
Booking Inquiries: Janus Films  
booking@janusfilms.com • 212-756-8761

Press Contact: Courtney Ott 
courtney@cineticmedia.com • 646-230-6847

Nigeria | 2020 | 116 minutes | Color | In Nigerian English with English subtitles | 1.66:1 aspect ratio

EYIMOFE (THIS IS MY DESIRE)
A triumph at the 2020 Berlin Film Festival, the revelatory debut 
feature from codirectors (and twin brothers) Arie and Chuko 
Esiri is a heartrending and hopeful portrait of everyday human 
endurance in Lagos, Nigeria. Shot on richly textured 16 mm 
film and infused with the spirit of neorealism, Eyimofe (This 
Is My Desire) traces the journeys of two distantly connected 
strangers—Mofe (Jude Akuwudike), an electrician dealing with 

the fallout of a family tragedy, and Rosa (Temi Ami-Williams), 
a hairdresser supporting her pregnant teenage sister—as they 
each pursue their dream of starting a new life in Europe while 
bumping up against the harsh economic realities of a world in 
which every interaction is a transaction. From these intimate 
stories emerges a vivid snapshot of life in contemporary Lagos, 
whose social fabric is captured in all its vibrancy and complexity. 

booking@janusfilms.com  •   www.janusfilms.comm

mailto:booking@janusfilms.com
mailto:courtney@cineticmedia.com
mailto:booking@janusfilms.com
http://www.janusfilms.com


PRODUCTION HISTORY
Eyimofe (This Is My Desire) began as a one-page treatment that Chuko 
Esiri submitted as part of his application to New York University’s 
graduate film-production program. Soon his treatment became the 
thesis screenplay that won him a place on the prestigious Purple List, 
which recognizes the program’s best production-ready scripts. Chuko 
wrote Eyimofe from his personal understanding of, and social concerns 
about, fellow countrymen who were leaving Nigeria for the West.

While Chuko was working on the screenplay, his twin brother, Arie, was 
earning his own master’s degree, at Columbia University’s film school, 
only a few miles away in upper Manhattan. Prior to graduate school, the 
Esiris had each gained experience in the film industry, with Chuko 
learning about the business through internships at the Gersh Agency 
and Innovative Artists, and Arie working in the camera departments of 
various film crews. In film school, the two had joined forces to make the 
shorts Goose (2017) and Besida (2018), and once Chuko’s Eyimofe script 
began to receive positive feedback, it was virtually a given that the 
brothers would work together to put it into production. 

Chuko connected with Nigerian American producer Melissa Adeyemo, 
whom he met at NYU. He knew Adeyemo had experience producing 
films in Nigeria, and he shared his script with her. Adeyemo fell in love 
with the story and immediately signed on to produce. Shortly after 
that, the screenplay’s placement on the Purple List garnered general 
market interest, which encouraged the Esiris to secure financing 
for the project. Fellow countryman and mutual friend Toke Alex 
Ibru was then cofounding GDN Studios and looking to fund more 
substantive and socially conscious productions in order to diversify 
Nigerian cinema. To ensure that the directors didn’t compromise 
their vision for the film, Ibru and GDN became the majority investors, 
contributing three-quarters of the budget, with the Esiris raising the 
remaining money through private donations—bringing the screenplay 
to life was slowly turning into a reality. 

