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Abstract: As Yoruba traditional religion continues to experience resurgence across Africa
and the Diaspora, digital and visual media have become primary sources of knowledge about
it. However, this visibility comes at a cost. In this paper, we critically examined how social
media platforms and Nollywood have contributed to the distortion of Yoruba traditional
religion’s core doctrines, symbols, and practices. Content creators and filmmakers, often lack
direct initiation or scholarly grounding, frequently present shallow, sensationalized, or
fictionalized depictions of the tradition—reducing a deep cosmological system to aesthetics,
fear, or fantasy. Such portrayals not only mislead global audiences but also endanger the
Article History integrity of sacred knowledge systems by encouraging performative spirituality and
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Accepted: 20.06.2026 | Nollywood productions that exemplify this trend. We also discussed the ethical
Published: 02.07.2026 responsibilities of practitioners, content creators, and scholars in safeguarding Yoruba
Corresponding AUthor: | traditional religion’s epistemological depth. Finally, we proposed strategies for
Yak:ssoﬁdli%t;’fega reAfricanising media narratives around Indigenous Religions, centering voices of initiated
: custodians and scholar-practitioners to resist digital neo-colonialism in sacred discourse.

Findings were content analysed.
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Introduction digdgd imu noses
Won firigbon . .
If4, according to Jawolusi (2026) in Ogunda Owonrin says: di)'/ i ;inpiﬁin They covered their chests with bears
Okiin sii nare Difa fiin Isése Cast divination for Isese

. The sea was seriously dim
nare

Ti ns’olori Oro

The head of Oro cult on earth

‘-Osa su The lagoon was terribly shady laye
legbelegbe — -
A bu fun Isese Given to Isese
Aldsdn nrasan Alasan was going to Asan _ S
Ti ns’olori Oro The leader of Oro in h
Aldsan nrasan Alasan was going to Asan niwdrun € leader or Oro In heaven
Alasdn nrasdn |- pjaca goes to Asan water under the stone Lyd ent, One’s mother,
omi abe ota o . —
kin was not full Isése eni ni Is ones Isese
T PR Baba eni, One’s father
szo" qg{jaagb‘a Some elders look at the future of the matter -
wogbeyin Oro Isése eni ni Is ones Isese
WO";]Z Of) sun They realised it was not good again Ikin eni, Ones Ikin
i ) i i Isese eni ni Is ones Isese
Won firunmu They used their mustache to cover their
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Isese la bd bo Itis Isese that we should appease

Ka t6 b’orisa Before we propitiate Orisa.

Isése, a Comprehensive Nature of
Yoruba Traditional Religion

Yoruba Traditional Religion, widely recognized as Isése,
constitutes a fundamental component of the cultural, ethical, and
cosmological frameworks of the Yoruba people. It is the ancestral
ways and established practices, beliefs and rituals passed down
through generations. It is the totality of Yoruba heritage. This
tradition includes a wide-range of Orisa, divinatory system- If4 and
wide range of ritual practices that regulate communal existence.
According to Olupona (2014), Isése operates not just as a spiritual
framework but also, as a worldview that influences the moral
coordination and philosophical perspective of the Yoruba people.
He situates Ilé-If¢ as both a mythical and tangible city that
describes the uncountable (sacred) numbers of Yoruba religious
belief. Akintoye (2010) enriches the understanding of Isése by
narrating its pre-colonial significance in governance, identity
formation, and resistance movements. His narrative serves as a
corrective to the historiography of the colonial period by
reinstating the dignity and intellectual validity of Yoruba religious
traditions. Adeboye (2020) explained how lsése sustains and
challenges male-controlled frameworks. She contends that in the
predominance of males in priestly hierarchies, women occupy
essential spiritual roles, especially through oracular and healing
practices, a perspective that creates new dialogues between
feminism and African religious practices. Ilesanmi (2013) also
buttressed the above view in his work, Obinrin; a cultural
assessment of Yoruba women where he explained the vital roles
that women played and are still playing in both the physical and
spiritual life of the Yoruba society.

Fakayode () highlights the interdependent relationship between
language and spirituality. He explained that Yoruba language
depends on lIsése for survival. His assertion is that the sacred
dictionary of Ifa verses and its prayers-Iwure serve as custodians of
indigenous wisdom that cannot be preserved outside their religious
framework. Elebuibon (2004) explores the cosmological, ethical,
and therapeutic aspects of Isése.

Deopa and Rinaldo (2023) posit that Isése instills environmental
ethics by venerating natural elements such as rivers, mountains,
and trees as sacred entities. This has assisted a lot in the area of
conservation of the natural environment in the past. In the wisdom
of these ancestors, they created Igboro, Igb6 igbalé and Igbo Awo
for variety of reasons ranging from safeguarding some useful
plants from going into extinction, as isolation centres during
epidemic breakout to prevent the spread of such a disease and for
holding important meetings.

This cosmological reverence raises conservation efforts in manners
that contemporary secular policies frequently overlook.
Collectively, these scholars provide a range of perspectives that
touch on Isése ranging from gender roles to environmental ethics
and from political response to cultural revitalization, They
illustrate that Isése is not merely a remnant of history but a lively
and changing system that actively influences identity, resilience,
and community dynamics in this contemporary time.

