





Chapter 3 - Framing Nation and Enterprises BEELD E{GELUID

FRAMING OF A NATION
After producing The
World - Our Market
(1963), which dealt
with Nigeria’s efforts
from oil exploration

to oil production, the
Shell Nigerian film unit
finished their likely final

film, Framework for a

Nation (1963) (Figure A group of MPs watching the §
3.13). Framework M P S wn
for a Nation was only

available for international

distribution, does not

Figure 3.13: Similarly like UAC, Shell-BP targeted state rulers and government

seem to have been officials. Here, for the premiere of The World- Our Market, Shell-BP was appa-
rently able to secure 200 members of the Nigerian parliament.“MPs Watch
available fOF genera| Shell-BP Film Premiere,” Shell-BP Bulletin, May 1963, no. 1, 3.

distribution and was not

mentioned in any of the Dutch or UK Shell film catalogues.'” Within its half hour
running time, the film provides an interpretation of Nigeria's first six-year national
Development Plan, which was launched in 1962. Development planning was
seen as an effective means to modernise the economies of newly independent
African countries. The Six-Year Development Plan would include rough economic
forecasts, policies towards the private sector, and a list of proposed public
expenditures on development and productivity enhancing projects. Designed to
increase the standard of living, it sought to help Nigeria transit from an agricultural
economy to a mixed one of agriculture and industry. Public expenditures would
concentrate on roads, administration, education, agriculture, production facilities

(such as for steel, cement, fertilisers) and water.'® But the first plan also provided




opportunities to replace “primitive technologies” by modern ones imported from
abroad in order to hasten Nigeria's transition from traditional to modern market
economy. '

The first development plan was prepared by the Minister of Economic
Development, but foreign economists were very influential. In reality the American
Wolfgang Stolper was the main architect of the plan, together with two other
American experts and the Indian Narayan Prasad who acted as an economic
adviser to the Nigerian Prime Minister. 2° None of these experts were specialists
on Africa, nor did they have first-hand experience there; Stolper was also known
for having a low opinion of Nigerian history and culture. Highly trained Nigerian
economists were confined to peripheral roles.?’ The Western experts were sent
by American and Western governments as well as aid agencies to assist in
bringing about rapid modernization by introducing modern national development
planning. The World Bank, in collaboration with Western aid and development
agencies (such as the Ford Foundation) also organised workshops during the
preparation of the plan.?? It is important to note that during the construction of the
plan, Rostow’s stages of growth theory was actively exported and propagated in
African countries, idealizing Western capitalist societies through modernization,
while trying to retain the spread of communism.?* According to his theory all
societies could be laid out at different points on the same evolutionary scale,
with the Western world at the top. Primarily drawing from data of Western
capitalist economies, Rostow defined five stages of economic development: the
traditional society; the setting of the pre-conditions for take-off; the take-off
into self-sustained growth; the drive to economic maturity; and the age of high
mass-consumption.?* In this system underdevelopment was not seen as a result
of exploitation but as a condition that all societies had to pass through on their
way to maturity.?> Non-Western societies could only develop by replicating the
features of Western civilization, while African cultures were portrayed as inferior,

primitive or backward. Decolonisation thus became part of the process of the




pre-condition period, undermining anti-imperialist arguments about exploitation
continuing in neo-colonial form.?® The stages of economic growth theory would
become the only accepted gospel for promoting economic development in
Nigeria and the take-off was seen as the most important component of this.?’
The attainment of a particular target of growth became the overriding concern of
development economists. Rostow's ideas must have been known during the time
of the Six-Year Plan’s development. Stolper, the main architect, was a fellow MIT
associate of Rostow and he had actively provided Rostow with valuable insights
into Nigeria's development prospects needed for setting up a possible American
aid program.®

Framework for a Nation was filmed in colour and begins with a shot of the
Lagos harbour from a distance, while drum rhythms appear on the soundtrack.
Time passes from dawn to morning and several Nigerian women walk by, carrying
bundles on their heads. They are followed by two boys pulling two goats along
before a hard cut shows the overhead view of an oil truck passing by on its way
to the city (it is difficult to register, but it is indeed a Shell truck), replacing the
sound of drums with traffic noise. The English speaking Nigerian voice, speaking
in the plural “we”, introduces the viewer to the cityscape, its traffic and the
modern architecture of office buildings, similar to Enterprise in Nigeria. After the
“symbols of the prosperity we all want and the pride we feel as an independent
nation”, another face of Nigeria is shown, where two men with water jugs on their
heads are walking to a well in an Northern village. “Here, things haven't changed
much in a hundred years”, the voiceover tells us, showing the Fulani herdsmen
and fishermen trying to get by. The showing of old and new ways, which positions
Northern Nigeria against Western Nigeria, continues throughout the film. Images
of older methods of harvesting are still shown, such as the obligatory climbing
of the palm tree with fruits falling from great heights, or the oil hand presses.
However, the voiceover seems a little more careful and does not call it “primitive”

but “out of date”, something which could improve with the proper research and




funding. After explaining quickly the problems in the city and the country (poverty,
disease, unemployment, shortage of teachers, shortage of houses), the film
underlines the need for a development plan.