After working with Adeyemo to assemble a cast and crew—including 
key contributors such as cinematographer Arseni Khachaturan, 
production designer Taisa Malouf, and lead actors Jude Akuwudike 
and Temi Ami-Williams—the brothers discovered that making the 
film was becoming “a communal endeavor” involving the support 
and direct participation of the Lagos neighborhood in which they 
shot. Explains Chuko: “All that time visiting the neighborhood and 

befriending the people there paid off in trust, and when our set 
became an inconvenience, the people had a lot of patience with us.” 
Neighbors even performed temporary tasks for the production, such 
as crowd control and prop procurement. The Esiris’ decision to shoot 
Eyimofe mostly in long takes and long shots—a decision influenced by 
the New Taiwan Cinema and the films of Satyajit Ray—allowed the 
brothers to evoke all the life and movement of Lagos.  •

CAST
Mofe     Jude Akuwudike 
Rosa     Temi Ami-Williams
Seyi     Tomiwa Edun 
Grace     Cynthia Ebijie 
Peter     Jacob Alexander 
Mama Esther    Chioma “Chigul” Omeruah  

CREDITS
Directors    Arie & Chuko
Written by    Chuko Esiri
Producers    Melissa Adeyemo
    Arie Esiri
    Chuko Esiri
Executive producers   Maiden Alex Ibru
    Toke Alex Ibru
    Salman Zoueihed
    Kayode Akindele
    Albert Esiri
    Ifeoma Esiri
    Olorugun Oskar Ibru
    Christopher Ibru
Director of photography   Arseni Khachaturan
Production designer   Taisa Malouf
Costume designer    Daniel Obasi
Editor     Andrew Stephen Lee
Music     Akin Adebowale
Casting     Lala Akindoju

DIRECTORS’ BIOGRAPHICAL  
STATEMENT
Arie and Chuko Esiri were born thirty minutes apart in Warri, Nigeria. 
When they were growing up in their country’s capital, Lagos, their 
mother would put a padlock on the television in an attempt to make 
them more studious. Twenty years later, though, both of them enrolled 
in film schools: Arie graduated from Columbia University, and Chuko 
from New York University. During their time in New York City, the young 
filmmakers collaborated on a pair of short films: Besida, which premiered 
at the sixty-eighth Berlinale in 2018, and Goose, presented at the LA Film 
Festival in 2017. Eyimofe (This Is My Desire) is their first feature film. 



INTERVIEW WITH 
CHUKO ESIRI 
Tell me about your background, and especially 
how you and your brother arrived at filmmaking.

My brother and I grew up in Lagos, in Nigeria, 
and attended school there until the age of 
eight, when we were shipped off to boarding 
school in England to complete our formal 
education. Our family was based in Nigeria, 
so we’d be back in Nigeria for the holidays. At 
the time, there were no cinemas in Nigeria. 
Nigeria was experiencing successive military 
regimes, and each regime had bright ideas 
about what’s good for a culture, and these 
ideas were almost never good. So we didn’t 
grow up going to movies. We also couldn’t 
watch television and videos in Nigeria because 
of the power situation. You often didn’t get 
power for entire days, and even when there 
was power, our mother—who wanted us to be 
excellent academics—padlocked the cabinet 
where the television was kept. I always 
say that part of our affinity for storytelling 
came out of having to spend so many hours 
entertaining ourselves. Seeing movies 
happened when we went to England—I have 
vivid memories of watching The Lion King, 
Jurassic Park, and Aladdin. Those were baby 
steps toward forming a relationship with 
a dark room with a big screen and all that 
happens in there.

I understand that eventually you attended law 
school but became dissatisfied with it, and that 
this ultimately led to your pursuit of filmmaking.

Throughout high school, Arie and I got 
caught up in the African-parent slipstream 
of “Do well in school, become a lawyer or 
accountant”—the prospect of working in the 
arts was a ridiculous aspiration in an African 
household. And you understand why—you’re 

living in a country that’s not 
stable, and your parents want 
you to achieve professional and 
financial stability. Once I attended 
law school, the minute I got in, 
I thought to myself, “This is not 
going to happen.” I actually tried 
to transfer to NYU my first year, 
but that was quickly vetoed by 
those paying for my education. So 
I tried law school in Newcastle, 
but promptly spent all my days 
attending the cinema. This was 
the first time I experienced indie 
films. In high school, I was in 
the classic-cinema club, but that 