The Emergence of Social Media and its
Influence on Isése-Tradition

© Copyright GRS Publisher. All Rights Reserved

The emergence of social media has contributed a lot to the
promotion of Isese in no small measure positively and negatively.
Aremu (2024), a cultural blogger and researcher, chronicles the
growing interest in Is¢se among Generation Z in Nigeria. He
attributed this phenomenon to the influence of the internet, cultural
tourism, and a profound desire to decolonize perceptions of
African spirituality. According to him, the youths are not returning
to Is¢se; they are reimagining it. As said above, the Yoruba
concept of Isése, often translated as “the beginning or the source”,
encompasses the totality of Yoruba traditional religious, spiritual,
ethical, and cultural life. It is a living system rooted in the
veneration of the Orisa, the wisdom of If4 divination, reverence for
ancestors, observance of moral taboos (ééwo), and the ritual
organisation of the society. Isése is more than belief; it is an
epistemological and ontological framework, a worldview that
connects, humanity with the divine and nature, shaping every
aspect of life from birth to death and beyond. As Olupona (2014)
explains, it integrates metaphysics, medicine, law, governance, and
ecology into a single, coherent cultural universe. For generations,
this sacred system was preserved through oral transmission in
verses, chants, rituals, and public ceremonies, but was severely
undermined by colonial aggression, missionary bias, and modern
neglect as explained by Falola (2018). However, Isése was never
entirely hidden. While certain aspects were ritually restricted,
especially those associated with Egungun, Ord and Ajé-witches,
many parts of the tradition were intentionally public. Festivals,
processions, oriki recitations, and drumming ceremonies served as
living classrooms for communal education. These were traditional
media platforms before the invention of digital ones. Public rituals
allowed even non-initiates to observe how offerings were made,
which Orisa were honoured, and what moral principles were being
performed. According to Lawal (2001), Yoruba festivals
functioned as both sacred drama and social pedagogy, teaching
entire communities through aesthetics and embodiment. This long-
standing culture of ritual visibility is echoed in an important Ifa
verse from Adebayo (2026) who sited Otara Osé in a telephone
interview which helps to frame the current shift brought by social

Ibdba awo | Secrecy the priest of Egungun; If4 was
Egungun difa fun | castfor Egungan.
Egungun

Ikoko awo Oro difi | The hidden priest of Oro; Ifa was cast for
fun Oro Oro.

Gbangba I’Erigi 1 | Openly does Erigi perform his priesthood.
sawo tire

A: difa fitn | They also cast Ifi for Orinmila,
QOrunmila

Babd yéo mda se | Who conducts his spiritual work in the
awo ti e ni | open.
ghangba

Njé eyin 0 gbo o You don’t hear?

Eyin 6 mo pé You don’t know that?

Gbangba ni Erigi 1 | Openly does £rigi carry out his rites.
sawo tir¢ ghangba.

media. The verse goes thus:

Orunmila goes on to declare that the more Ayé is exposed, the
more dangerous she becomes. This is a profound metaphor. Ayé
represents not only the Earth, but also the hidden forces that govern
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nature, fertility, time, and fate. To expose her completely is to
destabilise the balance she maintains. This verse warns that while
Ifa spreads wisdom, it must do so with discretion. Not every truth
is meant for all eyes. Knowledge shared without discipline can
bring confusion, disrespect, and spiritual harm.

In our present digital era, this sacred boundary is being tested. The
internet especially social media platforms, thrives on visibility,
openness, and rapid dissemination. Algorithms reward what is
seen, what is shared, and what is made spectacular. In this
environment, the traditional values of ritual secrecy and sacred
silence are increasingly treated as obstacles rather than as
protective wisdom. The danger is that, in the race to document and
“explain everything,” core parts of Isése may become flattened,
sensationalised, or misinterpreted. Take, for example, the case of
the Osun-Osogbo Festival, a globally recognised UNESCO
heritage event, what has helped preserve the power of the festival
is the ritual discipline surrounding it, the hidden knowledge behind
the Arugba (the virgin girl who carries the sacred calabash), the
unseen forces in the sacred Osun grove, and the deep meanings of
the rites performed by initiated priests. As Ajibade (2015) pointed
out, the enduring sacredness of Osun-Osogbo is rooted in its
protection of cultural and spiritual secrets. If the contents of the
igba (ritual calabash) carried by Arugba were to be exposed to
public view, or if the spiritual power of the Osun River were to be
trivialised for entertainment, the festival could lose the very force
that makes it sacred and globally respected. Similarly, during Ifa or
any Orisa initiation, there are well-defined boundaries. Initiates
undergo specific rites that must remain within the circle of awo
(those who are initiated). These rites are not hidden out of fear, but
out of reverence for spiritual transformation. According to
Abimbola (1977), the initiation process serves as a rebirth a
journey into the mysteries of the cosmos and must be protected by
silence and respect. It is these layers of sacred secrecy that ensure
the continuity and originality of Isese.

Unfortunately, many in the digital age are impatient with mystery.
There is a growing trend to record, live stream, and upload sacred
moments, often with little understanding of their spiritual
implications. Some even seek to decode what the Awo have
intentionally kept hidden, believing that exposure equals truth.
However, in Isése, exposure without context can become
distortion. Fakoya (2023) notes that when uninitiated individuals
attempt to explain complex If4 verses or rituals online, they often
mislead others, either by oversimplifying or by blending traditions
with unrelated ideologies.