According to Douglas Gordon Framework for a Nation was “literally a gift
from Shell-BP to the Government.”® The film was shown to senior government
officials and leaders and industrialists and educationists, and was also actively
distributed to Nigerian embassies abroad “to help the Nigerian Governments in
their bid to attract foreign investors, while the vernacular versions of the film will
enhance local education.”® The film probably also toured with mobile cinema
vans throughout the country, as was done with other Shell-BP films. Gordon
saw Framework for a Nation as having a positive influence by promoting goodwill
toward the company: “The Nigerians who worked on it were very proud of it and
even the journalists who were anti-Shell-BP because they were radical, they
came to me and they said we didn't realise you could do something like that and
were very grateful.”'

The film was mentioned in the introduction of a promotional booklet on Shell-
BP in Nigeria, published in 1965, that stressed the joint effort of the company
and the government to realise the Development Plan and to develop the benefits
for the community with new oil revenues: “Shell BP is growing with Nigeria and
is her partner in progress.”® This relationship between the government and Shell
is not as pronounced as in the film. In the film Shell’s name is not mentioned
or shown, though its facilities (without any signs or logos) are shown. The oil
industry in general is mentioned and is positioned as the motor of progress: “We
need oil today because we need extra power and more machines. And more than
that, we need the money which the export of oil can earn for us abroad.”® Such
an open admission of Shell’s active part in national politics was not unknown,
and had been done in other national film units before such as in Venezuela where
several films were designed to show the impact of oil on the Venezuelan economy

with proceeds going to social services and industrial development.® This was




done by showing that the government was already investing the oil proceeds in
these ways, though at the time this does not seem to have been the case. In
Nigeria, these examples do seem to stem from the intentions of the Development
Plan, but were still presented within a speculative focus. Thus the possible
benefits of the plan are shown, such as a dam construction, mills, an oil refinery,
more roads and better infrastructure, modernised telecommunications, and the
extension of the Nigerian railways.

Though the film is mostly a visualisation of modern Nigeria, Shell used for
the international promotion a still of a woman standing in the field, removing
chaff from rice, with a baby in a sling on her back. The still is taken from the
short section on the Fulani people with their struggle against poverty and their
wariness over change. This ‘traditional’ image contrasted with the text underneath
that highlighted the benefits of the Six-Year Development Plan and the changes
going on in Nigeria. According to the advertisement, the Six Year Plan was
“designed to provide the
framework within which
a modern economy and
a modern way of life can
be achieved in a world
dominated by science.”*®

(Figure 3.14) When

offered for distribution
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in the Petroleum Films

Bureau catalogue, where
oil related films could

be rented for free, the
film was described as
setting “out to provide a

background against which

‘Throughout the Republic of Nigeria,
the way of life is changing — these
changes are bringing problems which
can only be overcome by planning and
co-ordination. This 30-minute colour
film, available in either 35mm or 16mm,
looks at the broader issues of the
country’s development following the

publication of the comprehensive Six
Year Plan. This plan is designed to
provide the framework within which a
modern economy and a modern way of
life can be achieved in a world domi-
nated by science. Nigeria is rich in
natural resources and the people are
now taking stock of their great potential.

For full information about this and other Shell films,
write to your local Shell company or, in the U.K., to:—
Petroleum Films Burcau, 4 Brook Street, London, W.1.
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Figure 3.14: Not long after the advertisement for Framework for a Nation
appeared in the International Film Guide 1966, the Six Year Development Plan
ended prematurely as the First Republic collapsed by a military coup. Interna-
tional Film Guide 1966, ed. Peter Cowie, (London: Tantivy Press, 1966), 194.



Nigerians can see their own problems more clearly and determine which are the
most important issues.”® This was quite different from the film's description in
the Shell/BP public relations booklet for Nigeria, as it “tells the story of Nigeria's
resources, the efforts to develop them, the problems involved, progress made

so far, and the signs of future success.”" Thus again, for Western eyes, this

film presented a foreign vision on how things should be done (modernisation
along Western lines) while using distinctly non-modern imagery. However, when
these films were advertised and made available for international distribution, the
Development Plan was already in trouble and the First Republic would soon come
to an end.

