, founder of NENDO a social media strategy company, 

Juliana Rotich and Eric Hersman, Co-Founders of Ushahidi Inc. and Co-Founders of 

the iHUB Centre in Nairobi, and Bill Selanga, Daniel Muli of Just a Band, Jim 

Chuchu, ex-member of Just a Band and co-founder of THE NEST and Michael 

Muthiga, a 3D CGI animator, are just a few examples of the rapidly growing young 

community of digitally conversant creatives. These people are a sample of the strong 

advocators of digital technologies within Kenya garnering support from national and 

international organizations. They exemplify the growing interest and engagement 

with mobile technologies, the Internet, and digital moving images (whether film or 

animation) and the relationships between these fields.  

 

Kwaiga’s work straddles across these related disciplines, as evident in his online 

visibility as he moved between blogging on Afrinnovator.com, being a partner to the 

AfricanDigitalArt Network (that provided a platform to view contemporary African 

digital art including animated moving images), working with Warner Bros on an 

animated computer generated 3D game, animation and directing an award winning 

film Dawa (2010). In 2014, his company NENDO released a report on Social Media 

Trends in Kenya, highlighting the 4 million Kenyan users that have a Facebook 

account, and the rise of social TV in ‘the age of the second screen’ (Kwaiga, 2014: 8), 
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with an assessment of Kenyan governmental policies and attitudes towards these 

technologies, ‘Digital Government Comes into Action’.  

 

Juliana Rotich is more widely known for her work on the open-source Ushahidi 

platform105 developed in response to the post-election violence of 2007/08. In 

March 2010 the iHub was launched as a co-working social space with free access to 

the Internet that would encourage a community of creatives, entrepreneurs and 

technologists to work together.  The iHub served to house Ushahidi Inc. as well as the 

growing Kenyan community of online ‘tech enthusiasts’ and collectives. One such 

group was known online as Skunkworks. The Skunkwork blog reported a turnout of 

about 20 people sharing interests in computing; Internet, and ICT at their first 

meeting in 2007 (http://skunkworks-ke.blogspot.co.uk/2007/02/meeting-1.html. 

Accessed 19/03/2014), by July 2014 iHub boasted a membership of 14,880 

members106. The iHub provided an informal physical space, (including a coffee shop, 

games space and lounge), for like-minded people to share, collaborate and create. In 

2014, iHub also had a strong online presence consisting of its own website, Twitter 

account, Facebook page, and YouTube channel. Its YouTube channel hosted 46 self 

produced short films on the iHub, including interviews with its users, coverage of the 

various events it conducted, and filmed documentation of its speakers. Amongst 

these videos is a special feature on ‘Gaming in Kenya’ (See: 

https://www.youtube.com/watch?v=_SvhF2FCDyQ. Accessed 13/ 04/2014). The 

feature included an interview with Nathan Masyuko, member of iHub, a computer 
                                                
105 The Ushahidi Platform was developed by a group of individuals; the co-founders are listed as Ory 
Okohollo, David Kobia, Juliana Rotich, Eric Hersman. For the purpose of the discussion in this 
chapter specific reference is made to Juliana Rotich and Eric Hersman for their subsequent 
involvement in the iHub.  
 
106 It is worth pointing out that iHub’s members include a range of members, from Kenyan 
developers or creatives, to visiting researchers from Universities in the US and Europe and members 
from the Internet at large.   
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science graduate and founder of NexGen Ltd., a gaming and computing company 

involved also in 3D computer animation (and organizer of Kenya’s first official 

gaming event). Wesley Kirinya, founder of Leti Arts, responsible for the award 

winning mobile game Haki: Shield and Defend (2012), was also interviewed about the 

company’s involvement in the gaming industry in Kenya. Leti Arts was setup in 2009 

and was responsible for a range of mobile games, mobile apps and digital comics that 

could be viewed and downloaded on various platforms. The iHub provided a 

physical place that served as a catalyst to a range of emergent creative initiatives 

based upon the use of digital technology. It also served to demonstrate a change in 

the skill sets of creative individuals that are finding themselves involved in aspects of 

Kenyan animation. The technological characteristic of computer animation has 

created an opportunity for computer science graduates and artists to work alongside 

each other, collaborating and informing each other’s practice to create Kenya’s next 

generation of animation. This type of animation need not necessarily find its place on 

television but instead is able to present itself in the form of an app or computer 

game.  

 

In 2009 the BBC World Service, Digital Planet ran a radio program focusing on the 

impact of the arrival of broadband in Kenya (Lee, 2009). In an interview with 

animator and musician, Daniel Muli of Just a Band, the discussion moved to how Muli 

envisaged the benefits of broadband and its affect users. He stated that ‘People are 

going to be able to put up their work and help people become more aware of the fact 

that we can actually do a lot of stuff here’ (Muli in Lee, 2009). Daniel Muli’s own 

professional profile as a multi-media artist and member of Just a Band stems from an 

acute awareness of the potential of the Internet with respect to audiences and viral 

campaigns, which he frequently reiterated in subsequent online interviews with 
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Google Africa, The NY Times (Kulish, 2014), and CNN Inside Africa (2014). In 

2010, the band released their music video Ha-He on YouTube that went viral, and 

was more commonly known as the ‘Makmende’ video. The video accelerated a series 

of memes and activity across social networking sites predominantly with references 

to the Makmende character that featured within the video. Makmende is the sheng 

(Kenyan slang) term for a fictional superhero. The music video Ha-He makes 

reference to the Blaxploitation B-movies from the 1970’s sharing a similar narrative 

setting and echoing action sequences of the same ilk, Makmende’s character recalls 

John Shaft from the Shaft (1971) films. On the 8th of January 2014, The New York 

Times ran a story on Just a Band called ‘African Artists, Lifted by the Promises of 

Democracy and the Web’ (Kulish, 2014). The story included a short video segment 

on the online piece that included interviews with Daniel Muli and Bill Sellanga 

notably positioning the impact of their work as a result of the Internet. Similarly on 

the 26th August 2013 the Google Africa YouTube Channel, featured a short Africa 

Connected video profiling the band’s use of the Internet as a platform to showcase 

their work (https://www.youtube.com/watch?v=Hv3az5CfaYA. Accessed 28/05/ 

2014).  Just a Band are an interesting case of a group of multi-media artists that 

produce work that straddles different contexts; from the popular electronic music 

scene (sold and distributed via the internet) to the more ‘high-brow’ installations 

exhibited at the Goethe Institute.   

 

This straddling is also visible in former band member, Jim Chuchu’s work in 

photography, animation, digital film, and design that provides evidence of a change 

in the discussion on practices that inform animation. Chuchu’s earlier work involved 

a collage of techniques and aesthetic devices using digital photography, Adobe 

Photoshop and AfterEffects his work included creating animated music videos whilst 
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being part of Just a Band. However his contribution to the creative community in 

Nairobi extends beyond his own work, as founder of the NEST in August 2012. Like 

the iHub, the NEST also provides a physical space to encourage creative 

collaboration. The organization also runs a series of different workshops and 

programs with a view to ‘nurture excellence in artistic practice, promote intellectual 

growth and build community’ (NEST Arts Company, 2012). This space is also 

mirrored by a strong online presence one the NEST website 

(http://www.becauseartislife.org/. Accessed 25/05/2014) that features short films, 

online fashion and film collaboration Chico Leco, performance theatre and film 

collaborations, music videos, documentaries of NEST projects, photographs, an 

online radio station, and a blog component. 

 

During the same Digital Planet BBC World (2009) program, Ahmed Deen, a Kenyan 

animator and lecturer at Nairobi Institute of Technology and colleague of Daniel 

Muli, identified the importance of Internet upon knowledge transference across a 

range of contexts. He stated, ‘Prior to broadband, prior to internet, getting hold of 

resources and help was based on the fact I'd go down to my friend’s place and he 

might have a book with the information I want’ (Deen in Lee, 2009). Knowledge 

transfer and community (virtual or otherwise) was key to the development of 

computer animation not only in Kenya, but other African countries. One often cited 

success story was that of Michael Muthiga, a self-taught animator who acquired his 

knowledge of 3D computer animation through access to online tutorials and the 

wider community of computer animators on the Internet (Muli, 02/09/2013, Jambo, 

02/09/2013). He began his career in animation as a junior animator on the Tinga 

Tinga Tales (2011) production. In 2010, following completion of the production he 

setup his own company FatBoy Animations  (http://www. 
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fatboyanimations.com/about.html. Accessed 01/08/2014). The series of commercial 

adverts that his company produced for Faiba a broadband service offered by the 

company Jamii Telecom promoted Muthiga as a key player in 3D CGI in Kenya. His 

animations were particularly unique in that they straddled a commercial function 

(advertising) and entertainment as a popular animated series of shorts in their own 

right. The series or adverts garnered a strong online following with 187,000 views for 

the company’s third episode of Faiba that was shared on YouTube. The animations 

went on to win the 2104 Best Animation Production at the Kalasha Film and 

Television Awards.  Muthiga’s contributions to animation in Kenya, extended 

beyond his commercial work, with a strong online presence on social media and an 

involvement in educational programs in Nairobi. For example in 2014 he delivered 

animation workshops at the creative hub and organization PAWA254107.  

 

KENYAN NEW PLATFORMS  

Between the 26th and 27th of May 2014, the 5th BFMA Conference (Broadcast Film 

and Music Africa) ran in Nairobi. It included in its lineup of events, specific panels 

with a focus on digital content. These included panels titled New channels in the digital 

age, and New Media and its role in the Digital Age: Telling our stories on the digital platform. 

On these panels were presentations by Daniel D’uwa, from Wired Media, Kenya 

talking on The power of mobile devices in story telling: Filming on your mobile phone and Teju 

Ajani from Google, Nigeria, whose presentation was titled Online services to grow 

Afriwood. The conference also ran a range of workshops, including: a workshop on 

mobile broadcast streaming by Awad Mousa from TVU Networks, New trends in IP 
                                                
107 The organization (like the iHub and The NEST) has ran a number of workshops in different digital 
creative skills, these included the Pencil to Pixel event in collaboration with the Association of 
Animation Artistes Kenya, facilitated by Allan Mwaniki on the 9th of August 2014, and the animation 
workshop facilitated by Michael Muthiga on the 19th July 2014, and the Animation and the Industry in 
Modern Day Kenya, as a Salon event, facilitated by animation company Absolute Media Pictures on the 
12th May 2014.  
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live broadcasting: Using the cellular network without compromising quality; online marketing 

and distribution of content, Five key considerations for online distribution by ‘Teju Ajani; 

and How to develop synergies between gamers, animators and film-makers to build Afriwood by 

Samuel Odeke from Inforex Africa, Uganda (AITEC, 2014).  

 

It also ran a workshop on animation Creating animation environments by the Ugandan 

animator Solomon Jagwe. The animation workshop organized by the Association of 

Animation Artists (Kenya) was broadcast using live streaming via the Internet to the 

ADMA (African Digitial Media Academy) based in Kigali, Rwanda. Amongst its 

other events, the BFMA ran an animation competition in collaboration with the 

Association of Animation Artists (Kenya) that was uniquely hosted by a Kenyan 

online distribution server www.ziqi.ke108 (the service was used in a trial version on 

May 26th 2014). The Internet was a key platform used to promote, host and judge the 

competition that included submissions of digital animated content to the theme 

‘Busted!’. The submissions were viewed online by the judges based in Kenya, the US 

and the UK, who were then prompted to rate numerically the submission according 

to a set of different criteria and invited to leave comments. The site would then 

collect the different scores to determine the overall winner of the competition, and 

disseminate the feedback to all participants.  

 

When the BFMA ran its first conference between 23rd and 25th September 2008, its 

proceedings outlined a ponderance of presentations on production and distribution 

for television and radio, as well as related fields such legislation changes, free-to-air 

TV, international programming, and satellite transmission. From the thirteen 

                                                
108  The author was one of the judges for the competition alongside Ng’endo Mukii and Solomon 
Jagwe. 
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separate sessions running across the three days, there was no mention or inclusion of 

animation in the discussions and only one panel mentioned the Internet and its 

convergence with broadcasting. Tomorrow’s Needs, Today’s Imperatives moderated by 

Barrack Muluka, Chairman & Publisher, Mvule Africa Publishers, Kenya, included 

the topic of Internet amongst another four key points on the challenges facing 

Africa’s broadcasters (AITEC, 2008). In contrast the conference in 2014 and its 

affiliated events highlighted a marked change in the focus of broadcasting in Africa 

from older semiotic or reception oriented models to new paradigms driven by 

technological change and media convergence (Jenkins, 2006).  This new direction 

addressed the synergic content creation made possible through these technologies, its 

dissemination, and the importance of the users (as opposed to audiences) that 

interact with it. The conference housed a specific animation pavilion, highlighting the 

connections between computer animation and ICT. Furthermore in 2014 the 

conference programme advisory board included two key figures from the 

Association of Animation Artists (Kenya), Alfred Muchilwa and Mwara K’ungu.  

 

SOUTH AFRICA  

South Africa is at the forefront of the early adoption of the use of the Internet in 

Africa to serve as a virtual space attracting a community of practicing artists 

(independent or commercial) with like-minded interests in animation.  This in part 

may be due to the early adoption of computers and the Internet as compared to 

other African countries (Sooryamoorthy  & Shrum 2007: 747; Oyelaran-Oyeyinka & 

Adeya, 2004: 69). Although the Internet was introduced in the 1990’s it was, at the 

time, mainly centred on use within universities and still governed by the state owned 

Telkom. Thus it presented a very different landscape to contemporary conceptions 
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of the Internet. Its use was both limited and restricted to a select few. Furthermore it 

was costly and rudimentary. However, by 2002, it had established a rapid growth that 

superseded other countries on the continent with its users reaching over 3 million 

(Lewis, 2005). That same year the organization Animationsa established to represent 

South African animators, professional, student or auteur, setup up their first website.  