Moreover, the internet’s hunger for content encourages people to
cross spiritual lines. We see this in instances where sacred shrines
are filmed without permission, ritual objects are displayed casually,
and initiation processes are reduced to entertainment. These actions
not only disrespect tradition but weaken its power. Oro is a secret
cult in Yoruba society that is used for cleansing and to punish
offender. It is forbidden for certain people in the society to see Oro
in action, most especially, women and non-initiates. However, the
secret of what makes Oro tick is now been exposed on TikTok by
some ignorant youths who may possibly have a glimpse of how
Oro is being done without knowing the implications (Ewulaye
Iroyin Yoruba TV on TikTok, 2025). As Lucas (2022) warns,
sacred traditions risk becoming "aesthetic experiences” rather than
meaningful spiritual systems if their inner mechanisms are exposed
carelessly. Importantly, Isése is not anti-knowledge or anti-sharing.
The Ifa verse about Orinmild marrying Ayé teaches us that
wisdom must expand but with care. The very phrase "Ifa is taking
over the universe" implies a spreading of knowledge, but also
reminds us that not everyone can understand its depths. Initiates
exist not to hoard knowledge, but to protect and pass it on when the
time is right, and in the right way. This is why the tradition has
custodians Babalawo, lyanifa, Qmo Awo who serve as guardians
of what has been preserved for future generations.

N300pakenne TPAAULIMOHHON PeJIMTUMU B CPEICTBAX MACCOBOI MHpOpMaLIMH

(TeseBUAeHMM M KHHO) B Poccum.

Portrayal of Traditional Religion within Media outlets (Television and Films) in Russia

Tema CHIaBsSHCKOTO sI3bIYECTBA BOpPBAJaCh B COBETCKUH
kuHematorpad B 1960-x rr.

Ms! o0HapyXHBaeM ee B JBYX IIMPOKO H3BECTHHIX B MHpE
KHHOKapTHHaX— «TeHn 3a0BITBIX TpeaKoB» (pexuccep-
nocranoBumk Cepreit [lapamkanos, 1964) u «Angpei
Py6neB» (Auapeii TapkoBckuii, 1966).

OuneMm  «TeHn 3a0BITHIX HPEIKOB» CHAT 10 MOTHBaM
OJIHOMMEHHOH MOBECTH, Halu-
canHoit Muxaunom Koiroouuckum B 1911 r. @unbM, Benex
3a TIOBECTHIO, BBOJUT HAC B MU
apXxamyHoOro OBITa M CyeBEepHil TYIyJIOB — CIABSHCKOTO
3THOCA, uBYymIero B Kapmarax.

B ¢wumeme merampHO BOCCO3HAHBI  3THOTpadHUIECKHE
peanuu, KOTOpble HaXOJIAT CBOE COOTBETCTBHE B Pa3IUYHBIX
001acTAX CJAaBIHCKOIO MHpa U YBEPEHHO COOTHOCSTCS
YYCHBIMH C S3bI9€CTBOM JApeBHHX ciaBsH. Cam  dakr
HOSIBJICHUS. Takoro (uibMa 3HaMEHyeT co0Oi H3MEHeHue
OOIIECTBEHHOTO OTHOIICHUS K apXaWdHOW CIIaBSHCKOM
KynbType. Eme HenaBHO STHOrpadsl,

HaOJIIO/IAaBIIME €€ PEIUKTBI, TOBOPWIM O <(IUKOCTH
OIUCBIBAEMBIX UMH HPABOB.

Ora mo3unusa Obuta XapakTepHa i ydeHelx XIX B., HO
BecbMa OJIM3KOM K HUM OblIa ¥ MO3UIMS KPUTUKOBABIIETO UX

© Copyright GRS Publisher. All Rights Reserved

Translation:

The theme of Slavic paganism burst onto the scene in Soviet
cinema in the 1960s, found in two internationally acclaimed
films: "Shadows of Forgotten Ancestors” (directed by Sergei
Parajanov, 1964) and "Andrei Rublev" (Andrei Tarkovsky,
1966).

"Shadows of Forgotten Ancestors" is based on the story of
the same name, written by Mykhailo Kotsyubinsky in 1911.
Following the story, the film introduces us to the world of the
archaic life and superstitions of the Hutsuls, a Slavic ethnic
group living in the Carpathian Mountains.

The film meticulously recreates ethnographic realities that
find their parallels in various areas of the Slavic world and
are confidently associated by scholars with the paganism of
the ancient Slavs.

The very launch of such a film marks a change in public
attitudes toward archaic Slavic culture. Until recently,
ethnographers observing its relics spoke of the "savagery" of
the customs they described.

This position was characteristic of 19th-century scholars, but
very close to it was the Soviet ethnographer S. A. Tokarev,
who criticized them for their bourgeois narrow-mindedness.
He wrote, practically on the eve of Parajanov's film's release:
"From a practical point of view, knowledge of folk beliefs is
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3a Oyp:Kya3HyI0 OrpaHHYEHHOCTh COBeTckoro sTHorpada C.
A. TokapeBa, IHCaBIIEr0, NMPAKTHUECKH HAaKaHyHE BBIXOJA
¢umsma IlapamkanoBa: «C NpakTHYECKOH TOYKH 3pEHHS
3HaTh HApOJIHBIE BEPOBAHUS HMHTEPECHO U BAKHO IOTOMY,
YTO Takoe 3HaHME JaeT HaM BO3MOXHOCTh Ooiee
CO3HATEeNbHO M YCHEUIHO BECTH OOpbOYy 3a IMpeonojieHue
BPEAHBIX MEPEeXKUTKOB B co3HaHuM denoseka» (Tokapes,
2012:4).

OmHako B KHHOKapTHHE MBI BHIUM, HAIPOTHB,
CTPEMJICHHE COXPAaHHUTh [UII IIOTOMKOB TO, 4YTO paHee
NpOCBENIeHHAs] OOIIECTBEHHOCTh CTPEMMJIACh IIOCKOpee
U3KUTh U3 HapoAHoro ObITa. [IpuMmedaTenbHO, YTO 3TOT
COBETCKMH  (MIBM  BAPYr  OKa3blBaeTCs  CO3BYYHBIM
UHTCHIUAM  aMepU-KaHCKOTO  IOCIEBOCHHOTO  KHHOAB-
aHrapja, yBI€UE€HHOTO Maruel, puTyalamu, OKKYJIb-THU3MOM
1 9THOTpauIecKoi FIK30THKOH.