The Development Plan relied on exports for foreign exchange and public
finance, and expected foreign capital for its investments. These expectations
were based on an ages-long assumptions from the heyday of colonial rule that,
according to Toyin Falola, “without foreign investment, neither public nor private
endeavour can achieve the rate of growth that the Nigerian people desire.”®
Framework for a Nation also underlined that foreign investment was needed,
which corresponds with Gordon’s claim that the film was meant to attract
foreign investors to Nigeria. As a group of men walk towards a building under
construction (two of them white), the Nigerian voiceover tells us: “We don't yet
posses enough skill and capital to do all we want to do quickly enough. So we
invite foreign investment. We need this and all the other help we can get.”

Here Rostow’s modemnisation theory makes its formal entrance. According
to Framework for a Nation, Nigeria was in the stage where the pre-conditions for
take-off were prepared, thus at a time when a great increase in investments was
needed. The film directly copies Rostow’s metaphor of the airplane that generates
speed on the runway and, ignited by the engine of growth, takes off, taking the
country to the ultimate destiny of high mass-consumption. After the scene at
the construction site, the film cuts to a close up of the jet engines of a Nigeria

Airways airplane just as it begins to taxi on the runway, and the voiceover says:




“Think of our economy as a giant airline, setting out for its far destination with a
heavy load of passengers and cargo. At first it moves slowly as it taxis off towards
the runway. But to lift the aircraft off the ground it needs a massive boost of
power from its engines. This is what the economist means when he talks of the
process of ‘economic take-off.” Once it's airborne, an economy becomes self-
supporting.” The airplane is seen taking off, slowly disappearing in the distance.
“For us, however, the moment of ‘take-off’ is still a far-away dream.” With this
explanation Nigeria's economic situation is presented as something natural, a kind
of maturation, of finding speed to get off the runway. It also presents the “take-
off” as the right method whereby the continued need from foreign investment was
naturalised.

It is not strange that Rostow’s ideas appeared in the film, Gordon had been
in close contact with the economic advisor to the Nigerian government’s Chief
Economic Planner, the Indian Narayan Prasad who had been sent to Nigeria
by the World Bank.2® According to Gordon, the film unit was actively assisted
by the Nigerian government, as Prasad knew the Film Centre’s production on
Indian electrification for Associated Electrical Industries, The Peaceful Revolution
(1961). “Because he respected that film and knew that we were, as it were,
honest brokers and we got in and made it [...].” Ultimately, however, the
Development Plan failed to accomplish many of its goals. It assumed incorrectly
that resources would be available for rapid economic development, huge funds
of external money would come from abroad, and political decentralization and
regional rivalries would not occur while during the execution phase that was based
on mostly inadequate data.*® The growth of the gross domestic product during
the first (and second) plan did, however, exceed the projections. Nevertheless this
did not translate into any meaningful improvement in Nigeria's economic situation
and the standard of living did not improve for the majority of people.*’ According
to Jeremiah Dibua, the failure of development planning in post-colonial Nigeria

was influenced by the subordination of the economy to the international capitalist




system that propelled modernization and developmentalism.*? Independence and
the many changes that followed did not lead to immediate economic autonomy.
British and other foreign companies maintained a great deal of control. Foreign
companies still controlled Nigeria's trade, insurance, shipping, banking, and
mining. Shell-BP dominated the oil exploration, while UAC (together with the
other British corporation John Holt) controlled trade and manufacturing. The
Nigerian economy was neo-colonial.*®

Not long after the release of Framework for a Nation, the Development
Plan ended prematurely when the First Republic collapsed after a military coup
in 1966. A devastating and brutal civil war followed. Shell remained in Nigeria
though it did not produce much oil as many operations came temporarily to a
halt.** It also refrained from producing film. In 1970 after the end of the civil
war, the SFU, not a special Nigerian film unit, finished a new film, Pjpeline to
Forcados, for Shell-BP Nigeria. This film showed the construction of the export
pipeline from the interior of the Niger Delta to Forcados through forest, swamps
and rivers.*® Qil indeed would flow in ever growing numbers again. However,
Nigeria still had not become free from the grip of former colonial companies
and became even more dependent on world markets, especially for oil (despite
a partial nationalisation from 1973 onwards).* During the coming decades
economic inequality, ethnic conflict, corruption, political instability, violence,
and environmental damage grew and ravaged the country as military regimes

alternated with civilian governments.