 

The organisation Animationsa and the website animationsa.org has been pivotal in 

creating a corpus of users that whilst being geographically scattered across different 

parts of South Africa used the organization’s website to cohere together. This case 

echoes aspects of the early aspirations associated with the use of the Internet as 

outlined by Sooryamoorthy (2007),  

‘The excitement that attended the advent of the Internet in the 
early 1990s was related to its potential for collaboration, which is 
fundamentally related to the exchange of information and the 
coordination of activities. The possibilities for partnerships, 
projects, and scientific programs in the international arena 
seemed endless, as rapid, efficient, and effective communication 
and information transmission were now a reality.’(Sooryamoorthy  
& Shrum 2007: 734) 

 

The website was setup in 2002 and limited to a predominantly text-based interface 

with forums discussing various topics listed under the sections; Jobs, Training, 

Festivals, Workshops, News and AnimationXChange. It also provided the user the 

possibility to become a member, with related member searches, that allowed them to 

post discussions in a forum space on the site. The forum space created a virtual place 

where animators discussed a range of topics, from the latest animated film that was 

released in the Box Office to the job market, uses of software, and other knowledge 

exchange on techniques and practices. The AnimationXChange entries included a 

series of postings advertising monthly gatherings for members in Johannesburg or 
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Capetown. These events would usually include screenings of various South African 

and European animations, at times with the opportunity to meet the filmmakers and 

discuss the techniques and ‘making of’. The first meeting to be held in Johannesburg 

attracted an attendance of 75 artists, animators and enthusiasts. These meetings also 

provided the community with an opportunity to exchange knowledge and news 

related to the development of this form in South African and other countries,   

‘If you're an animator or 2D/3D artist and you want to connect 
with other artists in Joburg and talk animation, then come to the 
‘FIRST MONDAY’ animation meet-ups at Wits Digital Arts on 
the first Monday of the month. This is purely about watching 
some cool stuff, talking animation and getting excited...It's a good 
excuse for all of us to meet each other face to face and swap 
some ideas.’ (AnimationSA.org, 02/02/2005, http://web.archive. 
org/web/20071103181013/http://animationsa.org/v3/article.as
p?ArticleID=95. Accessed 10/05/2013) 

 

Of particular interest to this discussion were multiple entries with a focus on the 

South African film industry legislation and lobbying the government to incentivize 

the start of an early industry in animation. On the page titled ‘The Creation of a New 

Animation Industry Body’, posted on the 12th of August 2004, the association begins 

with identifying;  ‘LONG-TERM GOAL: The establishment of a thriving long-form 

animation industry in South Africa. SHORT-TERM GOALS: 1. Lobby government 

for recognition of the animation industry as a potential growth sector…’. The early 

documentation gives a fairly comprehensive narrative of the approach that underpins 

the organization and that continues to do so as evident on their revised strategy 

outlined on the current website in 2014 (www.animationsa.org. Accessed 24/05 

/2014, http://web.archive.org/web/20070202062945/http://www.animationsa. 
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org/v3/default.asp Web Archive. Accessed 05/05/2013)109. At the first National 

Annual General Meeting for the organisation held on the 29th March 2006, the 

minutes of the meeting announce the official registration of the organisation as a 

non-profit entity with a total of 760 registered members. Attending the Annual 

General Meeting were a total of 45 members, including key players such as Isabel 

Rourke and Dumi Gumbi from the animation production studio, Anamazing 

Workshop. The document notes the inclusion of the organisation AnimationSA as 

part of SASFED (The South African Screen Federation) and outlines the importance 

of why it was necessary to setup the organisation.  

‘…Remedy the fractured nature of the industry… Can now speak 
to Govt and Broadcasters and Lobby for change. …Internal 
growth and development of our industry can move forward.’ 
(Animationsa AGM Minutes 2006, http://web.archive.org/ 
web/20071103123552/http://animationsa.org/v3/article.asp?Art
icleID=326. Accessed 15/05/2013) 

  

THE WEB OF VISIBILITY AND DISAPPEARANCE 

 

The digital traces that the African animators leave on the Internet for storage, 

distribution, and exhibition can include a range of things, such as their documents, 

drawings, photos, animations, videos, websites, blogs, comments in chat rooms, 

social pages, and so on110. Animators such as Kenneth Coker (Nigeria), Mike Scott 

(South Africa), Kwame Nyongo (Kenya), Alfred Muchilwa (Kenya), Mike Muthiga 

                                                
109 It is worth noting here that in 2009 the animationsa.org website underwent a redesign, which 
meant that the original content and respective documentation that is referred to here went offline. It is 
possible to retrieve this content through the use of the Internet Archive – Wayback Machine. 
110 Also it is perhaps worth noting here, that Internet and Web technologies have a historically strong 
connection to early computer animation (more so than traditional photorealist film), perhaps due 
parallel development of Flash Animation and Animated Gifs within the Web (1996), that preceded the 
advent of live-streaming of film * (this was only made possible later as a result of technology 
becoming more powerful in terms of hardware, and through software introducing codecs and other 
compression systems that reduce the data sizes, and more importantly the download speed of 
broadband/ cable.)  
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(Kenya), Ebele Okoye (Nigeria), Ezra Wube (Ethiopia), Serge Pitropia (Burkina 

Faso), Bruktawit Tikabu (Ethiopia) to name a few that have been discussed here, 

have multiple blogs and websites, online video streaming channels, and online 

storage accounts with Google Drive or Drop Box for example, alongside their social 

networking profiles. However, these digital traces are problematic in that they are 

also subject to change. An artist can edit their website or blog, alter or remove 

content that they previously uploaded on different platforms, and migrate data to 

other ‘places’ in the Cloud. For example, the historical documentation that recorded 

the first minuted meetings and dialogues between key players within the community 

of the South African animation organization Animationsa.org was lost when the 

website was redesigned in 2009. From a macro-perspective Deleuze and Guattari’s 

(1987) assemblage and rhizome have been used as metaphors to describe the 

structure of the Internet at large with its webs of connections between networked 

physical machines and portals to data in whatever form (Hamman, 1996; Shields, 

1996). At a micro-perspective the networked digital trace that circulates within also 

exhibits this same rhizomatic quality that compounds the documentation and 

understanding of it.  

 

Across the Internet, the artefact (as data, moving image, text, sound) bears a 

connection with other digital traces and exhibits a type of deterritorialization as users 

appropriate, alter, embed each others traces within their own digital mark-making. 

Furthermore the rhizomatic digital trace involves the sudden appearance and 

disappearance or ‘asignifying rupture’ (Deleuze & Guattari, 1987: 9) of the artefact. It 

assumes a dimension of multiplicity, embedding itself (or copies of itself) in different 

contexts virtual or otherwise. The mutability of the networked digital trace has been 

linked to a ‘microtemporality’ (Ernst, 2013) within the Internet. A specific example 
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can be seen in the social networking sites where the information that users provide 

on a scrolling wall becomes rapidly redundant or invisible as it is constantly being 

updated. Similarly the animations, pictures and text that users present on such 

platforms have a short archival life, as they are replaced by new images, sounds, 

information, text, and so on. Similarly, the growing visibility and presence of Sub-

Saharan African digital animation on YouTube provides a rise in the opportunities 

for artists and trained animators to create, display and circulate their work. However 

these digital moving images may also be embedded amongst a much larger collection 

of other videos within sites such as YouTube. The result from a research perspective 

is an overall increase easily visible on YouTube but one that makes it equally harder 

to search and select for content one wishes to view111. Furthermore the embedded 

migration of this content and its multi-sited appearance compounds the attribution 

of ‘prod-user’ to specific users.  

 

As the user ‘navigates’ this network by seeking specific web-addresses or urls that 

link to a webpage they conceive of the Internet as a place or space that houses the 

digital trace (Papacharissi, 2010). In a paradoxical sense, the experience of a physical 

space tends to set about ideas of fixity that is instead countered by the fact that the 

Internet is continuously changing. This space has been conceptualized as housing 

anything from the dynamic archive of digital content (Mulder & Brower, 2003; 

Appadurai, 2003) to the imagined communities of users on the network (Anderson, 

2006, Latour, 1996). In one sense it appears as an expanding ‘space’ where data is 

being continuously generated and circulated by users (Mayer-Schonberger & Cukier, 

2014). Yet it is also a contracting space whereby the visibility and access to this data 

diminishes. Corporations such as Google are increasingly predetermining the user’s 
                                                
111 This trend has become more marked with the purchasing of YouTube by Google, and its 
hierarchized search lists.   
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views of the digital trace, and surveillance policies of certain countries have 

controlled and regulated the user’s access to these places (Albirini, 2008). As Sub-

Saharan artists engage with these technologies and new contexts, the documentation 

of their activities can only assert to capture glimpses of these rhizomatic 

contributions within the mutable virtual landscape of the Internet. Within this virtual 

space the user created content being uploaded has an increasing probability of so-

called ‘getting lost’ or less visible amidst the abundance of content added on a daily 

basis. Any engagement with discussions on participatory viewers or consumers and 

the rise of the ‘networked public space’ (Benkler, 2006) moves from a discussion on 

the user or creator of content to interrogations about whether or not this content is 

being viewed (Rheingold, 2008; Burgess, 2009). However what this platform affords 

to the Sub-Saharan animator and user is a space that enables subversive content to 

reveal or alternatively hide amongst the extensive dynamic ‘archival’ collection. The 

animator is able to circumvent conventional exhibition and distribution methods, 

and engage directly in discourses with deterritorialized online communities about 

their animations, or the animations of others. Many of the animators cited above 

have designed and redesigned their websites and blogs over the years, their work has 

changed and so have their narratives. The collection of these digital traces through 

the Internet in order to establish a trajectory of practice and form has been a fleeting 

endeavour. Nevertheless it can provide an indication of the range of possibilities that 

emerge through this changing setting.    

 

PARTICIPATORY USERS - SUBVERTING THE INDUSTRY 

  

Discourses on the digitization of film and animation concerned with the commercial 

benefits or drawbacks to distributors and exhibitors within an industrial context have 
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failed on the most part to consider the impact and importance of digitization upon 

participatory users and creators of films and animations. Implicated within these 

observations it is possible to come across a commercial focus upon copyright and 

the potential increase of related piracy in the digital format (Byers et al., 2004). In 

2002 Belton observed, ‘the compelling reasons for digital cinema lie in the financial 

benefits it can provide to motion picture distributors and in the creative flexibility it 

can offer to a handful of very important Hollywood filmmakers’ (Belton, 2002: 109). 

However, these types of discourses tend to focus upon a producer and consumer 

model underpinned by monetary gain that supports segregation between 

mainstream-film and moving image content produced by non-specialist or untrained 

filmmakers (referred to as ‘amateur’, ‘fan-produced’, or ‘grass-roots’ filmmaking)112. 

An unsympathetic perspective of these technological changes has seen the variety of 

digital screens available to a viewer, from mobile phones, tablets, and computer 

screens as a compromising of the perceived sanctity of the cinematic theatre. The 

technologies, it is argued, are responsible for a change in the experiences of viewing 

which in turn serve to undermine commercial cinema (Nelson, 2014).  

 

Nonetheless it is within new media studies discourse that a more positivist view 

focused upon digitization and Web 2.0 and new content makers. Critically it saw a 

collapse and questioning of the semiotic and reception models within media 

(Gauntlet, 2007; Merrin, 2014; Manovich, 2004). These discourses problematized the 

structural model of semiotics (whether of Peirce or Barthes) and the communication 

model of receiver or audience as they saw these groups supplanted with the active 

user both in terms of content and software that the user elects to participate in. They 

                                                
112 For a comprehensive discussion on the histories and shifts in cinema as a result of digital cinema 
see Holly Willis’ New Digital Cinema: Reinventing the Moving Image (2005). Willis’ book includes an 
engagement with term ‘digital’ and its physical and theoretical implications within media and cinema. 
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were also more readily amenable to a more non-hierarchized and favourable view of 

the non-specialist creative producer of film and animation. In these discussions, the 

user is not only the recipient of information (in its various forms) but also a content 

producer in their own right (Bruns, 2006; Benkler, 2006; Merrin, 2014) and 

participant to a community of other users and producers. The separation between 

the conventional ‘sender and receiver’ reception model is obfuscated, as this one 

directional flow ceases to exist and replaced by rhizomatic networks where 

communication flows in all directions. As Holt and Sanson maintain the media 

ecology changed to such as degree that industrial distribution strategies were being 

forced to contend with ‘a moment that is characterized by interactive exchanges, 

multiple sites of productivity, and diverse modes of interpretation and use’ (Holt & 

Sanson, 2014: 4).  

 

In 2008 when cultural anthropologist Michael Wesch gave his talk at Library of 

Congress, ‘An Anthropological Introduction to YouTube’, he identified the cultural 

changes that were afoot in the creation and participation of moving images as a result 

of the YouTube platform. He also alluded to the legal implications of these cultural 

trends with for example the remix culture and where this sits in light of copyright 

legislation (Wesch, 2008). YouTube is one of the key platforms that exemplify this 

change in practices in the creation and sharing of media and surrounding discourses 

by the same community of users of this platform. It cannot be described as a 

broadcaster as it does not produce its own content, but is responsible only for the 

frame within which this content sits. YouTube it has been argued stimulated the 

non-commercial generation of audio-visual content (Burgess & Green, 2009). It 

provided a virtual container space designed with the purpose to hold content that 

was produced by the same users that intended to access and view its videos and gave 
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rise to the ‘prod-user’. The ‘prod-user’ (Bruns, 2006), a collaborative producer of 

creative content and user of these technologies, belongs to a gradient of makers that 

span a range from the expert to the enthusiast. Active within YouTube, these ‘prod-

users’ can be found to contribute, whether in text, images (still or moving) and 

sound, to the collective creative content that can be found within this site and others.  