Ho ecnu ¢pmnbMm [lapamxaHoBa 0TIHYIaSTCs TOSTHIHOCTHIO
KUHOSI3BIKA, TO B (pribMe
TapKoBCKOTO 3pHTENb CTAIKUBAaeTCS C MPO30H JKU3HU.
Onu301 BCTpeur MOHAXa-MKOHOIHCIA
Amnnpes Py6raesa ¢ s3prannneii Mapdoii B KynaisCKyto HOYb
CTall MOBOJOM ISl pasMBIIIICHHH peXHccepa O MPUPOJIE
mo0Bu. bpartckas moboBp u m000Be K bory, koTopyro
HPOIIOBEIyeT sI3bIYHIKaM PyOiieB, CTalIKH-BaeTCs C TI000BBIO
wiotckoif. OO6naBa Ha S3BIYHUKOB, IIPOBEACHHAS HAYTPO
KHSDK-€CKMMH JIPY)KUHHUKaMH W MOHAaxaMH, IIOKa3bIBaeT
peaNbHyIo IIeHY KaXKI0T0 U3 TUX THIIOB JIFOOBHL.

JIummp s3pr9HUK Deop roToB OKa3bIBaTh CONPOTHBICHHE
IpY)KUHHUKAM pagd Toro, d9roOel TomMoub Mapde,
XpHCTHAHAM K€ OCTAeTCsl JIUIIb 3JI0PaJHO YIBIOAThCS MO0
THUXO CHJIETh, MOTYNUB Tha3a. Tak moctynaer u PyOies, He
Hameamuii B cebe pemMMOCTH TIPUHATH Ha IOMOIIb
JKSHILMHE, HOYBIO CIIacIIell ero OT PaclpaBbl PacCepKEHHBIX
€ro TOsIBJICHHEM SI3BIYHHKOB. TakuM oOpa3om, TapkoBckuid
HNEepBEIM B OTEYECTBEHHOM KuHeMmarorpade mokasan
BOCTOYHOCIIABSHC-KOE SI3BIYECTBO KaK KEPTBY
PETPECCUBHOTO TOCYAAPCTBEHHO-TIEPKOBHOTO aNapara.

Konpmukr s3b19ecTBa M HPUXOAAIIETO €My Ha CMEHY
XPHUCTHAHCTBA eIlle He pa3 OT-
pasmicsi B COBETCKOM KHHO. JIOBONIBHO penbedHO OH
npencraBieH B ¢uibme «3axap bepkyr» (Jleonnn Ocbika,
1971) nmo mMoTuBaM ogHOMMeHHOHW moBectu MBana ®panko,
HarmicanHo B 1882 r. B ¢uibme mokasana 6opbba
KapHaTCKUX PYCHHOB C MOHI'OJIAMH, TOTOBBIMU OOPYIIHTBCS
Ha Pycb. PycwHBl M300pa)<eHBI S3BITHUKAMH, XXHBYIINMH
OOIMHON M He XEJTAIOI[MH NpHU3HaBaTh Haj co0oil BIacTh
60siprHA, TOCTaBIEHHOTO KHS3EM.

SI3BIYHUKN BBI3BIBAIOT CHMIIATHIO CBOMMH MOPAIbHBIMH
KauecTBaMHU U cBoOomoo0reM, XoTs B (HIbMe JTI000BaHUE
SA3bIYECTBOM BBIPAXECHO B MEHBIIICH CTCIICHHU, HECXCIU B
KHHTE. 3aTO B pHIbME Pa3BOPAYNBACTCS HHTEPECHBIN TUaIoT
O BEpEe MEXAy MOJIOABIM A3BIYHUKOM H HCByLHKOI;'I-
XpUCTHAHKOM, dero HeT B TmoBecTH. Mx pasroBop
HAallOMHHAET PEJNUTHO3HBIA JHUCHYT, B KOTOPOM ITO3HIHS
SI3BIYHMKA BBITIIIIUT CHIIbHEE.

Wneanamu HapoJONpaBCcTBAa HANOJIHEH H JPYroil (GHIbM,

CHSTBIN B TOM e IOy —
«Moruna JleBay (Banepuii Pyounuuk, 1971), ocHOBaHHBII
Ha MOTHBaX OEJIOPYCCKHX HapOAHBIX JIETEHI. YXKe B CaMOM
Havaje QuabMa 3pHTENb MOHUMAET, YTO TJIABHBIA repoil —
Ky3Henm Marreka, a TakKe ero OTell U COCEAU SBILIFOTCS
S3bIYHAKaMHU. AHTaroHHCT TJIaBHOTO Treposi, KHA3b Bcecnas,
cTpouT xpucTHaHckuii xpam. CeneHHe S3BIYHUKOB OH
CKUTAeT, NPYKMHHUKH BaJAT YCTAHOBJICHHOTO TaM HJOJIa,
KHA3b IIOXMINAeT HeBecTy Mameku. Mbl BHIMM, Kak
POJIOIIIEMEHHBIE OTHOLICHUS YCTYIAlOT MeCTO (eoanbHbIM
nopsAaKaM, a BMeCT€ C TeM YXOOUT M IPEXHIS
neMokpathuyHasg penurug. O ToM, 4TO MpeAcTaBiseT coOoit
HOBasl Bepa, 3pUTENIb MOXKET CYAUTH IO 3IH30AY, Iie Opar
yburoro kHs3s Bo3gaeT xBaisl 'ocriomy 3a To, 9TO Jopora K
HPECTONy pacyHIIeHa.