CONCLUSION

It is no secret that corporations try to influence perceptions about their products
and image through marketing, branding, and advertising. They are very sensitive
when it comes to their public image and carefully control media representations.
In early 1998 Shell reportedly planned to spent 160 million dollars on “post-
crisis advertising”, at a time when the managing director of Royal Dutch Shell
claimed it was “in danger of losing the communications battle”.” Nowadays

this “communications battle” is rarely done through the production of films. But
before the 1970s, when public relation films without a clear ‘hard sell’ would be
become increasingly difficult to produce and corporations would start to make and
distribute fewer industrial films, film was a very common method to communicate
a positive image of the company to a broader audience.

This research has looked into the use of industrial films by two major
multinational corporations, UAC/Unilever and Shell, and how they responded
to the uncertainty surrounding Nigeria’s transition to independence. Though
nowhere near present day advertising budgets, both companies spent several
millions of pounds in today’s currency making films that were produced in Nigeria
and intended primarily for local use. Though it remains unclear how much these
films contributed to achieving UAC/Unilever’s and Shell’s goal of seamless
continued operations in Nigeria, my research has shown how invested these
companies were in creating and adapting their corporate images to the shifting
political and cultural landscape.

In Nigeria, UAC/Unilever and Shell films could be rented for free by
interested parties. They were actively used by the companies’ public relation
managers and shown with their own mobile film units, but they were also used
by the government’s mobile film units. The films reached different audiences
from schoolchildren, students, (future) employers, to highly sought after traders,

teachers and high-level government officials. Some films were also screened




abroad by the companies themselves, as international company film libraries
offered them for free for educational, industrial or household use. They existed
in various languages and sometimes in re-edited versions. Less commonly,
these films could be seen in the commercial theatre circuits or on television. In
Britain, the Central Office of Information distributed many Unilever/UAC and
Shell films, while sponsoring additional language versions to encourage exports
and to support British industry and technology overseas. In this way, educational
institutions, business partners, television stations, international film festivals, and
local governments (through embassies and consular posts) could rent and show
them freely. Through film Unilever and Shell could present themselves to local
and worldwide audiences as a stable, forward looking, technology advanced
trading partner that played an important positive role in Nigerian economic and
social development.

Of the two companies, Shell was especially active in establishing high-level
government contacts through film. This was not unusual since the company was,
more than UAC/Unilever, searching for new ways to create positive connections
with the Nigerian government through their public relations. Prospecting and
mining licenses had to be secured and rentals, incentives, royalties and profit
taxes coming from oil had to be negotiated. Shell also needed to spend millions of
pounds per year to continue prospecting and producing oil as foreign competition
arrived. Though Shell increased its exploration and drilling immensely at the start
of their film program, this did not translate immediately into informational films
especially made for local communities. From Shell’s point of view, the educated
Nigerians were the prime targets, not the villagers or landowners on whose land
they did not need obtain any prior permission to conduct exploratory work. To
educated and governmental Nigerian elites, Shell wanted to emphasise their
economic assets, wealth of experience, and Nigerisation programs. Perhaps
the existence of an actual film unit in Nigeria, rather than just flying over a

film crew in from England (as was done by Unilever), made the Nigerian films




different from the usual Shell mould. From the start, the films were made “to win
general approval rather than detailed understanding”. They showcased human
interest stories and created a dramatic focus, rather than focus on the technical
exposition that had been perfected by the Shell Film Unit in London. The fact
that Nigerians were working on these films as assistants, learning from the Film
Unit's professionals, was also seen as a welcome beneficial element in promoting
goodwill towards the company. Local voice talent and music with a connection to
Africa and Nigeria were intended to authenticate the corporate image and support
the claims of cooperation and joint growth made in the films. After independence,
the use of sound becomes a key element in this strategy, also by UAC/Unilever
and other companies.

For both Shell and Unilever the rhetoric framing and distribution strategies
vary accordingly for national and international distribution. Some films were
only meant for distribution in Nigeria, while others were produced in several
different versions and launched with a different advertising campaign for
international distribution. The first three UAC films The Oil Rivers, The Twilight
Forest and Traders in Leather especially foreground the schism and the re-use
of images for western audiences. Compared to the corporate advertising in West
African newspapers and magazines, the films were much more grounded in
imperial rhetoric and traditional colonial images. Released in Britain, the British
ad-campaign for the films focused on images of a pre-industrial world, while the
re-edited theatrical version of Traders in Leather was made into a old fashioned
colonial travelogue, showing a remote and exotic African world. In Britain the films
served a different purpose for their corporate image. Many years after their use
in Nigeria, they were still distributed internationally by Unilever to show how the
company had helped Nigeria “towards a greater prosperity and self-reliance” with
their British knowledge and resources. A Shell film like Oilman’s Move, on the
other hand, functioned in Nigeria more as an advertisement, mentioning Shell-

BP and showing logos, which were edited out in the international versions made




by SFU. Films like Shell's Nigeria’s Oilmen or UAC's Enterprise in Nigeria were
specifically made for Nigeria to promote employment opportunities and training
schemes and thus were less present on the international film market.