YouTube and subsequently Vimeo provided a platform for African ‘prod-users’ to 

showcase their work. The case of South African animator Mike Scott provides a 

salient example of this deviation from the typical industrial practice through his use 

of these participatory platforms.  

 

‘The development of new kinds of interactivity and participation 
has not only altered the balance of power between the producer 
and the consumer in some locations, it has also blurred the 
distinction between these two functions.’ (Turner, 2010: 126) 

 

In 2006, South African animator, Mike Scott  (discussed earlier in this thesis) created 

his own YouTube Channel under the username MikDog. He used his channel to 

upload 2D vector animated shorts, of his cartoon characters, Boogie and Bru, other 

characters such as BeatBoxing Dave, the animated Goldfish music videos and amongst 

this assorted collection Scott created an animation called HappyLand.  

‘I had made the pilot and was desperately wanting to sell the 
show based on it. I went to Johannesburg and had various 
meetings: a TV station, some media houses, various connections, 
an agent, made up press kits, printed booklets; no insta-luck 
(three or more agents have tried to sell the show and while 
stations have expressed interest, they weren’t willing to pay too 
much – if at all – for third-party content).’ (Scott, 31/07/2013, 
http://www.mikescottanimation.com/i-sold-happyland/) 
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In 2010, he returned to HappyLand, creating 52 episodes of 30 seconds long that 

could be watched on YouTube. The animations were made using a new start-up 

software called MoHo by company Lost Marbles, and was comparatively cheap (less 

than a hundred US Dollars) to purchase at the time. In 2013, Scott attended one of 

Europe’s top animation festivals at Annecy in France, where he showed the 

animations at the South African stand. Upon his return to South Africa, a buyer 

approached him to purchase the IP including all the series. The buyer, a fan of the 

animation, was following Scott’s postings since 2007 on YouTube and the Lost 

Marbles online forums.   

 

Scott’s online success was not only limited to his personal animated shorts but also 

through his collaborative work with South African electronic pop band Goldfish. In 

2008 Scott approached the band to make an animated music video for their track 

Soundtracks and Comebacks (2008). The video was uploaded on YouTube and clocked 

over 1 million views in 2014. Scott’s successful animation was followed by another 

set of commissioned animated videos for the band. These six animations were 

produced between 2008 and 2014 and also uploaded on YouTube. Alongside these 

music videos Scott included video blogs of the making of the animations showcasing 

his practice and use of different animation (and digital image manipulation) software. 

His animated music video We Come Together (2011) was the most successful of the 

collection produced for the band with 4 million online views. It also had unique 

aesthetic that made specific references to ‘classic’ video games and the wider 

computer ‘geek’ culture, mixing 8-bit pixel style, 2D painterly animation and stop-

motion.  
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Scott is one of many African animators that have created their own video-streaming 

channels, whether on YouTube or Vimeo. These users can create channels either in 

their own name, such as Kenyan animators Ng’endo Mukii, Kwame Nyongo, Allan 

Mwaniki, and Ethiopian artist Ezra Wube. They can also create channels under a 

company name for example like Kenyan RECON-Digital (Gatumia Gatumia), 

Nigerian EVCL1 (Adamu Waziri), Zimbabwean Totally2D, and Nigerian/German 

ShrinkFish (Ebele Okoye). At times they can be found using pseudo-names such as 

grafikdon, who hosts some episodes of the Nigerian 3D computer animation The 

Mark of Uru and from the comments inserted with the video uploads would appear 

to be one of the animators who contributed to this project. Lastly it is possible for 

organizations to create channels such as the Association of Animation Artistes 

Kenya or the iHub Kenya or the Association Burkinabe du Cinema d’Animation 

(ABCA) (For a comprehensive listing of these Channels see Appendix I). 

 

BUNI TV  

The online presence of these various users is an important contribution to the 

circulation of animated content and has served to create a mature environment for 

African online content providers such as BuniTv Kenya. This online streaming 

website aimed to promote African film and animations, and or pan-African related 

content, across a mobile and web-based distribution platform. The site was launched 

on the 18th April 2012 by the Kenyan/ US company BuniMedia. BuniMedia was co-

founded in 2009 by Godfrey Mwampembwa (GADO) and Marie Lora-Mungai who 

were also responsible ‘The XYZ Show’ television series. The company provided a far 

ranging set of services, from the online distribution to publishing, training services in 

animation, puppet making, scriptwriting and show production, commercial visual 

effects and animation studio services, along with specific expertise in latex and foam 
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modelling for the film industry. The company was setup with the view to enable the 

XYZ production and move into multi-media services. Amongst the team of people 

working for BuniMedia’s different branches were; Pete Mute (a previous UNESCO 

Africa Animated trainee) computer animator and visual effects director, computer 

animators Andrew Kaggia and King Muriuki who were also responsible for creating 

the visual identity and CGI elements of all Buni projects. Skilled in both 2D and 3D 

animation, their purpose was to concept develop and produce. 

(http://www.bunimedia.com/about.html. Accessed 28/08/2014) 

 

In a similar vein to YouTube and Vimeo, BuniTV (www.buni.tv. Accessed 

28/08/2014) provided a hub of moving image creative content that was produced in 

or about Africa. Unlike Vimeo or YouTube however, the site was not community 

led. BuniMedia was responsible for the selection and inclusion of content on their 

site and effectively acting as the gatekeeper or curator. Nonetheless the content that 

was made available was diverse and wide ranging with separate tabs for Movies, 

Short Films, Documentaries, TV Shows, Animation and Music Videos and Web 

Series. It provided an alternative to the more mainstream productions likely to be 

screened or viewed on TV or cinemas through its inclusion of diverse digital content 

that embraced content previously created and uploaded by users on other sites such 

as Vimeo or YouTube. In 2014 the site’s page for animation included a collection of 

55 entries to view (http://buni.tv/browse/animation/. Accessed 07/07/2014). In 

February 2014 the website BuniTV had changed its distribution strategy from a free 

to view channel, to a subscription channel upon payment for ‘premium content’. At 

the time, the payment of five dollars per month secured access to the entire range of 

content across the different sections. The move would suggest a growth in audience 
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and an appetite to pay for content with its explicit hierarchizing of access, albeit so 

far a smaller scale that the monopolistic transnational corporations.   

 

THE UPRISING OF SOCIAL NETWORKS 

 

The dialogues that emerge around the animated images of African computer-users 

have been most active within social networking sites (SNS) designed to encourage 

their users to connect, communicate and share information with each other within 

the confines of their network of ‘friends’ or interest groups. SNS are typically defined 

as an Internet service that allows people to construct an online  

‘public or semi-public profile within a bounded system, articulate 
a list of other users with whom they share a connection, and view 
and traverse their list of connections and those made by others 
within the system.’ (boyd, Ellison, 2007: 211) 

 

The use of SNS, such as most notably Facebook, was a phenomenon that affected 

the interactions of African animators and altered their uses of the Internet. Although 

Facebook is typically thought of as a platform that allows its users an online social 

interaction and following of ‘friends’ with whom the user would usually have 

previous acquaintance, in the case of African animators it was possible to see 

aggregates of groups that cohered according to their professional interest and shared 

experience of being, for example, ‘an African animator or artist’, or specifically a 

‘Ugandan animator or cartoonist’. Facebook group pages such as, The Animation 

Club Africa, JAAG (Joint African Animators Group), ZIMAFAIA (Zimbabwe Festival 

of African Inspired Animation), Uganda Cartoon Network, Association of Animation 

Artistes Kenya, ASIFA Egypt, Naija Anime Fan Club, Animation West Africa 

Foundation, Association Burkinabe du Cinema d’Animation and others were created 
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and managed by users who were able to invite or accept requests from other like-

minded users to join the group113. All these groups were active in varying degrees, 

with member numbers ranging anything from 8 to 817 as with The Animation Club 

Africa in 2014. Typically the groups included a range of animators and enthusiasts 

who may have not actually known each other outside of their online interactions. 

Nevertheless the users were able to establish professional connections and 

collaborations through these groups. The groups also served to host a narrative of 

shared experiences that the users could relate to finding themselves in similar 

predicaments.  

 

Some users like the Nigerian artist Ebele Okoye created multiple pages. These 

included two personal profiles under Ebele Okoye Artist and Ebele Okoye-Weber, 

the Animation Club Africa, a page for her company ShrinkFish Media and 

Animation, and one for her project ShrinkFish (smedlab)114. The multiple pages 

allowed her to present different aspects of herself and her work within organized 

groups of users that she connected to. Furthermore these groups had different 

degrees of privacy and openness in the information they presented. The ShrinkFish 

smedLAB page (started in 2012) for example was listed under education to promote 

the initiative ShrinkFish Media Lab, an animation-training project hosted by the 

Goethe Institute in Lagos. The page included postings with information about the 

project, photographic documentation of the preparations for the project including 

examples of graphics tablets purchased for the workshops, examples of the students’ 

drawings and concept work, animations linked in from the project’s own YouTube 

                                                
113 Some of the Facebook groups created also had separate websites such as the Association of 
Animation Artistes from Kenya founded in 2008 with the online group setup in 2012 and the 
Association Burkinabe du Cinema d’Animation from Burkina Faso in 2010. 
114 For Ebele Okoye’s profile see: https://www.facebook.com/ebeleokoyeanimator?fref=ts Accessed 
12/07/2014.  
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Channel, photo albums documenting the training workshops, and importantly the 

comments and discussions from the other users following the page.  

 

The multiple profiles available on SNS also embedded links to blogs, online 

newspapers or magazines, related sites and YouTube channels. Collectively these 

parts enabled a detailed life-logging of the artist and informed a multi-mediated 

biography115. This cacophony of data was collected and considered in the context of 

the ideas and practices surrounding the animations that were viewed. The SNS 

offered the unique opportunity to find digital (albeit ephemeral) trails that these 

African animators left online extending to a more complex network of connections. 

These examples also support the condition described by Miller as a ‘compulsion to 

visibility’ identified in users of SNS. Whilst this is true for most users of SNS, in the 

hands of visual practitioners this visibility is capitalized upon to a greater degree 

within the context of their artistic work and its dissemination (Miller, 2012: 158).  

 

With individual animators profiles it was possible to observe interactions and 

discussions that specifically emerged around video or image postings of individual 

work as concept drawings, illustrations and animations. Typically the user would be 

seeking feedback from his ‘friends’ or interest groups with a view to document on-

going work and amend, alter or improve the work in progress.  However use of the 

SNS for the animator is not restricted to the immediate artefact being discussed, on 

occasion these postings trigger a wider political engagement through informal 

discourse.  For example the ZIMFAIA Facebook posting on the 2nd December 2013 

included an announcement on the screening of the JAAG’s animated documentary, 

                                                
115 van Dijck (2007) discusses a similar concept in the book Mediated Memories in the Digital Age  with 
reference to connections between media and memory and the mutual shaping of each in the 
construction of personal or social narratives. Similarly Nora’s Places of Memory (1989) considers 
media in relation to the archive and collective memory.  
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‘Why don’t we make animated movies in Zimbabwe?’ (2013) causing several online 

discussions to follow. The Animation Club Africa Facebook page included postings 

that engaged at both a local and international level discussing policies, legislation, 

incentives, infrastructure that impacted upon the production of animation. Ebele 

Okoye’s comments in response to another user on opportunities for Nigerian 

animators illustrate this,  

‘ a lot of people know me as always nagging because I do tell 
people that given the opportunities we all have today (internet 
and globalization) things have become four times easier than they 
were in those days. (also why I shared this video) …Yet given 
these opportunities today, things still don't move as fast as they 
should in Nigeria the core of which is Lack of constant power 
supply.’(Okoye, The Animation Club Africa, 23/06/2014 
https://www.facebook.com/groups/animationclubafrica/?fref=t
s. Accessed 07/07/2104) 

 

BINO & FINO 

There are multiple examples of African animators that have distributed their work 

and used the social possibilities that emerge from using this platform. In some cases 

the networking extended to a form of dialogue with ‘viewers’ as a means to market-

test the development of their work acting in the form of audience feedback. One 

notable example of this was Nigerian Adamu Waziri’s development of his animated 

series Bino and Fino (2009). The Bino and Fino animation began as concept work and 

cartoon drawings of two characters that were to become the central characters of this 

animation, Bino and Fino. These images uploaded on the 20th July 2010 on Facebook 

and circulated for feedback and comments. The community of linked-in friends (or 

users) was then regularly updated with the production process through talking head 

videos of the director discussing the development of the series. The first Bino and 

Fino episode was launched online on the 7th October, with a video of Waziri that 
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followed on 12th October asking people for their feedback and impressions of the 

animation. 

 

 

Figure 7.04: Screen capture of Adamu Waziri video post on Facebook, Bino and Fino page on the 16th 
September 2010. 

 

This iterative process of content generation through feedback enabled Waziri to 

engage in discussions that informed the process and development of the series. The 

same online platform was used to then market and develop their production with a 

view to generate small revenues in sales. The series had its own website, that served 

to sell and distribute merchandise and DVD copies of the animations. The animated 

series was available on DVD for purchase via the official Bino and Fino website in 

2012. Furthermore in October 2012 the Bino and Fino small team joined a host of 

other filmmakers in crowd-funding endeavours to look for financial support from 

the online community. Through his online interactions Waziri was able to identify a 

market in the Nigerian diaspora in the UK and the US (Personal Communication, 
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17/08/2013). On the 5th April, 2013, Adamu Waziri launched his online sales via 

distributer and online store Konga.com with a view to deliver across African countries. 

His animations could also be viewed on YouTube under the BinoandFino channel, 

(first uploaded on 26th September 2011) or on the studio channel EVLC (first 

uploaded on the 7th October 2010) which by 2013 had clocked 12,144 views and 

29,056 views respectively.  
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CONCLUSION 

 

I take the word network not simply to designate things in the 

world that have the shape of a net (in contrast, let’s say, to 

juxtaposed domains, to surfaces delineated by borders, to 

impenetrable volumes), but mainly to designate a mode of 

inquiry that learns to list, at the occasion of a trial, the 

unexpected beings necessary for any entity to exist. (Latour, 

2011: 799) 

 

Throughout this study, Sub-Saharan animation has not only revealed a diversity of 

the practices in animated moving images in this region but also connected to a wider 

discussion on the variety of contexts and interactions, whether social, cultural or 

political, that inform the production, distribution and consumption of animation. 