© Copyright GRS Publisher. All Rights Reserved

interesting and important because such knowledge gives us
the opportunity to more consciously and successfully wage
the struggle to overcome harmful vestiges in human
consciousness” (Tokarev, 2012:4).

However, in the film, we see, on the contrary, a desire to
preserve for posterity what the previously enlightened public
sought to eradicate from popular life. It is noteworthy that
this Soviet film suddenly appears to be consonant with the
intentions of the American post-war avant-garde cinema,
fascinated with magic, rituals, the occult, and ethnographic
exotica.

But while Parajanov's film is distinguished by the poetic
quality of its cinematic language, in Tarkovsky's film, the
viewer encounters the prose of life. The episode of the
meeting between the monk-icon painter Andrei Rublev and
the pagan Marfa on Kupala Night became the occasion for
the director's reflections on the nature of love. Brotherly love
and the love of God that Rublev preaches to the pagans clash
with carnal love. The raid on the pagans, carried out the next
morning by the prince's warriors and monks, reveals the true
cost of each of these types of love.

Only the pagan Fyodor is willing to resist the warriors in
order to help Marfa, while the Christians can only smile
maliciously or sit quietly, eyes downcast. Rublev also acts in
this way, unable to find the courage to come to the aid of the
woman who saved him the night before from the reprisals of
pagans enraged by his appearance. Thus, Tarkovsky was the
first in Russian cinema to depict East Slavic paganism as a
victim of the repressive state-church apparatus.

The conflict between paganism and the Christianity that
replaced it was reflected more than once in Soviet cinema. It
is vividly portrayed in the film "Zakhar Berkut" (Leonid
Osyka, 1971), based on the novella of the same name by lvan
Franko, written in 1882. The film depicts the struggle of the
Carpathian Rusyns against the Mongols, who were about to
invade Rus'. The Rusyns are depicted as pagans living in a
communal setting and unwilling to acknowledge the
authority of a boyar appointed by the prince.

The pagans evoke sympathy with their moral qualities and
love of freedom, although the film's admiration for paganism
is less pronounced than in the book. However, the film
features an interesting dialogue about faith between a young
pagan and a Christian girl, something not found in the
novella. Their conversation resembles a religious debate, in
which the pagan's position appears stronger.

Another film made that same year, "The Lion's Grave"
(Valery Rubinchik, 1971), also imbued with ideals of
democracy, is based on Belarusian folk legends. From the
very beginning, the viewer understands that the main
character, the blacksmith Masheka, as well as his father and
neighbors, are pagans. The main character's antagonist,
Prince Vseslav, builds a Christian church. He burns down the
pagan village, the warriors tow down the idol installed there,
and the prince abducts Masheka's bride. We see how tribal
relations give way to feudalism, and with it, the former
democratic religion disappears. The viewer can judge the
nature of the new faith from the episode where the brother of
the murdered prince praises God for clearing the way to the
throne.

The theme of religious conflicts during the Christianization
of Rus' is reflected in several other films. These include the
two-part films "Yaroslav the Wise" (Grigory Kokhan, 1981),
"The Legend of Princess Olga" (Yuri llyenko, 1983),
"Primordial Rus™ (Gennady Vasilyev, 1985), and the one-
part film "Vasily Buslaev" (Gennady Vasilyev, 1982), based
on Novgorod bylinas. As in other Soviet films, there is no
overt apology for paganism; "Yaroslav the Wise" even
portrays an unsympathetic pagan fanatic. But overall, a
consistent pattern emerges where Christianity acted as an
aggressor against Slavic beliefs and cultural traditions. Pagan
Slavs are portrayed either neutrally or sympathetically.
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Tema penUruoO3HBIX KOHQIMKTOB IIPH XPHCTHAHU3AINI
Pycun otpaxkeHa eme B HECKOJNBKMX KapTHHAaX. TaKOBEHI
nByxcepuitble ¢GmiIbMBL «SIpocnaB Mynpsiit» (I'puropuit
Koxan, 1981), «Jlerenma o xusarune Ombre» (FOpwuii
Wnbenko, 1983), «Pyck nznavansHas» (I'ennanuiit Bacunbes,
1985), a Tarke onHOCepHiiHas KHHONeHTa «Bacwmmit
Bycnaes» (I'ennaguii Bacunses, 1982), caaras mo MoTuBamM
HOBTOpOACKUX ObUIMH. Kak U B APYTHX COBETCKUX (HIbMaXx,
TaM HE HANTH OTKPHITOH amoJIOTHH S3BMYECTBA, B JICHTE
«lpocnaB  Mynpselii» BBIBEACH Jake MalOCUMIIaTHYHbII
obpa3 s3pluHHKa-(paHaTnka. Ho B mesmoM mpociexuBaercs
JIMHUA, COTAaCHO KOTOPOM XPUCTHAHCTBO BBICTYNHIO B
KauecTBE arpeccopa IO OTHOIICHHIO K CIABSHCKUM
BEPOBAHUAM U KyIbTYpPHBIM TpaguuusiM. ClaBsHe-s3bITHUKH
n300paxaroTcs 1100 HEUTPanbHO, THOO0 C CUMITaTHEH.