Change accelerated after Nigerian independence. UAC re-tuned their public
relations activities and Shell wanted to associate the oil company with the newly
independent nation. Films became more directed towards Nigerian audiences
and they made less use of older (colonial) stereotypes of primitive and exotic
native life. Nevertheless, as the films of the two companies became more
concentrated on promoting progress, technology and science, they continued
to propel the colonial sublime through altered landscapes of modern factories
and buildings while promoting Western economics through the modernisation
theory. The wonder of new, strange objects and technology were an important
element in the Shell films, especially as they provoked feelings of the sublime
through human labour, remaking landscapes and building large structures, as
had been done during the colonial period, fetishising the relationship between
the technology, colonial rule and the sublime. Both companies tried to create a
positive atmosphere for a unified national identity where postcolonial companies
were a welcome part of Nigerian society that embraced progress and modernity.
The films did not function on their own, but often stood in relation to other
publicity campaigns to create goodwill. UAC'’s publicity in Nigerian newspapers
and magazines especially carried and re-iterated their films’ messages that
they brought prosperity to Nigeria, accelerating national progress through their
industries and creating national wealth through training Nigerians. Through
technology and its connected knowledge transfer, the coloniser and colonised
would come together. Yet the industrial films were also still reminiscent of the
colonial films from decades earlier, showing the beneficial influence of a foreign
(Western) industry on a “backward” (non-Western) country that had not changed
in centuries, that is, until the Western progress arrived.

From my research, it becomes clear that British and Dutch companies




were much more than passive observers during the decolonisation process.
Films were used internationally by these corporations to maintain ties between
Britain and British economic interests and the newly independent Nigeria. Their
industrial films were planned and executed with explicit public relations objectives
in mind and reveal a strong desire to forge a close bond between multi-national
corporations and the (post) colonial governments. As Nigerian nationalist powers
grew, expatriate companies sought ways to represent their interests to local
Nigerian audiences as well as the global market. They constructed a positive
image of modernisation, development and progress that was grounded on a
Western model. Though many of these ideas, especially those connected with
oil, have since become stained with negative associations, they show the cultural
construction and framing strategies that have influenced perceptions on Nigerian
development, as it was linked to modernisation, industry, nature and oil. My
research underlines the significance of the processes and dynamics of industrial
film. While serving as an advertisement or promotional spot for a product,
process, or company, industrial films also transmit important technical, political,

cultural and social discourses.




FILMOGRAPHY

FILMS BY UNILEVER FOR THE UNITED AFRICA COMPANY

The 0il Rivers (1956), Editorial Film Productions, Ltd., 16 minutes.
Dutch title: De olierivieren

Theatrical version, distribution Eros Films Ltd.: The Seeds of Change (1957)
Producer: James Mellor

Director: Sydney Latter

Photographer: Douglas Hill

Editor: Dudley Birch

Script/commentary: Elspeth Huxley

Commentator: David de Keyser

Music: Elizabeth Lutyens

Orchestra: Sinfonia of London

Conductor: Muir Mathieson

The Twilight Forest (1956), Editorial Film Productions, Ltd., 27 minutes.
Dutch title: Het woud der schemering

Theatrical version, distribution Eros Films Ltd.: The Unknown Forest (1957)
Producer: James Mellor

Director: Sydney Latter

Script: Laurence Mitchell

Photographer: Douglas Hill

Editor: Dudley Birch

Commentator: John Westbrook

Music: Elizabeth Lutyens

Orchestra: Sinfonia of London

Conductor: Muir Mathieson




Traders in Leather (1957), Editorial Film Productions, Ltd., 14 minutes.
Dutch title: Handelaars in leer

Theatrical version, distribution Eros Films Ltd.: South of the Sahara (1957), 24
minutes.