This thesis breaks from conventional historical literature in animation studies, by 

offering new perspectives on animation that sit outside of the dominant European 

and American narratives (outlined in Chapter 2). At its start it was motivated by the 

recognition of a need to alert scholars within animation studies to the range of 

trajectories of ideas and practice within this region. Chapter 3 identified multiple 

diverse histories of animation across this region, from the Nigerien Moustapha 

Alassane with his portfolio of animated films dating back to the early 1960s, to the 

more recent artists such as Nigerians Kenneth Coker and Adamu Waziri contributing 

to these histories by exhibiting and distributing their work on the Internet through 

social media and video sharing platforms. Its purpose was to establish that these 

occurrences were not exceptional one-off examples but constituted a significant body 

of artistic production that required scholarly attention. Furthermore, these 
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animations ostensibly exhibited a rhizomatic quality as they made appearances and 

disappearances within different spaces. Arguably, it is this mutability that 

compounded the documentation of a clear narrative of animation from the countries 

in this region (Deleuze & Guattari, 1980). The artists examined have pursued the 

production of animation as an auteurist form and/or as a commercial endeavour, 

and have consequently challenged conventional separations between high art and 

popular mass media. In fact throughout this research the differing contexts of 

production in this region would suggest an artistic practice that does not share the 

European hierarchy of the arts and its historical legacy of a distinct separation in the 

arts of animation with other long standing traditions of art making, such as sculpture, 

drawing, photography and so on. The thesis therefore does not only present new 

knowledge about trajectories of practice in animation from this region, but alerts the 

reader to other modes of inquiry surrounding moving image practices. It identified 

some salient themes that animation studies have focussed upon and revisited these 

by making inter-disciplinary connections.  

 

Identity, mobility, subversion, so-called ‘documentary animation’ and ‘new media’ 

were re-positioned and connected (or networked) to understand the range of Sub-

Saharan animation being produced. What is, or is not, considered ‘African’ animation 

is closely related to conceptions of identity and ownership. An engagement with this 

concern ran through Chapter 3 and Chapter 4, which began by looking at 

differentiation between African-inspired animations such as Kirikou and the Sorceress 

(1998), or Zarafa (2012) and animations produced in Africa such as The Greedy Lords of 

the Jungle (2009) or Bino and Fino (2009-). Furthermore, in the context of cosmopolitan 

mobile artists who move between Europe and Africa the thesis responded to how 

one could readdress prescribed Eurocentric notions of ‘authenticity’ and the aesthetic 
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expectations that tend to accompany this (Callus, 2012).  In Chapter 4 the reader was 

able to confront new conceptions of identity and mobility that are not restricted to 

fixed geographies or experiences (such as that of the political migrant). The mobile 

artists presented moved across and between national boundaries as mobile itinerant 

animators challenging typical categories such as the diasporic or migrant. As these 

artists produce work in different countries, a theoretical engagement with the 

‘accented’ (Naficy, 2001), transnational or cosmopolitan (Hannerz, 1996) is used to 

reposition and problematize notions of ‘national’ cinema and new deployment of 

imagined communities (Anderson, 1992) where the dematerialization of a 

geographical or physical space has occurred (Harvey, 1989; Deleuze & Guattari, 

1980). The reader is able to apply this understanding of mobility to frame these 

‘accented’ images that the artists present (Naficy, 2001). They illustrate a straddling of 

different spaces and importantly demonstrate the artist’s ability to capitalise upon 

this with viewers in their native countries and in the West simultaneously.  

 

The typical tropes that have positioned animation in the West as a peripheral form 

with populist connotations have served to create a range of hegemonic narratives 

that allude to its content being naïve, intended for children and harmless. It is as a 

result of these pervasive myths that subversive content appears within animation. In 

the examples presented in Chapter 5 the subversive use of animation in political 

contexts is a more nuanced negotiation with different actors within the network. In 

case of the post-election violence in Kenya in 2007 the reader is presented with 

instances of ‘clandestine forms’ (de Certeau, 1984:14) that demonstrated how 

animators have played with conventions of parody, humour, anthropomorphism and 

caricature to negotiate and manipulate the regimes of power within the systems they 

sought to disparage. Through their work, Sub-Saharan African animators have 
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explored modes of resistance and autonomy. When faced with incumbent 

institutional constraints, these animators were able to manoeuvre themselves and 

their work through their adept use of technology. This arguably positions them at the 

vanguard of uses of new media as a subversive tool. The impact of new technologies 

on practices across a range of countries in the region was notable and alluded to 

another type of mobility of these artists, within virtual spaces. The artist’s use of 

these technologies connect the discussion of space and place with subversivity, 

linking the themes across Chapters 3, 4, 5, and 7. The opening up of these virtual 

spaces by Sub-Saharan African animators complements the ways European and 

American animators are developing similar trajectories in a rapidly changing virtual 

environment. Therefore the thesis also illustrated a need to consider the wider 

existing condition of the global dispersion of artistic discourses and appropriations 

through physical and virtual interactions as a condition experienced by most 

animators.  

 

At times artists such as Ebele Okoye capitalized upon the freedoms afforded by the 

Internet in positioning herself with multiple online identities as a tactic to 

outmanoeuvre the gendering of her work. In Berlin she was known as an auteurist 

animator with screenings in the festival circuit and this identity was reflected in her 

personal blog and social networking profile. Contemporarily in Nigeria she presented 

her work as part of a larger co-owned company Shrinkfish 

(http://www.shrinkfish.eu/projects/rubies, Accessed 28/08/2014), and this was 

embedded within the company website that she used to promote her animated film 

The Legend of Rubies (in production) on Nigerian mythology as well as commercial 

projects and also to attract funding. Some elements of this analysis could be 

transposed beyond the examples provided here to consider for example the 
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circulation of animation during and after the so-called Arab Spring in the revolutions 

north of the continent that began in 2010 and the uses of new media in this political 

context116 (Allagui, 2014).  

 

The more ontologically problematic genre of documentary animation with examples 

from Kenya, the DRC and South Africa, is also investigated as a subversive type that 

seeks to address socially engaged content through the testimonial account. On these 

occasions the animators were able to present subjective disclosures that resonate 

with a viewer as ‘truth’ but that paradoxically, through animation’s aesthetic devices, 

reveal themselves as constructed ‘fictions’. This framing of ‘truth’ within animation 

alludes to its problematic role whereby ‘truth’ is seen as a system of exclusion and as 

intimately connected to mechanisms power and control (Foucault, 1981:70). 

Therefore it is not surprising to find this explored within the specific context of Sub-

Saharan animation. In Mukii’s Yellow Fever (2012) for example, she embedded a mass 

of European archival images including eugenic imagery that was framed to support 

the colonial project. In Beyond Freedom (2005) this system of exclusion and ‘truths’ is 

explored through the range of testimonial accounts of the experience of apartheid in 

South Africa assembled within the film.  

 

At the start of this research in 2007, the interdependency and interplay of these 

different ‘spaces’ (art, popular media, local, global, virtual, real and so on) and their 

influence upon the discourses within animation studies had had limited attention. 

With the more recent field of new media studies gaining popularity, a fresh interest in 

the networked connections that constitute the ecology of digital arts, computer 

animation and CGI surfaced (Lamarre, 2006; Clark, 2005; Wells & Hardstaff, 2008). 
                                                
116 In 2014, scholar Stefanie Van de Peer was editing a book for publication on Arab animation, this 
included amongst others a chapter on Libyan animation and censorship by Nisrine Mansour.  
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However even towards the end of this study in 2014, this interest still had a 

predominantly European and American bias and any discussion of the presence of 

other digital ecologies in the context of Africa was limited to a wider discussion on 

ICT as opposed to animation, CGI and digital arts. Although it was possible to 

identify a connection between the penetration of ICT in Africa and discourses on 

modes of distribution, limiting the discussion to this singular factor would be ill 

considered. Furthermore the region consisted of such a disparate set of socio-

economic and political conditions at both a national and local level that it calls for a 

more nuanced view of the animations and the contingent contexts of production, 

distribution and consumption. The research provided here does not seek to represent 

the African animation however it may be conceptualized or understood, but rather 

seeks to demonstrate a range of possibilities that throws light on the intentions, 

actions, and art-making of African animators. It is not exhaustive of all animation 

from this region, but instead highlights its innovative trajectories and the need to 

continue research in this dynamic and fast-changing field. 

 

This thesis therefore calls for a more concerted effort to document and analyse 

animation in this region. When UNESCO began its regional project Africa Animated 

in 2004 it did so with the intention of encouraging the production of local content 

for local audiences. It did so by educating artists in the practice of animation, so that 

they would return in subsequent projects to continue this legacy and in turn educate 

more artists. Similarly whilst this research stemmed from the opportunity to share 

knowledge and experience with a diverse selection of artists from the region (in part 

through the involvement on the Africa Animated project), it also has the purpose of 

serving as a platform. It identifies the importance of animation in art-making 

discourse and highlights the animated form as worthy of analysis and historicization 
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in its localities positioned in particular relationships to the regional and 

intercontinental.  

 

ANIMATION FUTURES  

 

The changes in contexts of production, artistic practice, exhibition and distribution 

of Sub-Saharan animation are unremitting and increasingly keeping abreast with the 

global landscapes of animation. On occasion Sub-Saharan animators’ subversive 

practice of animation has positioned them at the forefront of progressive uses of 

new media that could be seen as in part symptomatic of the technological 

leapfrogging that occurred on the continent in particular with ICT (Steinmueller, 

2001). Transnational commercial co-productions or collaborations will undoubtedly 

become more prevalent as key players in this field direct their attention towards the 

mobile African animators and the creative capital that they bring with them. Already 

one impacting example of this transnational network of artists and producers is 

visible in the Tinga Tinga Tales (2011) series. Nonetheless these attentions will play an 

important role in politically mobilizing discourses to position animation within this 

region as an artistic practice that pertains to the wider narratives of cultural and 

artistic heritage of these countries and that is deserving of the same attentions 

afforded to other arts such as painting or sculpture.  
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Hazlalambo (2010), [Animation], directed by S. Randriamahaly. 
 
Hey (2008), [Music Video Mixed Media], directed by Just a Band (Kenya). 
 
Highway (2008), [Music Video Animation], directed by Just a Band (Kenya). 
 
Hisab (2011), [Animation], directed by E. Wube. 
 
Hold De Door [Hulet](2008),  [Animation] directed by E. Wube.  
 
Honayn’s Shoe (2010), [Animation], directed by M. Ghazala. 
 
ILM Le Savoir (2008), [Animation], directed by R. Andriantomanga. 
 
Inwinyo Piny (2008), [Music Video Animation], directed by Just a Band (Kenya).  
 
Iwa (2009), [Animation], directed by K. Coker.  
 
Iwinyo Piny (2008), [Music Video Animation], directed by Just a Band (Kenya). 
 
Jozi Zoo (2005), [Animation], directed by M. Scott. 
 
Jozi Zoo (2007), [TV Series Animation] directed by R. Schacherl, Red Pepper 
Pictures. 
 
Kabongo, Le Griot (2000), [TV Series Animation], directed by P. Sauvalle 
 
Kal (1998), [Animation], directed by B. Ndiaye, M. Mbaye, C. Ndiaye, M. Ndoye, 
Atelier Graphoui 
 
Kesemai Metahugn {I came from the Sky} (2006), [Animation], directed by E. 
Wube. 
 
Khumba (2013), [Animation], directed by A. Silverston, Trigger Fish Studios. 
 
Kichwateli (2012), [Music Video], directed by B. Muchiri. 
 
Kinshasa Septembre Noir (1992), [Animation], directed by J.M. Kibushi, Studio 
Malembe Maa.  
 
Kirikou and the Sorceress (1998), [Animation], directed by Michel Ocelot, Les 
Armateurs, Odec Kids Cartoons, Monipoly Productions.  
 
KnowZone (2009 -), [TV Series Children], directed by N. Mukii, Mediae 
Productions. 
 
Kokoa (1985),  [Animation] directed by M. Alassane, POM Films.  
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L’enfant terrible (1993), [Animation], directed by K. Konate, Atelier Graphoui.  
 
L'histoire du Mali en dessins animés (2010- ), [TV Series Animation], directed by I. 
Diallo, MaliToons.  
 
La ruse du lievre (2001), [Animation], directed by C. Sawadogo, Concordia 
University. 
 
Le Crapaud Chez ses Beaux Parents (1990), [Animation], directed by J.M. Kibushi, 
Atelier Graphoui. 
 
Le Joeur de Valiha (2013) [Animation] directed by S. Randriamahaly. 
 
Les Palabres de Mboloko (1951 -1956), [Series Animation], directed by R. Jamar,  
Commissioned by A. Vandenheuvel. 
 
Le Piguier (1962), [Animation], directed by M. Alassane.  
 
Le Pileuse de Mil (1962), [Animation], directed by M. Alassane.  
 
Le Mort de Gandji (1965), [Animation], directed by M. Alassane.  
 
Lion King (1994), [Animation], directed by  R. Allers, R. Minkoff, Disney Studios.  
 
Manja Loatra (2010) [Animation], directed by A. Rarivonandrasana, T. Razakanirina 
 
Meine Heimat (2012), [Animation], directed by E. Okoye. 
 
Mr Bean (2002), [TV Series Animation], directed by A. Alexeev, R. Purdum, M. 
Varga, A. Ignatenko, K. More, M. Sikur, Tiger Aspect Productions. 
 
Muana Mboka (1999), [Animation], directed by J.M. Kibushi, Studio Malembe Maa.  