CoBpeMeHHbIe KHHEMaTorpa(uCTEL, OCBaMBaIoIIHe
OFO/KETHBIC JICHBTH, JIEMOHCTPHPYIOT 3pHUTEITI0
YKOPEHEHHOCTb, «TPaJANuIMOHHOCTEY NpaBociasus B Poccun.
Ho masartp s3p19ecTBO YepHOW KpacKoil — 3HAUUT OPOCHUTH
TEHb Ha HAIINX MPEAKOB, YTO BPAI JIM HaleT IIOHUMAaHHE Y
spurens. Orcrofa BBITEKaeT 3ajada pPa3pellduTh SBHOE
HNPOTHBOPEYHE U HAUTH B A3bIYECTBE YTO-TO MOJIOKHUTEIBHOE,
HO HapsAgy Cc STHM O00OCHOBaTh HEOOXOIUMOCTH 3aMEHBI
CTapoil penuruu. OTy JHMHUIO MBI BHIMM B (Quibmax
«JlectBuma Buamgumupa Kpachoe Con-wbimko» (Bymar

Mancypo, 2004) wu «flpocnaB. Teicauy meT Hazam»
(Amutpwmii KopoOkua, 2010).
Jpyroii BO3MOHBIA BapuaHT — CBA3aThb SI3bIYECTBO C

YEeM-TO MILTIO30PHBIM M CKa- 309HBIM, H3TOTOBHB CPEICTBAMHU
KrHeMaTorpada HeKHi CKa30YHBIN JTyOOK a-1ist proc. TakoBbl
yeTplpexcepuiiHblii punbeM «Jlerenma o Kamee» (Banepwuit
Txaues, 2004) u nerckuit ¢puiapM «Pycuum» (Anmens Aub-
Xanan, 2008).

Kasanoch Obl, 3TH KOMIIPOMHCCHBIE BAPUAHTHI, CHUMAIOLINE
JIABHIOIO KYJIBTYPHYIO

TpaBMy, BBI3BaHHYIO XpUCTHaHH3alueil Pycu, npoBeneHHOi
OTHIOJIb HE IEMOKPaTHIECKUMH

METOJaMH, TaK WM HHAYe YCTPamBaeT M TOCYJapCTBO, H
o0IecTBO, ¥ TOTOMY JOIDKHBI CTaTh HOPMOH s
poccuiickoro kmHematorpada. Ho He Tak maBHO cHUTyarust
CTajlla MEHATHCS, ¥ B MTOre Mbl OOHApYXKMBaeM elle Kak
MHHHMYM JIBA BapHaHTa peNpe3eHTallud CIABSHCKOTO
A3bIYECTBA.

OmMH W3 HUX BBIpAKAETCS B PE3KO HEraTHBHOM
M300paXEHNH JTOTO SBJIEHWSA. BrepBble OJHMMH JHIIb
YepHBIMH  KpackaMH  OHO  OBUIO  HAapHCOBAHO B
Manon3BecTHOM Quiabme «Brmagumup Casartoit»  (FOpwuit
Tomomresckuit, 1993). IlpaBma wu3-3a KpailHE CKyJHOTO
Oro/KeTa, BBIPAXKAIOLIErOCS B IIOYTH IOJHOM OTCYTCTBUH
JeKopaluit, (GUIbM TNPHUXOAUTCS HE CTOJBKO CMOTPEThH,
CKOJIBKO CJIyllaTb U IOTOMY HETaTHBHBII 06p33 SA3bIYCCTBA
KOHCTPYUpYeTCs TIaBHBIM 00pa3oM depe3 oOIMYarolie ero
peur mepcoHaxel.

Ha HOBOM TEXHOJNOTHYECKOM ypPOBHE OUYEpHEHHE
S3b[UECTBA HAYAJIIOCh COBCEM HENABHO. [IpoOHBIM mapom
CTaJl IPUKIIOYSHIeCKHH MuHHCcepHan «JpyxuHay (Muxant
Konmaxuues, 2015), moxa3anHblii Ha TenekaHane «Poccus
2». B HeM HaM MOKa3bIBalOT HEKOE CIIABSIHCKOE ILIeMs
A3BIYHUKOB-OTHECITOKJIOHHHUKOB, MOKJIOHAKOIIINUXCA 60Fy
cvepti  Mopy  (oTMeTMM 3Ty  HEOOBIYHYIO  JId
KrHeMaTorpada TpakToBKy oOpasa O6ora orHs).

HeratuBHblii 00pa3 SI3BIYHHKOB CO37aeTCs PasHBIMU
CpeICTBAaMH — KaK BU3YaJIIbHBEIMH (0€300pa3HbIi depHBIH
UJI0T, JKpeIl B CTPAITHOM MacKke ¢ OTPOMHBIM HOXKOM B PYKE,
€ro TMOMOILIHMIA C  0OE3yMHBIM  B3IJIAZIOM, KpPOBb,
OKPOIUISIIONIAsl 3araJOuHbIe S3bIY€CKHE 3HAKH, BHIOUTHIE Ha
KaMHE), TaK ¥ aKyCTHUECKUMHU (BCAKUH pa3, KaK SI3BIYHUKU
MOSBIISIIOTCSL B KafIpe, 3pUTENb CIBIIUT «IOTYCTOPOHHHE)
roJI0ca, MIeMYyIIIe HEeYTO 3JI0BelIee).

CTOUT OTMETHTH, YTO HOAOOHOE 3ByKOBOE OdopmiieHHe
CTaJIO CTAaHAAPTHBIM JJIsI (PHUIIBMOB M CEpHAIOB MUCTHUECKOM
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Contemporary  filmmakers, using  public  funds,
demonstrate to viewers the deep-rooted, "traditional” nature
of Orthodoxy in Russia. But to tarnish paganism is to cast a
shadow on our ancestors, which is unlikely to be understood
by viewers. Hence the challenge: resolving the apparent
contradiction and finding something positive in paganism,
while also justifying the need to replace the old religion. We
see this line in the films "Vladimir's Ladder: The Red Sun"
(Bulat Mansurov, 2004) and "Yaroslav: A Thousand Years
Ago" (Dmitry Korobkin, 2010).

