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fewer men interested in wild honey. Yet the birds have adapted to urbanized 
life, able to attract attention from people on bicycles, in cars, or motorboats. 
This book is ultimately about adaptation and change.
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Valérie K. Orlando, New African Cinema, New Brunswick: Rutgers University Press, 
2017, 175 pp. Notes. Works Cited. Index. Paper. $17.95. ISBN: 978-0813579566.

Published in the Rutgers University Press Quick Takes series, Valérie Orlando’s 
New African Cinema takes on the complex task of introducing its reader to 
contemporary African cinema both north and south of the Sahara. Orlando 
opens the book by stating that it will offer a “cogent overview of the latest 
trends in twenty-first-century African film production” (vii), but she also 
provides her reader with a history of African cinema in the second half of 
the twentieth century. New African Cinema is divided into three parts: a 
thirty-eight-page introduction, a forty-two-page chapter on African cinema 
from the 1960s to the 1990s, and a fifty-eight-page chapter dedicated to the 
new African cinema of the book’s title. At times the book includes African 
television and digital media in its purview, but not consistently. New African 
Cinema seems to be targeted toward undergraduate readers, perhaps in the 
context of a survey course on international film traditions.

It is quite difficult to tell the histories of North African, sub-Saharan 
African, and South African cinemas and medias in a single short work, and 
Orlando for the most part keeps these strands separate. Her knowledge of 
North African and particularly Moroccan history, politics, and films makes 
these sections the strongest of the book. When discussing the other parts of 
the continent, which receive less attention, Orlando tends to rely on series 
of lengthy citations, which at times give the text a collage-like character. 
Manthia Diawara’s 1992 African Cinema: Politics and Culture, for example, is 
quoted eight times on pages 22–24 and six times on pages 53–54. Over the 
course of the book, Orlando refers to important scholarly works on African 
cinema by Frank Ukadike, Roy Armes, Anjali Prabhu, Kenneth Harrow, and 
Olivier Barlet (whose name is misspelled as “Bartlet” throughout). New 
African Cinema also highlights key filmmakers and films from different areas 
and eras, addressing primarily their social, historical, and political contexts. 
In the chapter devoted to the New African Cinema of her title, Orlando 
recognizes new modalities of film production and distribution, with digital 
video for the most part replacing celluloid and DVDs, and internet plat-
forms replacing chronically scarce movie theaters.

In such a brief survey, it is understandable that an author would speak 
in generalities. Yet Orlando misrepresents the variety and range of African 
cinema when she begins by stating that it is “never made purely for enter-
tainment” (3) and concludes by characterizing contemporary African cinema 
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as fundamentally didactic, with filmmakers who “instruct audiences world-
wide” (141). The contrasts that she draws along the way are sometimes jarring 
to a reader familiar with African cinema, as when “raw” women’s filmmaking 
is compared to Ousmane Sembene’s “glitzy” work (70). And Orlando’s 
description of all contemporary African cinema as “Afropolitan” (40, 93, 141) 
both erases any distinction between filmmakers working in Africa and those 
based in Europe or North America and ignores a by-now extensive literature 
debating this term.

It is disappointing that New African Cinema appears to have been rushed 
to press without sufficient editing and revision. In an early discussion of 
Rwanda, for example, Orlando claims that filmmaking “has returned to the 
country following the genocide of the early 1990s” (9). To support this 
assertion, she offers a list of films by non-African directors, yet never men-
tions Kivu Ruhorahoza’s 2011 Grey Matter, the first feature-length film shot 
in Rwanda by a Rwandan filmmaker. Later in the same introductory chapter, 
Orlando reverses chronological time to state that the Lumière films shot 
and screened at the turn of the twentieth century “fueled the fires of colonial 
desire and were thus a determining pillar of the French mission civilisatrice 
(civilizing mission) of the nineteenth century” (25). Orlando’s writing is 
uneven and can be confusing. In only the second paragraph of the book, 
we read that “Films from nations as diverse as South Africa, Algeria, and 
Senegal, reflective of equally varied film industries and ideologies, are 
contributing feature-length films and documentaries, as well as made-for-TV 
videos, to a market that has become globally interconnected and transna-
tionally exciting” (2). Moreover, New African Cinema contains numerous 
typos and errors. Examples include: “exotifying” (22), “Paul” Vieyra instead 
of Paulin (31 and Index), “Safe” Faye instead of Safi (31 and Index), Paul 
“Willeman” instead of Willemen (40 and Works Cited), “Burkina Fasian” 
instead of Burkinabé and “Angolian” instead of Angolan (66), the identifi-
cation of Tsitsi Dangarembga as from Kenya instead of Zimbabwe (66), and 
“Goré” instead of Gorée (101).
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Scott Straus. Making and Unmaking Nations: War, Leadership, and Genocide in 
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What is the logic of genocide? Why would state actors seek to eliminate 
an entire social group, rather than rely on other forms of violence or 
coercion to realize their security goals? Straus answers this question by com-
paring most-similar cases in modern Africa—that is, cases which shared 
similar risk factors as identified by the existing literature, yet which had 
divergent outcomes. Examining countries which have experienced mass, 
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