was primarily for leisure. In Newcastle, I 
became more interested in all that went into 
movies, and I would research them on the 
internet. At the time, what I thought would 
be palatable to my parents was becoming 
a film producer, because that felt close to 
a professional job. Once I completed law 
school, I could have pursued international law, 
which I actually enjoyed, but I still itched to 
make films. I signed up for a one-year course 
at the New York Film Academy, where I had 
some excellent mentors and teachers. One 
of them told me to pursue a proper degree 
in filmmaking, which I eventually did at 
NYU. Before that, I obtained internships at 
Innovative Artists and at the Gersh Agency. 
Through working in that area of the industry—
and an agency is an excellent place to learn 
about the film business—my plan was still to 
become a producer. After returning to Nigeria 
and producing a short film, I applied to film 
school and got into NYU.

And at the same time your brother was also 
pursuing a path through the film industry and 
film school.

Yes. Arie studied French and business in 
school and thoroughly disliked it. During a 
year studying abroad in Paris, he pursued 
photography and was watching films as 
well. After finishing school, he started 
working on various film sets as a camera 
trainee in England—he wanted to become a 
cinematographer. At one point, when we were 
both back in Lagos, we obtained the courage to 
make our own work when we watched Vittorio 
De Sica’s The Bicycle Thief. Arie was the first 
to see that film and feel inspired not to be a 
cinematographer on other people’s films but 
instead to write and direct our own stories. 
Growing up between Nigeria and England and 
having this strange relationship with Nigeria, 
being intimate with all of our native country’s 

flaws and beauties—it’s a complicated country, 
and artists who grow up in complicated 
countries want to have a dialogue with 
them in their work. Experiencing firsthand 
the difference between a country under 
democracy and a country under military 
dictatorship . . . when we saw our first 
neorealist films we realized, “Oh, you can tell 
stories about less than ideal societies, and say 
something about them and their people.”

Where did the idea for Eyimofe come from?

It came from returning to Nigeria for my 
stint in the National Youth Service. From 
the age of eight to twenty-two, I had only 
spent time in Nigeria on holiday, so now 
I was spending substantial time in a place 
to which I belonged but where I was also 
something of an alien—until then I hadn’t 
really faced all that it meant to be in Nigeria. 
And the country had changed so much during 
that time. I felt that I wanted to return to 
where it felt more familiar and where I 
would feel more comfortable in a national 
film industry—even though Nigeria has a 
robust industry, Nollywood is a massive 
machine, and I didn’t want to make the kind 
of films people make in it. So I wanted to 
escape Nigeria and knew other people in the 
National Youth Service who also wanted to 
escape or had once left the country. This was 
at the beginning of the migrant crisis that 
we have today, and that global situation and 
my own personal experience distilled into a 
story of someone wanting to leave Nigeria for 
a better life. It wasn’t about being petulant 
and wanting to live in America just for the 
sake of it; it was asking oneself, “Well, what 
is here?” The same issues I had grown up 
with in the country were very prevalent, but 
reading the newspapers, none of the news 
was encouraging—it was the same migration 
stories and only the names changed, or in 
some cases even the names didn’t change.

The story began with just Mofe as the protagonist 
and Rosa as a supporting character. Why was 
the story originally like this, and what made you 
develop Rosa into a second protagonist?

The character of Rosa grew because in my last 
year in film school one of our classmates sent 
out to all of us the first gender-representation 
study the Geena Davis Institute on Gender 
in Media put out. I was really, really 
disappointed to discover that the original 
Eyimofe script had checked all the boxes of a 
one-dimensional female character, because 
Rosa didn’t have a lot of agency—she was very 



much a prop and wasn’t very fleshed out, so I 
worked on making her a person, basically by 
giving her edges and three dimensions. And, as 
that was happening, all of these new avenues, 
all of these new thoughts and ideas in the 
script, opened up, and this began to change 
the entire structure of the film. A number 
of things helped us to divide the film into 
chapters, and one was rewatching Chungking 
Express, which allowed us to believe that it 
was possible to split a story up into chapters. 
Another movie that inspired us in a similar 
way was The Edge of Heaven, and reading James 
Joyce’s Dubliners and Charles Dickens’s Bleak 
House was illuminating because those books 
portray their locations through characters that 
aren’t tied, or are only tangentially connected, 
to one another. 