Another possible option is to associate paganism with

something illusory and fabulous, using cinematic means to
create a kind of fairytale popular print, a la Russe. Such
examples include the four-part film "The Legend of
Kashchei" (Valery Tkachev, 2004) and the children's film
"Rusichi" (Adel Al-Hadad, 2008).
It would seem that these compromises, addressing the long-
standing cultural trauma caused by the Christianization of
Rus', carried out by far from democratic methods, would suit
both the state and society in one way or another, and
therefore should become the norm for Russian cinema. But
recently, the situation has begun to change, and as a result,
we are discovering at least two more ways of representing
Slavic paganism.

One of them is expressed in a sharply negative portrayal of
this phenomenon. It was first depicted in stark black in the
little-known film "Vladimir the Saint" (Yuri Tomoshevsky,
1993). However, due to the extremely meager budget,
reflected in the almost complete lack of sets, the film is more
likely to be heard than watched, and therefore the negative
image of paganism is constructed primarily through the
characters' denunciations of it.

The denigration of paganism at this new technological
level began quite recently. The adventure miniseries
"Druzhina" (Mikhail Kolpakhchiev, 2015), shown on the
Russia 2 television channel, served as a trial balloon. It
depicts a Slavic tribe of pagan fire-worshippers who worship
the god of death, Mor (note this unusual cinematic
interpretation of the god of fire).

The negative image of pagans is created through various
means—both visual (an ugly black idol, a priest in a
terrifying mask holding a huge knife, his assistant with a
crazed look, blood splashing on mysterious pagan symbols
carved into stone) and acoustic (every time pagans appear in
the frame, the viewer hears "otherworldly™ voices whispering
something ominous).

It's worth noting that this type of sound design has become
standard for mystical films and TV series, and the
effectiveness of audio effects on viewer perception has led to
the emergence of a separate branch of the film industry—
sound design. The combination of the described techniques,
applied at the current level of technological development, has
created a rather repulsive image of paganism.

It's portrayed just as unattractively in the film "Viking"
(Andrei Kravchuk, 2016), produced with the support of the
Cinema Fund and Channel One and one of the most
expensive projects in the history of Russian cinema. The film
tells the story of Prince Vladimir's conversion to Christianity,
and we won't find any admiration for paganism here. The
ancient Russian sorcerers—dirty, skinny, emaciated, shaved,
dressed in rags—beat drums before equally crudely (in the
truest sense of the word) crafted idols, inducing a trance in
the crowd, and demanding that Prince Vladimir offer human
sacrifices. Although this paganism visually appears different
from that in "The Squad,” the overall message is the same:
the ancient Slavic sorcerers are half-mad savages and
religious fanatics who can only be reformed by the grave.

But it's not only amateur directors who dare to express
sympathy for paganism. In the historical fantasy film
"Scythian" (Rustam Mosafir, 2017), we won't find any
aestheticization of paganism—suffice it to say that the
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HaIlpaBJICHHOCTH, a 3¢ PEeKTHBHOCTH BIIASTHHS
aynnodddexToB Ha BOCIpUSATHE 3pHUTENS IpHUBENa K
BBIZICJICHHIO O0CO0O0H OTpaciiM B COCTaBe KUHOMHIYCTPHU —
cayHA-An3aiHa. CoueraHue  OMHCAHHBIX  IIPUEMOB,
UCIIONB30BAHHBIX HA COBPEMEHHOM YDOBHE Ppa3BHTHA
TEXHOJIOTHH, IO3BOJMIO CO3/aTh BECbMa OTTAJIKHUBAIOILUIL
00pa3 s3pIyecTBa.

Cronp JKe HENpUBIEKAaTEIbHO OHO IIOKAa3aHO B (IIbMeE
«Bukuary (Anppeit Kpasuyk, 2016), co3gaHHOM TIpH
noxnepxkke @Ponma kuHO M IlepBoro kaHama M CTaBIIEM
OIHAM W3 Haubojee MJOPOTHX TIPOEKTOB B HCTOPUH
poccuiickoro  kuHemarorpada. DuiabM HOBeCTByeT O
NpUHATHN KHI3eM BrnaiuMupoM XpHCTHAHCTBA, M MBI HE
HaliieM  37eCh ~ HHKAaKOro  JIIOOOBAaHMS  SI3BIYECTBOM.
JlpeBHEpyCCKUE BOJIXBBI — TPSI3HBIE, TOIINE, H3MOXKICHHEIE,
HaroJyo oOpHTHIE, OIETHIE B IOXMOTHS, ITepe]] CTOJIb XKe Ipyoo
(B TOJHOM CMBICIIE TOIIOPHO) HM3TOTOBJIEHHBIMH HJIOJaMH
ObI0T B OyOHBI, BBOJISI HApoJ B TPAHC, U TPEOYIOT OT KHS3S
Bnagummupa npUHOCHTH dYelTOBEYECKHE JKEPTBBL — XOTS
BU3yallbHO 3TO S3BIYECTBO BBIIVDIIUT HHA4Ye, YeM B
«Jlpy’kuHE», B LIEIOM IHOCBUI TOT k€. APEBHHE CIABSHCKHE
BOJIXBBI — 3TO MOITyOE3yMHBIE
JUKapu ¥ PEIUTHO3HbIE (paHATHKM, KOTOPBIX UCIIPABHUT Pa3Be
YTO MOTHJIA.