My Dinner with the Devil Snake (1987), [Film], directed by B. Wagué Diakité, J. 
Bashfield, and J. Graz. 

Naissance (1993), [Animation], directed by C. Sawadogo, NFB Canada.  
 
Nyoni (2004), [Animation], directed by P. Mute, P. Butiga, UNESCO Africa 
Animated.  

Oni Ise Owo (2008), [Animation], directed by K. Coker. 
 
Persepolis (2007), [Animation], directed by V. Paronnaud, M. Satrapi, 2.4.7. 
Films, France 3 Cinéma, Kennedy/Marshall Company. 
 
Pinocchio (1940), [Animation], directed by N. Ferguson, T. Hee, W. Jackson, H. 
Luske, B. Roberts, B. Sharpsteen, Walt Disney Studios.  
 
Prince Loseno (2004), [Animation], directed by J.M. Kibushi, Studio Malembe Maa.  
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Princess Yennega (1986), [Animation], directed by C. Le Gallou, Fabrique 
Production. 
 
Pumzi (2010), [Film], directed by W. Kahiu, Inspired Minority Pictures. 
 
Ren and Stimpy (1991-1996), [TV Series Animation], directed by J. Kricafalusi, 
Nickelodeon Network, MTV Networks, Games Animation. 
 
Ringo (2004), [Animation Music Video], directed by The Black Heart Gang. 
 
Safari Ya Bamba (2009), [Animation], directed by K. Nyongo, A. Muchilwa, A. 
Mwaniki.  
 
Samba le Grande (1977), [Animation], directed by M. Alassane.  
 
Shaft (1971), [Film], directed by G. Parks, Metro-Goldwyn-Mayer, Shaft Productions 
Ltd.   
 
SOS; Les Moustiques Attaquent (2003), [Animation], directed by A. Mulongo. 
 
Sous la ceinture (2013), [Animation], directed by Pishou Botulu Mbuli. 
 
Sokala (2013), [Animation], directed by Pishou Botulu Mbuli. 
 
Stories of Our Lives (2014), [Film], directed by J. Chuchu, NEST Collective.  
 
Takalani Sesame (2000), [TV Series Animation], TriggerFish Studios. 
 
Tale of Tales (1979), [Animation], directed by J. Norstein 
 
Tessa (2005), [Animation], directed by T. Comrie, UNESCO Africa Animated. 
 
The Adventures of Andre and Wally B (1984), [Animation], directed by A. R. Smith, 
Pixar Animation Studios, Lucas Films.  
 
The Artists Dream (1916), [Animation], directed by H. Shaw, Killarney Film Studios. 
 
The Cora Player (1996), [Animation], directed by C. Sawadogo, NFB Canada. 
 
The Dinner Party (2010), [Animation], directed by The Black Heart Gang. 
 
The Essence (2010), [Animation], directed by E. Okoye. 
 
The Greedy Lords of the Jungle (2009), [Animation] directed by Gatumia Gatumia.  
 
The Green Wave (2010), [Documentary], directed by A. Ahadi,  ARTE, Dreamer 
Joint Venture Filmproduction, Westdeutscher Rundfunk (WDR). 
 
The Legacy of Rubies (2015), [Animation], directed by E. Okoye. 
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The Legend of Ngong Hills (2011), [Animation], directed by K. Nyongo, Apes in 
Space Productions.  
 
The Lunatic (2007), [Animation], directed by E. Okoye. 
 
The Mark of Uru (2009), [Animation Web Series/ Film], Mayhem Productions. 
 
The Old Man and the Sea (1999), [Animation], directed by A. Petrov. 
 
The Street (1976), [Animation], directed by C. Leaf, National Film Board Canada. 
 
The Tale of How (2006), [Animation], directed by The Black Heart Gang. 
 
The Transformers (1984 - 1987), [Animation TV Series], Hasbro, Marvel 
Productions. 
 
The XYZ Show (2009-), [TV Series], directed by G. Mwampembwa, BuniTV.   
 
Tinga Tinga Tales (2011), [TV Series Animation], Tiger Aspect Productions. 
 
Toto’s Journey (2005), [Animation], directed by A. Muchilwa, G. Semwaiko, 
UNESCO Africa Animated.  
 
Toy Story (1995), [Animation], directed by J. Lasseter, Pixar Animation Studios, Walt 
Disney Pictures.  
 
Train Train Medina (2000), [Animation], directed by M. Ndoye. 
 
Transformers (2007), [Film], directed by M. Bay, Dreamworks SKG, Paramount 
Pictures, Hasbro.  
 
Tree of Spirits (2005), [Animation], directed by C. Sawadogo, Planete 
Films, CineFete.  
 
Tsehai Loves Learning (2005-), [TV  Series Children], directed by B. Tigabu. 
 
Ubongo (2014-), [TV Series Animation], animated by R. Semtawa, Ubongo.  
 
Untitiled Dust (201), [Animation] directed by N. Mukii.  
 
Voiture en Carton (2008), [SmartFilm], directed by K. Katembo Siku. 
 
Waking Life (2001), [Animation], directed by R. Linklater, Fox Searchlight 
Pictures, Independent Film Channel (IFC), Thousand Words 
 
Waltz with Bashir (2008), [Animation], directed by A. Foleman, Bridgit Folman Film 
Gang, Les Films d'Ici, Razor Film Produktion GmbH, Arte France. 
 
Wageuzi: Battle 2012 (2011), [Animation], directed by A. Kaggia  
 
Wenzu (2011), [Animation], directed by E. Wube.  
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When We All Met (2009), directed by E. Wube.  
 
Yarawit Digis (2102), [Animation], directed by E. Wube. 
 
Yellow Fever (2012), [Animation, Documentary], directed by N. Mukii. 
 
Zambezia (2009), [Animation], directed by W. Thornley, Trigger Fish Studios, CMG, 
DTI, NFVF, Wonderful Works, 120dB Films. 
 
Zarafa (2012), [Animation] directed by R. Bezancon, C. Lie, Prima Linea 
Productions, Pathé, France 3 Cinéma. 
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APPENDICES 

 
 

APPENDIX A: UNESCO Participant List 17th March 2004 

Official UNESCO document detailing participants for the first meeting used as 
primary contacts in the preliminary stages of research 
 

 

AFRICA ANIMATED! 
 

PARTICIPANTS 
 

Workshop on African Cultural Recovery - Arts and 
Pedagogical Committee Meeting 

 
17 -19 March, 2004, Grand Regency Hotel, Nairobi 

 

NAME ORGANIZATION  E-MAIL 
Aznar Alonso UNESCO Regional 

Communication Adviser, 
Nairobi 

 

Bakari Imruh  Festival Director, Zanzibar 
Int. Film Festival 

 

Bazzoli Maria Silvia  Expert in African Animation  

Callus Paula  Lecturer at Bournemouth 
University 3D Computer 
Animation 

 

Cox Jason  Director  
Afrocentrics 

 

Eisner Madeleine UNICEF Kenya  

Ford Neil  Programme Communication 
Adviser UNICEF 

 

Gachungi Lydiah UNESCO Nairobi   

GADO Godfrey 
Mwampembwa  

Cartoonist/Animator  
 

Gathara Patrick  Executive Director 
Association of E.A 
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Cartoonists 

Gathigo Cyrus 
Ngatia  

Cartoonist, 2DAnimator 
Freelance 

 

Hagl Julia UNESCO Consultant, 
Project Coordinator 

 

Hamon Fanchon  Deputy Regional Manager 
CFI 

 

Johnson David  Managing Director 
The Mohammed Amin 
Foundation 

 

Kalondo Ebba  
 

Independent film maker, 
Editor, Kwani 
Literary Journal 

 

Karanja Beatrice  UNICEF  

Kassongo Hamza  Director of Operation 
DTV 
Tanzania 

 

Kaye Emma  Animation Producer 
Triggerfish 
South Africa 

 

Khamala Martin  Director of Animation and 
College Principle  
Mank & Tank Cartoons 

 
 

Kivumbi Godfrey  
 
 

Chief Editor 
WBS Television 
Uganda 

 

Lechien Olivier  Audiovisual Attache 
Embassy of France in Kenya 

 

Luvai Solomon E.  
 

Director URTNA  

Makaya Vuyo  Commissioning Editor 
SABC 
South Africa 

 

Mboya Joy  Godown Arts Centre  

Mshindi Tom  Managing Director 
Standard Group 

 

Mute Peter  Pixelunit Studios  

Mwangola Mshai  Northwestern University 
Kenya 

 

Mware Leonard  Lecturer KCCT  

Ndung’u Charles  Animator 
Pixel Unit 
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    Nyong’o Kwame  Animator/Art Director 
Visual Edge 343  
Nairobi  

 

Ocholi Martin  Media for Democracy 
(KENYA) 

 

Odero Aghan Zamaleo Arts & Culture 
Trust 
(ACT) 

 

Ogana Judy 
Wanjiku  

Director, Kuona Trust 
Kenya 

 

Olielo Justus Project Officer, Sara 
Communications Initiative, 
UNICEF, Kenya 

 

Onyango Mary  Controller of TV Programs 
KBC 

 

Osoro John B.  
 

Radio Programs Manager 
KBC 

 

Quartey Samuel  Head of Animation 
National Film and Television 
Institute 

 

Radol Agneta  UNESCO Nairobi   

Sawadogo Cilia  Professor in Animation 
Concordia University 
Canada 

 

Sebek Anezka  Parsons School of Design  

Sy Cheikh T.  Director  
UNESCO 
Dar-es-Salaam 
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APPENDIX B: UNESCO AA Committee Meeting 17-19th March 2004 

 
 
UNESCO Arts and Pedagogical Meeting Agenda 

 

 
AFRICA ANIMATED! 

 Workshop on African Cultural Recovery -        
Arts and Pedagogical Committee Meeting 

17 -19 March, 2004, Grand Regency Hotel, Nairobi 
 
 

Tuesday 16th March 
 
   Arrival of participants 
Moderator: Mr Michael Onyango 
 
Wednesday 17th March 

 
8.30 am REGISTRATION 
 
9.30 am Opening Session and General Introductions 

Mr Alonso Aznar, UNESCO Communication Adviser 
  
10.00 am Agenda item 1: Africa Animated! Project 

presentation and Overview of Animation Market 
 Ms Julia Hagl, UNESCO Consultant 
 
10.30 am Contribution from regional animators and 

general debate 
 
11.00 am TEA BREAK 
 
11.20 am Agenda item 2: African animation for children 
 Ms Maria Silvia Bazzoli 
 
12.15 pm General debate 
 
1.00 pm LUNCH BREAK 
 
2.15 pm Agenda item 3: Leaving the Lion King 

Behind…developing truly African content for its 
diverse audience  
Ms Cilia Sawadogo, Concordia University and Mr 
Samuel Quartey, NAFTI  
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3.15 pm General debate 
 
4.00 pm  TEA BREAK 
 
4.15 pm Agenda item 4 Giving African children their own 

heroes (part 1) 
 Ms Emma Kaye, Triggerfish Animation, South Africa 
 
5.00 pm  General debate 
 
5.30 pm  END OF SESSION 
 
Thursday 18th March  

 
9.30 am  Recap of previous day’s session 
 
10.00 am Agenda item 4 Giving African children their own 

heroes (part 2) 
 Mr Vuyo Makaya, SABC  
 
10.30 am Agenda item 5: Study Sara Communication 

Initiative 
 Mr Justus Olielo, UNICEF 
 
11.00 am  TEA BREAK  
 
11.20 am  General debate 
 
12.00 am Agenda item 6: CFI and animation in Africa 
 Ms Fanchon Hamon, Canal France International  
 
12.30 pm  LUNCH BREAK 
 
2.00 pm Agenda item 7: Presentation of cooperating 

Universities  
 Ms Anezka Sebek, Parsons School of Design, USA 
 Ms Cilia Sawadogo, Concordia University, Canada 
 Ms Paula Callus, Bournemouth University, UK 
 Mr Samuel Quartey, NAFTI, Ghana 
 
3.30 pm  TEA BREAK 
 
3.45 pm Agenda item 8: Hands-on training curriculum 

development  
 Ms Anezka Sebek 
 
4.45 pm General debate 
 
5.30pm  END OF SESSION 
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Friday 19th March  
 
9.00 am Recap of previous day’s session 

  
9.30 am Breaking into working groups  
    
11.00 am TEA BREAK  
  
11.15 am Working groups 
 
12.30 pm  LUNCH BREAK 
 
2.00 pm  Presentation of results of working groups 
 
3.00 pm   Wrap up of pending issues, recommendation and 
way forward 
 
3.30 pm  ADJOURN 
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APPENDIX C: Project Overview 2012 

 
Sample Overview, Interview Forms, Reports, Notes from Longitudinal Follow-up of 
UNESCO Projects conducted in 2012 
 
This information was compiled as part of a part-funded follow-up study to establish 
forms of impact resulting from UNESCO Africa Animated Project.  The 
information gathered is not cited directly in this thesis although information such as 
contact details of participants, new practitioners, and RA reports went on to inform 
the narrative in Chapter 2 of this thesis.  
 
 
Memorandum of Understanding between Ms Paula Callus, Bournemouth 
University and Mr Kwame Nyongo and Mr Allan Mwaniki  
 
Evaluating the Social Impact of the Promotion of Animation in Kenya through 
UNESCO’s Africa Animated Projects (2004, 2005, 2006)  
 
Project Overview 
 
This study aims to charter how the Kenyan (and/or regional) participants from these 
projects have progressed professionally in the field of animation, and whether their 
own personal progression has impacted upon the wider societal context through the 
promotion of local content, through narrative and aesthetic influence in animation. 
 
 
The assistant researchers (RA) during a six week period of time (to be agreed) are to 
establish through qualitative research methods (in the form of interviews) and data 
collection, whether the media landscape with a specific interest in the production and 
dissemination of local content has changed after the UNESCO Africa Animated 
Projects.  The RAs will be expected to fulfill the tasks determined in the weekly 
overview listed below. During this time they will be expected to maintain regular 
contact with the project leader, Ms Paula Callus, and to provide evidence of the work 
undertaken.   
 