Producer: James Mellor

Director: Sydney Latter

Script: Julian Bond

Photographer: Douglas Hill

Editor: Dudley Birch

Commentator: David de Keyser (South of the Sahara: E.V.H. Emmett)
Music: Douglas Gamley

Orchestra: Sinfonia of London

Conductor: Muir Mathieson

Enterprise in Nigeria (1961), Gerard Holdsworth Productions, 21 minutes.
Dutch title: Nigeria bouwt aan zijjn toekomst

Producer: Gerard Holdsworth

Co-producer: Don Kelly

Director: Sydney Latter

Photographer: Don Kelly

Commentary: James Cameron

Commentator: Eldred Fiberesima

Music: Yorke de Sousa

OTHER FILMS MADE FOR UAC, BUT NOT PRIMARILY DEALING WITH NIGERIA:
The Surf Boats of Accra (1958), Editorial Film Productions, Ltd., 15 minutes.
Dutch title: De open haven van Accra. Theatrical version: Ten Men in a Boat.

The New Traders (1962), Gerard Holdsworth Productions, 23 minutes.

African Awakening (1962), World Wide Pictures, Ltd., 36 minutes.




Towards the Highlife (1965), Birch-Hill Films Limited, 22 minutes.

FILMS BY THE SHELL-BP PETROLEUM DEVELOPMENT COMPANY OF NIGERIA LTD.
The Search for Oil in Nigeria (1961), Film Centre International Ltd., Lagos, 26
minutes.

Dutch title: De opsporing van aardolie in Nigeria

Producer: Douglas Gordon

Director: Frank Nesbitt and Adolph Ozoude

Photographer: Maurice Picot and Zacharia Diai

Editor: Roy Ayton and Levi Ezeasor

Music director: Akin Euba (courtesy Radio Nigeria)

Commentator: Wole Soyinka

Oilman’s Move (1961), Film Centre International Ltd., Lagos, 30 minutes
(international version 22 minutes).

Dutch title: Een boortoren verhuist

Producer: Douglas Gordon

Director: Frank Nesbitt and Adolph Ozoude

Photographer: Maurice Picot and Zephenia Diai

Editor: Roy Ayton and Levi Ezeasor

Music: Ambrose Campbell and Fitzroy Coleman, and their bands.

Calypso singer: Sammy (Samuel) Akpabot

Commentator: Adamu Mohammed

Nigeria’s Oilmen (1962), Film Centre International Ltd., Lagos, 25 minutes
Producer: Douglas Gordon

Director: Frank Nesbitt and Adolph Ozoude

Photographer: Maurice Picot and Zacharia Diai

Editor: Roy Ayton and Levi Ezeasor




Music: Edward Williams

Commentator: Yemi Lijadu

Nigerian Harvest (1962/1963), Film Centre International Ltd., Lagos, 35
minutes

Producer: Douglas Gordon

Director: Frank Nesbitt and Peter Alumona

Photographer: Maurice Picot and Zephenia Diai

Editor: Roy Ayton

Sound: Mike Le Mare

Music: Freddie Phillips

Commentator: Olu Sowande

The World- Our Market (1963), Film Centre International Ltd., Lagos, 38
minutes

Producer: Douglas Gordon

Written and directed: Philip Owtram, assisted by Peter Alumona
Photographer: Maurice Picot, assisted by Kola Ogunbanwo

Editor: Roy Ayton, assisted by Gboyega Olagunju

Music: Edward Williams

Conductor: Marcus Dods

Nigeria’s Natural Resources, announced in 1963. Perhaps this film was

reworked/retitled into Framework for a Nation

Framework for a Nation (1963), Film Centre International Ltd., Lagos, 32
minutes (shortened version 31 minutes)
Producer: Douglas Gordon

Director: Philip Owtram, assisted by Livinus Okereafor




Photographer: Maurice Picot, assisted by Kola Ogunbanwo
Editor: Roy Ayton

Commentator: Yinka Olumide

Music: Thea Musgrave

Conductor: Marcus Dods

At least four Shell-BP Cinemagazines

Produced by the Shell Film Unit in London, compiled mainly from the Shell-BP
Nigeria films The Search for Oil in Nigeria, Oilman’s Move, Nigeria’s Oilmen, Nige-
rian Harvest and The World- Our Market:

Getting Down to Oil. 1. Discovery (1964), Shell Film Unit, 21 minutes.

Getting Down to Oil. 2. Drilling (1964), Shell Film Unit, 19 minutes.

Written and edited: Alvin Bailey

Commentator: Patrick Wymark

Music: Edward Williams

Conductor: Marcus Dods
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114. Decker, “Corporate Legitimacy and Advertising,” 66. Another influence for the use of
highlife might be the success of the feature film The Boy Kumasenu (1952), made by the colonial
Gold Coast Film Unit from Ghana, in which highlife (instrumental) music played an important role.
Emma Sandon, “Cinema and Highlife in the Gold Coast: The Boy Kumasenu (1952),” Social
Dynamics 39, no. 3 (2013).