Ho BEIpaxaTh cHMIATHH K S3BIYE€CTBY OTBAKUBAIOTCS HE
TOJIBKO PEKUCCEPHI-TIFO0H-
temu. B puneme «Cxud» (Pycram Mocadup, 2017), cHsiToM
B OKaHpe HCTOpUUYECKOro (IHTE3HM, MBI HEe HaiineMm
SCTETU3alMH  A3bMECTBA — JOCTATOYHO CKa3aTh, YTO

coyxurens IlepyHa 3mech  BRITISAWT — eme  Oornee
OTTAJIKUBAIOIIE, HEXKEITU B « BUKMHTEY.
Ho B koHme ¢uieMa —KpoBaBoro, OpyTaibHOTO,

PacCYUTaHHOTO Ha TaKyIo JK€ ayAUTOPHIO, Kak U «JlpyxuHay,
— MBI BUJMM HEOKUJAHHBIH IOBOPOT CIOXKETa: XpUCTUAHE
BO IJIaB€ C PYCCKUM KHS3€M OKa3bIBalOTCS KOBAPHBIMU U
JKECTOKMMH, B TO BpeMs Kak IPOTHUBONOCTaBIEHHbIE UM
CKH(BI-SI3BITHAKN

BAPYT MPEJCTAIOT Mepe]] HaMH YeCTHBIMH U OJaropoJHBIMH
JMIOABMH, a TJaBHBIA repoi, cnaBsHuH JlroTobop,
OIIETIOMIICHHBII BEPOJIOMCTBOM CBOETO KH:3s, oOperaer
HOBYIO JICHTHYHOCTh U O0CO3HaeT cebs ckudom mo ayxyl. B
(uIbME MOYKHO OTMETHTD T€ K€ MOTHBBI, YTO U B COBETCKHX
neHtax «3axap bepkyr» u «Moruna JleBay, — repoit
MPOTUBUTCS BOJIE KHA3A-XPUCTHAHNHA, HE CUUTAIOLIETOCs HU

servant of Perun here looks even more repulsive than in
"Viking."

But at the end of the film—bloody, brutal, aimed at the
same audience as "The Squad"—we see an unexpected plot
twist: the Christians, led by the Russian prince, turn out to be
treacherous and cruel, while the pagan Scythians, opposed to
them, suddenly appear before us as honest and noble people.
And the protagonist, the Slav Lyutobor, stunned by his
prince's treachery, acquires a new identity and recognizes
himself as a Scythian in spirit.1 The film shares the same
themes as the Soviet films "Zakhar Berkut" and "The Lion's
Grave"—the hero resists the will of a Christian prince who
disregards both traditions and moral norms.

C TpaaulsAMU, HU C MOPAJIbBHBIMU HOPMaMH.

Comparative Analysis of the Yoruba
and Russian Traditions

The portrayer of Yoruba actors and actresses are always in the
negative to show the superiority of the foreign tradition,
particularly in the areas of religion. The Yoruba tradition is seen as
backward while those of the foreigners are progressive. This is
responsible for the reason why Africa as a whole is not progressing
in all areas of life just to buttress what Salami (2021) has rightly
said that Africans have been colonized psychologically,
economically, mentally and religious wise. Till date, Nigeria as a
body still make use of the economic and governance systems of the
colonial masters that are failing on a daily basis. Many of ethical
and moral stories that are existing in Yoruba story books today are
all from Ifa chapters and verses but no one can discover it today
except one is familiar with Ifa. All had been changed and given
another names and titles. Social media that supposed to be a succor
for reshaping things are contributing in no small measure in
damaging the tradition. Yoruba tradition agho-herbs are not good
while Chinese green tea is okay for many. It is only in recent time
that we see a handful of people that are now consuming the herbs
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they have once neglected. The religious aspect of the tradition is
the worst. Every aspect of the Yoruba religion is associated with
the devil popularly called Esu by Christians and Muslim folds.
They believed the Yoruba who are not Christian or Muslim
worship idols. Yet some Christians can kneel before the statue of
Mary to pray every three hours of the day. They can afford to pay
millions of naira to visit Jerusalem to go and see and pray before
the tomb of Jesus and buy mustard seeds for healing purposes
while neglecting ewedu seeds that can perform similar functions
here. Some can also pay millions of naira to go and throw Satan
stone in Mecca.

Whereas, in Russia, the promotion of their culture and tradition is
paramount to their social medias, most especially radio and film
industries. For example, in the film, “shadows of forgotten
ancestors”, the film meticulously recreates ethnographic realities
that find their parallels in various areas of the Slavic world and are
confidently associated by scholars with the paganism of the ancient
Slavs. Also, in Tarkovsky's film, Zakhar Berkut, the Squad to
mention but few portrayed the tradition of the Russians in positive
manners that are actually promoting the tradition till today.
Although not that there are no fewer ones like The Lion's Grave,
Rusichi, The Legend of Kashchei, Yaroslav the Wise and Druzhina
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that see Russian tradition as bad but they are not as bad compare to
the Yoruba ways of total condemnations.

Conclusion

Adeyinka (2023), writing from the diaspora, cautions that Isése is
experiencing significant challenges due to the infiltration of
Western religious ideologies and modernity. In his essay, “lsése
under Siege: Navigating Challenges and Preserving Yoruba
Spiritual Heritage,” meticulously documents grassroots initiatives
among young Yoruba individuals and African descendants abroad
who are endeavoring to reclaim their ancestral religious traditions.
The French Institute for Research in Africa (IFRA-Nigeria)
convened a multi-religious symposium in Ibadan (IFRA, 2024),
which examined the coexistence of Is¢se alongside Christianity and
Islam within urban environments. The conference proceeding
revealed that notwithstanding, social pressures, numerous
adherents maintain dual religious identities, thus indicating a
dynamic and fluid spiritual landscape.
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