 
Contacts 
 
The research will be undertaken in qualitative approach and target three main points 
of contact within Kenya 

1. Previous UNESCO participants  
2. Key players from Local Authorities and Broadcasting Houses  
3. New prominent practitioners in animation / or animation houses 

 
Data Collection  
 
Following initial contact, the RAs are to attempt organize meetings with a view to 
record structured interviews with the said contacts listed above. The RAs will adopt a 
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snowball technique, using once contact as a referral to a series of other contacts 
within the same field of interest.  
 
The RA will be aiming to collect data either through structured questionnaires or 
interviews. The RAs will be provided with the necessary audio recording devices to 
record and maintain digital audio files as evidence of the interview.  If this is not 
possible then electronic questionnaires will be provided to the contacts via email in 
place of the interview.  
 
The RAs are employed to obtain this information either through electronic means 
(communication via email) or through personal interviews with the participants. They 
are then to record this data in the electronic forms that are provided, or transcribe 
the interviews where required and then email these documents on a weekly basis.  
 
For points of contact that include UNESCO participants, the data should aim to 
include the following information: 
 

 
 
Furthermore the RA will be looking to identify key players that can provide 
supporting evidence of the change and impact of local content in local media, or 
within an international distribution circuit. The areas of interest that the RA is 
seeking to address may include the following: 

 
Who is the contact? 
 
What was their profession before participating on the UNESCO project? 
 
How many (if any) animations had they produced (or worked on) before joining 
the project  
 
What is their current occupation? 
 
How much do they earn within their current occupation? 
 
What are the average earnings for professionals within the same field? 

 
Have they made any further animated shorts or worked on any productions that 
are animated or that use animated techniques?  
 
To provide a timeline of their continued professional development since 
completion of the project 
 
To document their views on the visibility of animation with local content in 
Kenya – citing examples if any 
 
To provide a qualitative judgment on the animations in circulation in Kenya 
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Throughout this process the RA will correspond mid-weekly via email with a 
progress report of the contacts established, meetings held, and possible avenues that 
could be pursued to obtain further relevant data. This communication may take place 
via Online Instant Messaging or Email Communication and will be in the form of a 
dialogue.  
 
At the mid-point of this study, the RAs will organize small focus groups of a sample 
of people taken from the general public, with access to television, to discuss the 
content that is aired on local channels and to provide an indication of audience 
reception to local content.   
 
 
Please find included below a generic weekly schedule of the tasks to be undertaken as 
a general guide.  

 
To contact suitable governmental authorities to establish if there is any official 
documentation or policies on the percentage of time dedicated on air to local 
content vs foreign content (in all media) 
 
To contact and obtain all related official documentation from local film bodies such 
as a Department of Film Services (DFS)/ Kenya Film Commission/ 
Communication Commission of Kenya (CCK)/ Kenya Broadcasting Corporation 
regarding the policies in place on distribution of local content, regionally and 
internationally, financial incentives to encourage productions  
 
To obtain data of the amount of air-time dedicated to overall animated content 
(local and foreign) in 2012 
 
To determine the amount of local content aired on different prominent local or 
regional television stations in 2004, 2005, 2006  
 
To compare this to the amount of local content aired on different prominent local 
or regional television stations in 2012 
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 Monday Wednesday  Friday Summary of 

Goals 
Week 
1 

Establish 
Contact with 
UNESCO 
participants 
(2004) from 
provided list via 
email 
 
Establish 
contact and 
organize 
meetings with 
current 
available 
personal 
contacts in the 
industry  
 
 

Prepare Mid-
weekly report of 
contacts that have 
been established/ 
dates and times of 
meetings and 
topics that may be 
pertinent to 
address with 
relevant associated 
contacts 

To email 
documents with 
completed forms 
(if relevant) for 
survey data 
 
To email 
document with 
directory of 
contact info.  

To establish 
contact with the 
participants and 
key players 

Week 
2 

Begin 
scheduling the 
meetings with 
contacts that 
have been 
established  
 
Prepare list of 
key interest 
groups that may 
provide 
pertinent 
information 
related to the 
study 

Prepare Mid-
weekly report of 
contacts that have 
been established/ 
dates and times of 
meetings and 
topics that may be 
pertinent to 
address with 
relevant associated 
contacts 
 
Contact Local 
Authorities for 
evidence of 
policies  
 

To email 
documents with 
completed forms 
(if relevant) for 
survey data 
 
To email 
UPDATED 
directory 
information 
 
To email 
electronic copies 
(where possible) 
of official 
policies from 
relevant authority 
  

To book 
meetings for 
interviews  
 
To being 
compiling the 
directory  

Week 
3 

Hold interviews 
with key players 
and review the 
content to look 
for suggested 
new contacts/ 
themes: 
Snowballing 
Effect  
 
To organize 

Prepare Mid-
weekly report of 
contacts that have 
been established/ 
dates and times of 
meetings and 
topics that may be 
pertinent to 
address with 
relevant associated 
contacts 

To email 
completed forms 
 
To email 
documents of the 
transcribed 
interviews  
 
To email 
UPDATED 
directory 

To start intense 
period of 
qualitative 
interviews with 
contacts 
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small focus 
groups as 
samples of local 
audiences and 
organize 
themed 
discussions on 
local content 
 

 
To collate 
electronic versions 
of the 
questionnaire 
results obtained 
from the audience 
focus groups 

information  

Week 
4 

Continue 
interviews with 
key players and 
review the 
content to look 
for suggested 
new contacts/ 
themes: 
Snowballing 
Effect 
 
To organize 
small focus 
groups as 
samples of local 
audiences and 
organize 
themed 
discussions on 
local content 
 
 

Prepare Mid-
weekly report of 
contacts that have 
been established/ 
dates and times of 
meetings and 
topics that may be 
pertinent to 
address with 
relevant associated 
contacts 
 
To collate 
electronic versions 
of the 
questionnaire 
results obtained 
from the audience 
focus groups 

To email 
completed forms 
 
To email 
documents of the 
transcribed 
interviews  
 
To email 
UPDATED 
directory 
information  

To continue 
intense 
qualitative 
interviews, and 
identify key 
players through 
specialist 
recommendation 

Week 
5 

Continue 
interviews with 
key players and 
review the 
content to look 
for suggested 
new contacts/ 
themes: 
Snowballing 
Effect 

Prepare Mid-
weekly report of 
contacts that have 
been established/ 
dates and times of 
meetings and 
topics that may be 
pertinent to 
address with 
relevant associated 
contacts 
 
To finalize the 
collated electronic 
versions of the 
questionnaire 
results obtained 
from the audience 
focus groups in 
previous weeks 

To email 
completed forms 
 
To email 
documents of the 
transcribed 
interviews  
 
To email 
UPDATED 
directory 
information 
 

To continue 
intense 
qualitative 
interviews, and 
identify key 
players through 
specialist 
recommendation 
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Week 
6 

To begin 
compiling all 
information 
collected and 
review any 
outstanding 
tasks from 
previous 
weeks. 

To prepare a 
FINAL report 
with an overview 
of the main key 
points of interest 
that emerged 
through the 
process of this 
study and a 
personal account, 
from the 
perspective of a 
practitioner in 
this industry of 
the changes 
experienced in 
this field in the 
last 5 years  
 

To finalize all 
outstanding 
documentation 
and transcription 
of interviews 
 
To backup digital 
copies of all MP3 
audio files 
 
To mail (via 
DHL) original 
MiniSD cards 
with data  

To finalize all 
outstanding data 
gathering and 
official 
documentation 
and ensure all 
primary material 
is mailed back to 
the UK  

 
 
Outcomes  
 
On completion of this project, the data collected will be used to determine whether 
there is any evidence of a social and/or economic impact of UNESCO’s Africa 
Animated Projects in Kenya.  
 
This will be observed through 

1. recording observations of changes in the visibility of local animated content 
in circulation on local/regional media,  

2. audience perceptions of animated content, and  
3. through examining a narrative of the professional development of the 

participants of these projects.  
 
 The information and resulting analysis will then be used to support the publication 
of a paper, possibly in collaboration with UNESCO, on measuring the long-term 
impact of educational programs of this type on the cultural and economic context of 
production.   
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APPENDIX D: Structured Interview Provided to Research Assistants 

 
Africa Animated Longitudinal Study 2012 
 
This study is being run to investigate the impact of UNESCO’s Africa Animated 
Project within the local environment. It aims to gauge participant’s response to 
participation on this project and establish professional and economical conditions 
before and after the project. It will also focus upon other fields in the wider sphere 
of local media, including production and the dissemination of local content.  
 
 
Please complete the following questionnaire  
 

 

Name:  
 

Surname:  

Nationality: 
 
 

Age:  

Country of Residence:  
 

Current Occupation:  
 
 

1) The year that you attended UNESCO’s Africa Animated project was 
 
2004 
2005 
2006 

 
2) What was your occupation before attending the UNESCO AA project? 
 
 
 
 

 
  3) What were your average earnings per month within this occupation?   
 
Should you not wish to disclose the exact amount – we would appreciate it if you 
could provide us with a bracket value of national earnings one would expect to 
earn in this profession.  
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4) What made you decide to apply for the UNESCO AA Project? 
 

5) Please describe how you found out about the UNESCO Project? 
 

6) Please mark with an X in the appropriate box, how easy or difficult the 
application process to this project  
 
Very Easy Easy  Moderate Difficult Very Difficult 
1 2 3 4 5 
     

 

7) If you marked MORE than 3 in Question 6, then please describe specifically 
which aspects of the application process you found challenging.   

8)  Please mark with an X in the appropriate box, your overall impression of the 
logistical management of per diem funds, personal travel, VISA, accommodation, 
food.  
Very Poor Poor Average Good  Very Good 
1 2 3 4 5 
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9) If you marked LESS than 3 in Question 8, then please describe specifically 
which parts of the logistics you found problematic or poorly managed.  
 
 

10) Please mark with an X in the appropriate box, your overall impression of the 
quality of teaching and the content presented in the workshops. 
Very Poor Poor Average Good  Very Good  
1 2 3 4 5 
     

 

11) If you marked LESS than 3 in Question 10, then please describe specifically 
which parts of the teaching you found problematic or poorly delivered.  

 

12) Please mark with an X in the appropriate box, the appropriate reply to the 
following statement:     
 
The information and knowledge I was taught during this project was….. 
All Information 
that I already 
knew  

Mostly 
Information 
that I already 
knew 

Good Balance 
between New 
and Familiar  

Mostly New 
Information  

All New 
Information  

1 2 3 4 5 
     

 
 
13) If you marked LESS than 3 in Question 12, then please describe specifically 
which topics or techniques you were already familiar with.  
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14) If you marked MORE than 3 in Question 12, then please describe 
specifically which topics or techniques you were already familiar with. 
 
 
 
 
 

15) Please mark with an X in the appropriate box, the appropriate reply to the 
following statement:  

Before attending UNESCO AA Project I had… 
No knowledge of animation production technique 1  
Little knowledge of animation production technique 2  
Some knowledge of animation production technique 3  
Good knowledge of animation production technique 4  
Very Good knowledge of animation production technique 5  

 

16) Please mark with an X in the appropriate box, the appropriate reply to the 
following statement:     
 
Before attending UNESCO AA Project I had… 

No knowledge of animation production technique 1  
Little knowledge of animation production technique 2  
Some knowledge of animation production technique 3  
Good knowledge of animation production technique 4  
Very Good knowledge of animation production technique 5  

 

17) If you marked MORE than 3 in Question 16, then please describe 
specifically which type of production techniques you were already familiar with. 
 
 
 
 
 
 

 
18) Please mark with an X in the appropriate box, the appropriate reply to the 
following statement:     
 
Before attending UNESCO AA Project I had… 
No knowledge of African animation productions 1  
Little knowledge of African animation productions 2  
Some knowledge of African animation productions 3  
Good knowledge of African animation productions 4  
Very Good knowledge of African animation productions 5  
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19) If you marked MORE than 3 in Question 18, then please list which African 
animated productions or African animators you were already familiar with. 
 
 
 
 
 
 

 
 

20) In a short paragraph describe your experience of the project  
 
 
 
 
 
 
 
 
 
21) Please mark with an X in the appropriate box, your overall satisfaction with 
the final animation you completed within the workshops. 
Very Unsatisfied Unsatisfied Neutral Satisfied Very Satisfied 
1 2 3 4 5 
     

 

22) If you marked LESS than 3 in Question 21, then please describe and list 
specifically which parts you were not satisfied with.  
 
 
 
 
 
23) If you marked MORE than 3 in Question 21, then please describe and list 
specifically which parts you were most satisfied with.  
 
 
 
 
 
 

 
 
 
24) Upon completing the project did your animation screen at any international 
or national festival/ media?  Where appropriate mark with an X 

 
YE
S  

 

 
 

NO  
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25) If you marked YES in Question 24 then please list when and where your 
animation was shown.  
 

YEAR FESTIVAL / CHANNEL  
  
  
  
  

 

26) Upon completing the UNESCO AA project did you go on to make more 
animations? Where appropriate mark with an X  

 
YE
S 
 

 NO  

 
27) If you marked YES in Question 26 then please list the TITLE and TYPE 
of animation (eg. Stopmotion, drawn, computer 2D, computer 3D, Flash, Paint, 
Pixellation) and the YEAR it was completed. 
 

TITLE TYPE YEAR 
   
   
   
   
   

 

28) If you completed Question 27 –  
Did any of these animations get shown on local or international media, national 
and international festivals? Where appropriate mark with an X 

 
YE
S 

 NO  
 

 
29) If you marked YES in Question 28 then please list when and where your 
animation/s were shown. 
 