115.  Stollery, “Voiceover/Commentary,” 172.

116. The two parts of Getting Down to Oil by the SFU (which re-used footage from the
Nigerian film unit) did away with the local connections, using music by Edward Williams and
choosing the voice of Patrick Wymark for the voiceover.

117. “Prospecting For Qil in the Delta Swamps,” Daily Times, July 7, 1961, 8-9.

118. “All about Mobile Cinema. Shell and BP," Daily Express, June 14, 1961, 6.

119. “Alake sees B.P. Film,” Daily Times, June 12, 1961, 2. In the UK, Shell-Mex & BP
worked together, using eight mobile cinema vans to show 16mm demonstration and instructional
films for garage personnel. “Sponsored Spools,” Film User, March 1952, 125.

120. Nigeria: Report for the Year 1954, 189.

121. Forinstance, in May 1961 more than 5000 people saw in Lagos a mobile cinema program
with subjects ranging from how a thermal reactor works, a London bus driver, to the Queen in
India. “Films on Biritish Life Shown in Lagos,” Daily Times, June 22, 1961, 2.

122, Unfortunately this campaign material could not be found. Advertisement, Visual Education,
June 1960. Shell (like Unilever) had in various countries an educational service with specially
designed aids for teachers, which could contain diagrams, filmstrips, models, drawings, wall
charts, booklets and films on various subjects.

123. Brochure, Oilman’s Move, 2.

124,  Film User, March 1962, 111; November 1962, 567.

125. “The Search For Oil in Nigeria,” Industrial Screen, January/February 1962, 282. It was
available also from the Petroleum Films Bureau.

126. “The Search For Oil in Nigeria,” Film User, September 1961, 487.

NOTES TO CHAPTER 3

1. Toyin Falola and Matthew M. Heaton, A History of Nigeria (Cambridge, UK: Cambridge
University Press, 2008), 167-69.

2. Because of this, the other two, The New Traders and African Awakening will not be dealt
with in this research.

3. “London Preview of Enterprise in Nigeria,” UAC News 11, no. 1 (January 1962), 2. UARM




UAC/2/19/3/6/1/1.

4, “Premiere of Enterprise in Nigeria,” UAC News 11, no. 1 (January 1962), 3 and 8. UARM
UAC/2/19/3/6/1/1.

5. “Enterprise in Nigeria Launched in Ibadan,” UAC News 11, no. 1 (January 1962), 10.
“Enterprise in Nigeria,” UAC News 11, no. 2 (February 1962), 10. UARM UAC/2/19/3/6/1/1.

6. Stanton, “Group Public Relations,” 1-2.
7. lbid., 1-4.

8. Different focus groups would be worked out further in the years to come. Kenneth Myer,
“Films and Africa,” Film User, May 1971, 19. D.H. Buckle, “UAC Group Image Overseas,”
November 27, 1967, 4. UARM UAC/1/11/6/1. D.H. Buckle, “Newsletter no. 11, Public
Relations,” July 3, 1968. UARM UAC/1/11/1/9/2 Cinema vans were not used by the 1970s,
then the focus was on distribution via television. “Film Rover for Nigeria,” UAC News 10, no. 1
(January 1961), 2. UARM UAC/2/19/3/6/1/1. “Programme Outline 1972 PR Department,”
October 5, 1971, 3. UARM UAC/ 1/11/4/1/2

9. Falola and Heaton, A History of Nigeria, 155.

10.  The relation of plastics to modern society is certainly not a novel idea. For instance, Shell
made several industrial films concerning this subject. Prospect for Plastics (1962), mentioned
that only three days of output from the chemical factory was enough to make 3,5 million freedom
beakers, supposedly for every child in Nigeria.

11, Advertisements, West Africa, September 10, 1960, 1039; March 16, 1963, 311; and
various advertisements in UARM UAC/1/11/21/8.

12, Fieldhouse, Merchant Capital and Economic Decolonization, 403.

13.  The next film by UAC, The New Traders (1962), would take this further, focusing on
“Western techniques of merchandizing and distribution are remoulding the habits, customs and
outlook of the peoples of Ghana and Nigeria not only in the town but also in the up-country
villages.” Advertisement, Film User, February 1962.

14.  Advertisements, Daily Express, June 27, 1961, 3; Daily Times, June 26, 1961, 4; Daily
Times, June 29, 1961, 9O; West Africa, June 16, 1962, 671.

15, Larkin, Signal and Noise, 18-19.
16.  Apart from a Dutch voiceover and translated credits, no other alterations were made.