YEAR FESTIVAL / CHANNEL  
  
  
  
  

 

30) What was your occupation after completion of the UNESCO AA project? 
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31) List in chronological order your profession/s and employer from 2004 – 
2012. Please state self-employed if necessary.  
 

YEAR PROFESSION EMPLOYER 
2004   
2005   
2006   
2007   
2008   
2009   
2010   
2011   
2012   

 

32) What is your current profession? 
 
 

33) What are your average earnings per month within this occupation?   
 
Should you not wish to disclose the exact amount – we would appreciate it if you 
could provide us with a bracket value of national earnings one would expect to 
earn in this profession. 
 
 

34) Do you believe that attending UNESCO AA project has benefitted your 
professional development? Where appropriate mark with an X 

 
YES  NO  

 

35) If you marked YES in Question 34 then please describe how you feel you 
have benefitted from this experience professionally.  

 
 
 
 
 
 
 

36) Please mark with an X in the appropriate box, the appropriate reply to the 
following statement: 

Since my participation on the UNESCO AA project, the dissemination of 
animation on local media in my country has… 



 416 

Diminished Greatly  1  
Diminished Slightly  2  
Remained exactly the Same 3  
Increased Slightly  4  
Increased Greatly  5  

 

   37) If you marked MORE than 3 in Question 36 then please give examples of 
this increase (which channels and which animations).  
 
 
 
 
 

38) If you marked MORE than 3 in Question 36,  
 
then please insert numbers in order of preference with 1 as LEAST prominent and 
8 as MOST prominent type of content found in animation 
 
Children’s Entertainment Content  
Children’s Educational Content  
Adult Entertainment Content  
Adult Educational Content  
Local Political Content  
Foreign Political Content  
Local Adult Satire  
Foreign Adult Satire   
Other – PLEASE STATE 
 
 
 
 

 
 

39) If you marked MORE than 3 in Question 36 
  
Please mark with an X in the appropriate box your overall impression of the quality 
of the locally produced animations 
 
Very Poor Poor Average Good  Very Good 
1 2 3 4 5 
     

 
 
 
   40) Please insert numbers in order of preference with 1 as LEAST frequent and 

7 as MOST frequent use of a medium and format for you to watch animation. 
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Local Television Broadcasts  
DVDs connected to Television  
Internet Downloads on the Personal Computer  
DVD or CDs on the Personal Computer   
Mobile Phone Related Technologies  
Foreign/ Satellite Broadcasts for Television  
Internet Streaming on the Personal Computer  
eg. YOUTUBE, Vimeo, BuniTV 

 

 
 
 

41) In your professional opinion are there any other examples of the use of 
animated techniques or animated related skills evident in the productions in local 
media? Where appropriate mark with an X  

  
YES 
 

 NO  

42) If you marked YES in Question 41 then please describe what types of 
techniques you can observe or which skills you think are being applied.  
 
 
 
 
 
 

43) Lastly in a short paragraph can you give a personal account on the 
opportunities and obstacles that may be present for an individual wishing to 
pursue a career in animation in your country or overseas.  
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APPENDIX E: Research Assistant Guidelines and Notes  

 
The notes included below were given to the RA in Kenya as an aid to help them with 
their interviews.  
 
 
Assistant Researcher Notes V01 
 
The following document is to serve as a guide on how to conduct interviews and 
correspondence throughout this project.  
 
You should be provided with USB sticks x 3 –These storage devices are to be used 
to backup all relevant documents related to the study and to include 
videos/animations/images.  Please ensure that the sound recording devices are fully 
charged and working before conducting live interviews.  
 
 
There are different interview approaches that you may intend to use:  
 
 
CASI: Computer Assisted Self-Administered Interview  
 
In this case we will email the interviewee’s a link or interview to complete or to send 
back. The interview may be followed up by structured face-to-face interviews if the 
opportunity arises.  
 
This method will be used to contact AA participants that reside outside of Kenya 
and that are not easily contactable. Or Kenyan participants that are unable to meet in 
person.  
 
We may decide following correspondence and replies to the questionnaire to initiate 
further discussion with participants based on their replies. This may be followed up 
by personal/face-to-face interview or through online correspondence.  
 
It is always best to begin correspondence in an informal email with the participant,  

1- Describing the nature of the project, your involvement and the information 
that we may require from them.  

2- In your emails it is worth asking (where possible) if interviewees can email 
back current CVs for our perusal, along with their responses.  

3- Whether they would be available/ or amenable to further interviews if 
required 

 
You may decide to write a generic email that you can adapt when emailing 
individuals.  Remember to include the document as an attachment and upon receipt 
or reply to your email to verify that the file can be opened and is completed.   
 
Use a standard naming convention for the electronic files to save.  
Example 

1- AAQ01_Muchilwa.doc, AAQ01_Wanjuki.doc –for AA01 Participants 
2- AAQ02_Ncube.doc, AAQ02_Coppen.doc - for AA02 Participants 
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3- AAQ03_Ghazala.doc, AAQ03_Piniang.doc – for AA03 Participants 
 
 
Face to Face Interviews – Semi-Structured Approach 
 
For the purpose of this study we should favor a semi-structured approach. This 
means that the RA will have a list of questions to be covered to use as a guide, but 
the interviewee has much more leeway in how they may chose to reply. The 
questions do not need to follow the guide exactly.  
 
These types of interviews are well suited to conversational discussions on the topic, 
allowing for more versatility in the content acquired. The RA should try to have a 
loose trajectory of the type of information they are interested in and use this as a 
guide. Life- history narratives tend to be best suited to face-to-face recorded 
interviews.  
 
Organize a suitable time and arrange to meet in a location that is not too noisy, this 
ensures that the sound file retains clarity, which will make it easier for transcribing at 
a later stage.  
 
Always begin your interview recording with  

1- the date and time of interview,  
2- the full name and profession of the interviewee,  
3- and a brief outline of the topic of discussion.  

 
In the case of AA participants use the questionnaire as a guide/ or alternatively 
choose to go through the questionnaire with the interviewee, and where suitable then 
elaborate in more detailed discussion. Use the responses to guide you to your next 
line of questioning  
 
Start with general questions then move to specific questions. 
 
Make sure your questions are clear and easy to understand.  
 
Let people finish their response and give them time.  
 
Be open by responding and adapting to the interviewee’s answers.  
 
Be able to steer/ guide the interviewee in articulating their reply with the best 
possible detail in response to the questions.  
 
Be aware of inconsistencies in the answers and ensure that these are challenged or 
questioned 
 
Be able to interpret, clarify and extend meaning of statements (without imposing 
ones own meaning). This is particularly relevant in the case of metaphor, expressions 
and turn of phrases that are unique or specific to local use, which would be 
benefitted by further explanation.  
 
Be able to be balanced, do not talk too much, risking that the interviewee become  
passive in their replies or too little to make the interviewee feel uncomfortable.  
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** These notes will be amended and adapted at a later date to include approaches 
and methods for oncoming scheduled interviews with governmental bodies and the 
private sector, see project outline for more dates.  
 
Furthermore there will be another section included as guidelines for running and 
managing focus groups, see project outline for more dates.  
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APPENDIX F: Tabular Data and Graphs 

 
Sample of tabular collation of data and graphical representations from 2012 
Longitudinal Study 
 

PARTICIPANT NAME GROUP YEAR
Tanzania
Nathan Mgangala AA1 2004
Ali Mossoud AA1 2004
Kenya
Dorothy Miggade AA1 2004
Bella Kilonzo AA1 2004
George Obonyo AA1+AA2 2004
Maurice Oduor AA1+AA2 2004
Sharon Chemai AA1 2004
Alfred Muchilwa AA1+AA2 2004
Samuel 'Tuf' Mulokwa AA1 2004
Moses Wanjuki AA1+AA2 2004
Tony Sankale AA1 2004
Pete Mute AA1 2004
Celeste Wamiru AA2 2005
Ken Kamau AA2 2005
Maina Mucoki AA2 2005
Raphael Mutiso AA2 2005
Grace Omondi AA3 2006
Allan Mwaniki AA3 2006
Tom Mbalu AA3 2006
Joseph Ngari AA3 2006
Uganda
Godfrey Mayanja AA1 2004
Paul Butiga AA1 2004
Diana Namayanja AA2 2005
South Africa
Gregg Coppen AA2 2005
Sabelo Dludla AA2 2005
Irshaad Butler AA2 2005
Mike Scott AA2 2005
Tessa Comrie AA2 2005
Pippa Lugg AA2 2005
Kalle AA2 2005
Zimbabwe
Marvel Banda AA2 2005

PARTICIPANT NAME
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APPENDIX G: Interview J.M. Kibushi (2008-11-05) 

 
An edited and published version of a semi-structured interview with J.M. Kibushi 
 
Callus, P. (2010), ‘Reflections on animation… An interview by Paula Callus with J.M. 
Kibushi’ in Through African Eyes: Conversations with the Directors. New York : African 
Film Festival Inc. .  
 
 
Reflections on animation… 
An interview by Paula Callus with J.M. Kibushi  
 
After having completed your studies in drama what motivated you to look at animation as your 
medium of choice (instead of film or theatre for example)?  
 

I have practised animation for 20 years now. In 1988, I created my 
production house, Studio Malembe Maa in Kinshasa, the motivation being a 
vocation for production and the realisation of theatrical pieces and animated 
films. After about 12 years, I stopped practising directing for theatre. This 
was instead integrated into the direction of the actors that would inform and 
enable the creation of my animated films. This was the case with ‘Prince 
Loseno’ and most of all in my current film which is in development, 
‘Ngando’ where comedians and actors will act out a ‘decoupage’ of scenes 
before the script writing for the film is definitive, and this in turn will be 
informed by these workshops.  

 
Therefore, I believe that in stop-motion animation, I find a symbiosis of two 
disciplines. Theatre is the primary driving force behind the preproduction 
preparatory stages of the film, acting as a test run for the final film in stop-
motion. In post-production, I return to my knowledge of theatre to finalise 
the look of the piece.  

 
In your opinion what does animation bring to you that other forms cannot? 
 

Animation has as it particularities its uses and its techniques which are 
specific to it. It allows you to very rapidly access a message and address 
content that is not necessarily situated in the real. Animation solicits an active 
imagination from the public as its form; the sets and characters are confined 
to inanimate objects that evolve by proxy, instead and in place of, the ‘skin 
and bones’ of its characters. 

 
Can you describe in detail the motivation and process of production in your film Kinshasa, 
Septembre Noir; as well as its historical and political context? 
 

The film utilises a very simple technique - chalk drawings on black paper 
made by children in an after-school setting, a rapid filming of these frame by 
frame, then a very fast developing process that took place on site. This very 
basic and scant technique was introduced in Kinshasa with some success by 
the Atelier Graphiou (Brussels). I took this useful technique and applied it in 
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my own work to arrive at a poignant seven minute animation, with a great 
economy of means and with remarkable efficiency.  

 
The context?.. The devastation on the day the pillages took over the capital, 
that at the time was still called ‘Zaire’, on Monday the 23rd September, 1991. 
Military riots by soldiers with no money, a missed ‘coup d’etat’, frustration, 
rage, a surge of the masses and mobs on all products whether necessary or 
superfluous. Robbery, rape, escalating violence, liquidation of commerce and 
repression. The poor against the rich. The poor against the poor. The typical 
fleeing (practically a ritual), of the ‘ex-patriots’, who left behind nothing. The 
restoration of order. And the return of the “Big Clown’ – Mobutu.  

 
The drawings were made by children, about a dozen, all from primary 
schools from Lemba, a quarter of Kinshasa, where I lived at the time. They 
drew what they saw, and what they shouldn’t have seen.  

 
The animation was reduced to a minimum. By shaking the paper in jerks to 
give the impression of a jeep that advances, for example.  

 
And finally the voice over, a piece of text written by me, that takes the form 
of a prose-like sort of poem, its sober, suggestive, moving and emotive, but 
rejecting a futile sorrow. It is a homage to a Tetela ‘groit’, Papa Marcel Nkoyi 
Edimba Djamba, who disappeared on that very day, and whose popular 
music appears in moments in the film; to whom I wish to pay my respects, 
and through my animation make known my sadness and anger.  

 
 
Recent discourses have begun to look at the value of the animated form as documentary or a record of 
a time and the ideas that make it – a historical document in its own right. What is your opinion on 
these ideas in view of your films, Muana Mboka and Kinshasa; Septembre Noir?  
 

In the past animation has often used illustrative addition or element to 
address complex notions within films (whether pedagogical, technical, or 
documentary) to fix the commentary and thus permitting an understanding 
of these ideas.  

 
So, nowadays this is even more prevalent. The animated images can be seen 
in the current media within the realm of reporting and documentary.  

 
One needs to make a choice and the distinction around these animations.  
On the one hand, there are ‘animations’ [motion graphics] that function well 
for certain genres of media; reportage, advertising, weather etc… On the 
other hand, mainly entirely for documentary, I believe that there is a place 
and scope for animated techniques and a real knowledge of the uses of this 
form.  

 
In the opposite case, we have witnessed a blooming of animated images 
placed in any haphazard manner, in any random place, and referred to as 
animation. I personally do not subscribe to this school of thought. One 
perverts the nature of the form and as a result there is reduction of space for 
the diffusion of animation outside of these small professional circles.  
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In the films Muana Mboka and Kinshasa Septembre Noir, there is a singular 
consistent treatment. The characters, the environment, and the sound track, 
etc… Well, one could say that they are documentaries that are animated, 
created with an artistic view rather than a simple use of a technique. 

 
Most of your recent films are made in French. There is a continuing debate on whether African 
directors should make their films in their native language (probably with sub-titles) or make use of 
French or English to allow distribution to a wider market, both within the continent of Africa and 
in the West. What are your thoughts on this matter? 
 

I think that there will be a time where our films can be translated into various 
African languages and that will be dependant on the development of the 
media.  If the accessibility of cinema and television would be facilitated 
within the rural, rather than being dependant on the current market 
conditions, it would be possible to sub-title or dub films in African languages. 
For the moment, the market does not exist for a cinema in the service of the 
people. But there exist already theatrical pieces filmed in local languages. 
Let’s not forget that radio and certain television programs are anyway 
broadcast in African languages.  

 
Cinema is an industry. Its development is reliant on the market conditions. 
And this makes all the difference between films that are produced by small 
studios and larger production houses, and this has implications on the 
professional conditions. Where, rather than… . one must define the potential 
conditions and its future evolution.  

 
Do all of your films include a pedagogical aspect and collaboration with various artists from 
Kinshasa? Could you describe the reasons and motivations for doing this? 
 

It is important for me to associate my fellow citizens with my creations. My 
primary source of inspiration emerges from my culture. Therefore, 
associating my compatriots with the work I make is one way to inform and 
engage with them and at the same time to give an African authenticity to my 
images.  
 
The pedagogical aspect departs essentially from the onset with a thematic 
intended to make society reflect. In the film Muana Mboka for example, we 
address current issues: street children, the state of the roads, corruption, the 
new churches… 
In Kinshasa, Septembre Noir, we present a political documentary about the 
pillaging of the city by the military… Prince Loseno talks of the question of 
heritage and succession in the royal courts. So beyond entertainment, film 
acts always a vehicle towards a moral principle.   

 
Besides being an active filmmaker/ animator, you have also undertaken the Sakuru Mobile 
Cinema Project. What was your rationale for doing this? 
 

The fundamental idea behind this project stemmed from a questioning of the 
phenomenon of the rural mass migration characteristically in the Southern 
region of Sankuru. Why were people permanently leaving their village to live 
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in the city? The answers to this type of question could be numerous: the…. 
in the village, the monotony of the village, the lack of entertainment, etc. One 
offers …. and recreation to the villagers, especially the youth, allowing a 
window onto the world. With the mediation of new technologies, the world 
has become a village and people are less and less isolated wherever they are.  
 
We organise especially themed evenings, featuring animation, shorts, fiction, 
documentary, films around specific topics such as tradition, sorcery, societal 
problems, poverty… 
 
The Studio wanted to run the Sankuru Project to enable a space for cultural 
development in the rural setting of the DRC. We have volunteers from 
France, Belgium, America……….. The presence, in Sankuru, of people who 
have come from far and wide incites curiosity, and in turn enriches our work 
through revealing the realities of our country to others.  
 

Can you describe the current state of animation in the DRC? And how do you envisage the 
development of locally produced animations? 
  

The occurrence of animation in the Congo, and I believe in the rest of Africa 
in general, takes place through private initiatives. The State and the media are 
indifferent perhaps due to a lack on funds on the one hand, and one the 
other a lack of necessary competency, is far from enabling a reliant animation 
program to emerge. 
 
Therefore, in a time of democratization of digital information through the 
computer, one should incite and encourage the vocation, hoping that one day 
animation will take off. That is what we aim to do, through our little private 
initiatives without the support of the State.  
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APPENDIX H: Interview K. Coker (2012-11-04)  

 
Part of interview conducted with K. Coker (2012-11-04) – This section includes all 
the questions from the interview but does not include all the transcribed replies and 
serves only as a sample. 
 
 
First of all – could you give me some background information about your position/situation in 
Nigeria before your move to the US? 

 
I was born in 1987. I grew up in Lagos; never once leaving the country till I 
was 18 to pursue a degree in Illustration in the Memphis College of Art. My 
brother had already traveled to the US for his education in art. I was initially 
going to study animation at another college, but he convinced me that 
illustration would be better in the long run for my career, and I still thank 
him for it today.  

 
You mention in interviews, that you have a keen interest in comics and animation that results from 
a childhood exposure to these forms. Could you talk about what types of comic books and 
animations you would typically come across as a child in Lagos? What aspects of these comics did 
you relate to? And were you reading any locally made/published cartoons, comics? 
 

Growing up in Lagos, foreign comics/ animation were always considered 
‘cool.’ The quality level at the time was always incomparably higher than 
anything produced locally. I struggle to remember locally produced animated 
tv shows and comics books. In fact, there were no local shows on television 
that had full animation. The closest that came to it was Tales by Moonlight 
on NTA (Nigerian Broadcast Network), which I still possess fond memories 
of. A presenter, ‘Aunty’ would recount folktales to kids gathered around her 
under the moonlight. As she narrated the story, the show would often 
present still image paintings or puppets, dramatizing sequences of mami 
water (mermaids) and monsters…. 

 
What were you doing/ where were you living before the US and what motivated your move? 
 

I was living in Lagos, Nigeria. As mentioned above, during the two years 
after Secondary school at Greensprings School, I worked at Midicorp Nigeria 
Ltd briefly working on tv commercials and then on a canceled project titled 
The Passport of Mallam Ilia for Aqkumen Animation… 

 
You mention that your father is a professor in fine art in Lagos– what role did he play in your 
artistic development? 

 
My father is a painting professor at the Yaba College of Technology in Lagos. 
He is also a muralist and gallery painter. He has always been a wonderful 
influence on me….. 

 
Do you feel that his profession positioned you to be more critically aware of your practice as an artist 
and where this sits in the history of post-colonial Nigerian art? 
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My father’s circle of friends and art ecosystem gave me a broad view of the 
lifestyle and the challenges they faced. Nigerian society is very much practical 
and utilitarian at the moment. Most people don’t have disposable incomes 
that are applied toward purchasing art, so watching these men and women try 
to forge new methods to redefine Nigerian artistic identity in the modern era 
was enlightening… 

 
How do you see the linkages between your artistic practice as an illustrator, independent animator, 
and CG modeler for Sony? 
 
Your current profession is firmly set within the commercial sector and CGI industry/ do you intend 
to continue your projects as an independent animator/filmmaker/illustrator? 

 
Before your move to the US, it appears that you had some work experience in Lagos, could you 
describe how you found the studio work environment there? 
 
 
You have mentioned work on a television animated series for “The Passport of Mallam Ilia” - when 
and where did this series air? And you have access to any images of this animation that you could 
provide me with or more information about the project? 
 
 
Would you like to return to Lagos with a view to contribute to the local art scene or film sector? 
 
 
How did your practice change or develop throughout your education in Memphis? Could you talk 
briefly about your experience of the American educational system in the arts and how this compares 
to that in Lagos? 
 
 
ABOUT YOUR FILMS: 
 
I assumed that due to your being from the South of Nigeria, and from your interest in Yoruba 
mythology that you may be of Yoruba descent/ if this is not correct would you be able to talk about 
your ethnic lineage/s? 
 

That is correct. My father is of Yoruba descent and therefore, I am, 
according to Yoruba patrilineal custom. Specifically my paternal family comes 
from Abeokuta, in Ogun state. Abeoukuta is a town about 45 minutes north 
of Lagos. My mother, however is half Yoruba (Lagosian from Ijora) and half 
German… 

 
You have been cited in various articles as having a keen interest in Yoruba myth and narrative and 
undertaking research in this field (AfricanDigitalArt) – could you describe how you go about 
researching this material and what sources you look towards before producing your own work/ 
(adaptations)? 
 

First of all my father is a great source. Yoruba tradition is based on oral 
history so I’ve found it quite natural to rely on him as a source. … 
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Could you translate what “Oni Ise Owo” means in Yoruba, and why you chose this as the title of 
your animated film? 
 
 
Could you describe the narrative context of your film? What inspired you to tackle this story? 
 
 
Why is the central character banished/ exiled – who are the other figures that exile him? 

 
 
You split the narrative into two sections – one is monochromatic, the other has colour – is this device 
use with a particular intention in mind? 

 
 
Who is the central horned/ ram character in “Oni Ise Owo”? What inspired this design? Did you 
have any particular Nigerian aesthetic references that you were interested in for this project? 

 
 
At moments in this animation you employ masked characters – could you explain what the 
unmasking of the character signifies/ and if you are referencing any particular masks from Yoruba 
masquerade? 

 
 
In your film ‘Iwa’ – the ram-like character makes reappearance, and again there seem to be some 
recurring motifs that appear in your first animation with the exile to another place. – Was this film 
intended to be seen in light of your earlier film and as a development of it? 
 
 
Is there a particular reason why you chose to assign the horns of the ram to this character/ and what 
particular meaning these carry? 
 
Could you give a brief narrative overview of this animation, and again reference any influences that 
may have played upon the development of this film? 
 
Who is the figure at the start of the film – that gives life to the man with the mask? 
 
 
What is this space that these characters inhabit – and what references did you use when you thought 
of the environment design? 

 
 

There seem to be architectural references to the Hausa minarets and the Great Mosque of Djenne in 
Mali – was this an intentional device and if so could you elaborate on this. 

 
What is the significance of the bell ringing sequence? 
 
In this animation you present 3 characters with distinctly different masks? Could you talk about the 
significance of these masks and their intended meaning within the narrative? Also could you give an 
account of the role of these characters? 
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There is a similar masking/unmasking of the character that appears (as in your previous film). 
How do you see the image of the mask and its use in this narrative? And does this represent a larger 
metaphor? 
 
 
I am particularly interested in your proposed project in development for Jupiter Jonah and the 
animation pitch for Ekologue – would you be able to talk about these projects in more detail. 

 
 
You mention in your blog that you pitched Ekologue as a Nigerian television animation series – 
Who did you pitch to and how was this received – 
and what type of audience were you targeting for the series? 
 
 
In the preproduction treatment for both of these two projects you use imagery that draws from colonial 
motifs (such as the costume design and props and some characters such as Stein) – Are you 
interested in these references and if so how are you proposing to tackle these political ideas within 
your work?  
 
It may appear that your aesthetic treatments of these two projects bring a sense of the ‘Marvel-comic’ 
and in places something of the Miyazaki and Peter Chung’s Aeon Flux. (Whilst I realise all 
uniquely different – for example your lady on the scooter image on your blog for Ekologue reminds 
me of Miyazaki, and your Funlola character has something of the Aeon Flux)… 
Are you influenced at all by any of these artists? Which artists do you feel have made an impact on 
you as an artist? 

 
 

 
Having said the above – the design incorporates qualities that also resonate with a Nigerian 
audience. If you had to identify why you think this is so – and what makes this narrative and 
aesthetic treatment an example of Nigerian comics, could you discuss this? 

 
 

Some writers like to use the term hybridity to describe films or artworks that draw from different 
practises and that perhaps can be situated in different geographical spaces. Would you describe your 
more recent work as an example of ‘hybrid’ animation/ graphic novel? 
 
 
How does this later work differ from your first two animated films mentioned above? 
 
Your blog also mentions other personal projects that you are working on. Would you like to talk 
about them? 

 
 
What your intentions are for each of these in the future? 
 
 
Have you considered financing these projects through crowd funding? 
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APPENDIX I: List of YouTube Channels  

 
ARTIST CHANNELS 
 
The YouTube and Vimeo Channels for individuals accessed on 06/06/2014 
 
Kwame Nyongo - https://www.youtube.com/channel/UCHeOiGXfLQaIUu3YikCe4Rw  
 
Allan Mwaniki - https://www.youtube.com/channel/UCkVYOOSjc1xBbsp983v1HLg 
 
Ezra Wube https://vimeo.com/user3020530  
 
Ng’endo Mukii https://vimeo.com/ngendo 
 
Peter Mute - https://vimeo.com/majiqmud 
 
 
COMPANY CHANNELS 
 
The YouTube Channels for companies accessed on the 10/07/2014 
 
RECON Digital of Gatumia Gatumia - https://www.youtube.com/user/RECONDigitalVideo 
 
ECVL1 of Adamu Waziri - https://www.youtube.com/user/EVCL1/videos  
 
Totally 2D – https://www.youtube.com/user/Totally2d/feed  
 
ShrinkFish of Ebele Okoye - https://vimeo.com/shrinkfish  
 
 
Company Websites accessed on the 01/07/2014 
 
Studio Ang of Bob Muchiri -  http://studioang.tv/works/ 
 
Afrikanadigital of Andrew Kaggia - http://afrikanadigital.com/portfolio.htm 
 
 
 
USER 
The YouTube Channel was accessed on the 30/06/2014 
 
Grafikdon -  https://www.youtube.com/channel/UCYvnMh7bJ9ll-PBNjShN7jQ  
 
 
ORGANISATION CHANNELS 
 
The YouTube Channels for organisations accessed on the 01/07/2014 
  
 
Association of Animation Artistes Kenya -
https://www.youtube.com/channel/UCbnBdfMAYKF8xkKlzBOlphQ  
 
iHub Kenya - https://www.youtube.com/user/ihubnairobi 
 
Association Burkinabe du Cinema d’Animation (ABCA) - 
https://www.youtube.com/channel/UCMLmiY_fKIk0Z9TpcdXrqaA  
 
ADMA Rwanda –  
https://www.youtube.com/watch?v=z57GQO91e8w 
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KWETU Film Institute Rwanda -  
(http://www.youtube.com /user/kwetufilminstitute?feature=watch. Accessed 21/03/0214) 
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APPENDIX J: Early Literature on Animation  

 

With the exception of the contributions by Edward Lutz’s Animated Cartoons first 

published in 1920, Joseph Lo Duca’s book Le Dessin Anime published in 1948, Robert 

Benayoun’s Le Dessin Anime Après Walt Disney in 1966, and Ralph Stephenson’s book 

Animation in the Cinema published in 1967, the available literature specific to a notional 

field of animation studies within the Europe and the US began to emerge in the late 

eighties and nineties. There is evidence of earlier publications, such as Animated 

Cartoons: How they are made, their origin and development (1920), by E.G. Lutz, but this text 

was mainly referred to as a technical manual for likes of Walt Disney. 
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APPENDIX K: DVD Insert  

 
The DVD Insert includes a small collection of animations and videos that the author 
has obtained permission to include. These are not for release in the public domain 
and to be referred to solely within an educational context.  
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