17.  According to the Shell data sheets the production started in autumn 1962, finished in
December 1963 and was released in June 1964. However there also seems to have existed a
one minute shorter version of 31 minutes. Strangely, according to the data sheets this version
was finished in May 1963 and released in July 1963. This version has some lines taken out that
concerned the quality of products needed to be improved, the increasingly tough market of palm
oil, the possible intensification of the cattle industry, and the uncertainty of exports which needed
to be increased nonetheless. Viewed for this research was the longer version, available at the
BFI. The shortened version was mentioned in Shell's 1966 catalogue of films in international
circulation.

18.  Toyin Falola, Economic Reforms and Modernization in Nigeria, 19456-1965 (Kent, Ohio:
Kent State University Press, 2004), 178-80.

19.  Larry Grubbs, Secular Missionaries: Americans and African Development in the 1960s




(Amherst: University of Massachusetts Press, 2009), 82.

20.  Jeremiah . Dibua, Development and Diffusionism: Looking Beyond Neopatrimonialism in
Nigeria, 1962-1985 (New York: Palgrave Macmillan, 2013), 76.

21, Ibid., 77.

22.  Additionally, increasing number of Nigerian social scientists were trained in American
universities. Ibid., 20.

23.  Ibid., 19.

24,  Rostow, Stages of Economic Growth.

25.  Ramamurthy, /mperial Persuaders, 175.

26.  Ibid., 176.

27.  Dibua, Development and Diffusionism, 30.

28.  In March 1961 Rostow set in motion a collaboration between the Kennedy administration,
MIT, the Ford Foundation, and the Nigerian federal government, in order to form an aid program
to help in the development process of Nigeria. Grubbs, Secular Missionaries, 104.

29.  Gordon, transcript, 10.

30.  “Framework For A Nation,” Shell-BP Bulletin, 1965, no. 12, 2.

31.  Gordon, transcript, 11.

32.  Shell-BP Story, 5 and 7.

33.  Also shown are the benefits of chemicals produced from petroleum, such as fertilisers and
pesticides (again, without Shell/BP product placements).

34.  Such as Horizontes nacionales (New Horizons, 1949) and Las bases del progreso
(Harvest for Tomorrow; 1950).

35.  Advertisement, International Film Guide 1966, ed. Peter Cowie, (London: Tantivy Press,
1966), 194. The text was also printed in an overview of recent releases, Film User; July 1965,
371.

36. A Catalogue of Films Distributed by PFB 1965-1966, (London: B.B. Ltd), 78.

37.  Shell-BP Story, 5.

38.  Falola, Economic Reforms and Modernization in Nigeria, 157.

39.  Gordon, transcript, 11.

40.  Falola, Economic Reforms and Modernization in Nigeria, 175-80. The plan aimed for a
total of 676 million pounds of capital outlays. Well over 300 million pounds was needed in the
form of overseas public investment, plus 200 million in the form of private investment. “Nigeria’s
Year of Promise,” West Africa, 5 January 1963, 11.

41.  Dibua, Development and Diffusionism, 43.

42.  Dibua goes beyond the typical argument of neopatrimonialism as the primal cause for




failure. Ibid., 22.
43.  Falola, Economic Reforms and Modernization in Nigeria, 181.

44,  Petroleum output dropped in July 1967 to less than 10% of its pre-war peak of 580.000
barrels per day. The refinery at Port Harcourt was put out of operation by military action.
Onshore operations stopped for almost fifteen months. Tims, Nigeria: Options for Long-Term
Development, 24.

45.  Shooting had already begun in November 1968. Douglas Gordon produced with additional
photography by the Federal Film Unit in Lagos. The pipeline has in recent years become

mostly known being vandalised, for illegal oil refining as well as corrosion and the consequential
environment damage due to il spills.

46.  Grubbs, Secular Missionaries, 121. In 1973 Shell/BP reached an agreement with the
Nigerian government, giving the government 35 per cent interest. One year later government
participation was increased to 55 per cent, reaching 60 per cent in 1979. Keetie Sluyterman,
Keeping Competitive in Turbulent Markets, 1973-2007, 4 vols., vol. 3, A History of Royal Dutch
Shell (Oxford: Oxford University Press, 2007), 32.

NOTES TO CONCLUSION

1. John Vidal, “Eco Soundings,” The Guardian, March 25, 1998. In comparison, in 1971 six
of the largest firms (Exxon, Shell, Amoco, Gulf, Mobil and Texaco) collectively spent more than
110 million dollars on advertising. Robert J. Samuelson, “The Oil Companies and the Press,”
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