What were you specifically looking for in locations 
for the film?

It’s funny—it wasn’t only the locations 
themselves but the communal atmosphere 
that arose from them. I’d show up every few 
weeks or so in the neighborhood where I 
had rented that apartment, and people in the 
neighborhood were like, “You’ve been talking 
about making this movie for seven months, 
and we still haven’t seen anything. Are you 
sure you’re making this movie?” And I would 
answer, “I’m going to make the movie, guys!” 
What I realize now is that we had bought a 
level of trust with the community and the 
people in it. We didn’t just show up one day 
with an army of people and vehicles and 
equipment. Shooting on the streets of Lagos 
is notoriously difficult, because it’s a dense 
city and has what are called “area boys,” 
or street guys. The idea of shutting down a 
street for a film production—I mean, if the 
president of the country can’t do that when he 
visits, then we weren’t going to be able to do 
it for our movie.

How did you discover new aspects of the film in 
shooting and editing it?

With the shooting, my brother had introduced 
me to the films of Hou Hsiao-hsien and other 
films of the New Taiwanese Cinema three 
years prior, and we felt a strange familiarity 
with what these films were trying to do. They 
became a major reference point because 
we wanted scenes to play out in long takes, 
since such shots allow an immersion into the 
environments they depict. There’s always an 
impression of more life occurring beyond the 
periphery of the screen—long takes really allow 
you to settle into a location and its characters. 
Even for indigenous filmmakers, there’s a 
danger of exoticizing Africa when shooting 
there and presenting things in a borderline 
ethnographic way, where you lose sight of the 
people and characters and story. So we decided 
when watching these Taiwanese films and 
the work of Satyajit Ray—particularly The Big 
City—to shoot in a similar style, with long 
takes and long shots, where the city becomes 
a character that viewers can wander around 
by using their eyes and picking up whatever 
details they want to pick up. We wanted to 
create the impression that, even though you’re 
watching Mofe’s and Rosa’s stories, there are 
19,999,999 other stories going on throughout 
the city as well.

As for the editing, that was the only time 
my brother and I clashed. Luckily, we had 
wonderful parents in our editor, [Andrew] 
Stephen Lee, and our producer Melissa 
[Adeyemo], who would often be the tie-
breaking votes or voices when we had big 
decisions to make. Just finding the rhythm 
and pacing of the film was such a hard thing 
to get. All credit to Stephen, who understood 
what it was that we were aiming for and who 
possessed an objectivity when Arie and I 
became too wedded to the material we scripted 

and shot. But, for the most part, what we 
arrived at in the editing of the film was what 
we had envisioned with the screenplay, and 
this was probably in large part because we had 
divided the story into chapters.

Why did you choose to shoot the film on celluloid 
as opposed to digital?

When we told Melissa that Arie and I were 
interested in shooting on film, the look on 
her face . . . [Laughs.] We wanted to shoot 
on film for two reasons. The first and main 
reason was that we really felt that Lagos 
deserved to be shot on film. We wanted 
something that felt timeless. In a romantic 
way, we wanted to insert the film in the 
catalog and annals of the great city films that 
had been shot on celluloid. We’ve seen Rome 
on film, we’ve seen Paris and London, but 
everything that we’d seen of Nigeria on film 
is archival footage, it’s ethnographic footage, 
it’s documentary. It’s not cinema, and cinema 
is a completely different beast. The other 
reason is what my brother says: that film is 
the best technology out there. Everyone talks 
about the dangers of using film—what about 
the film becoming exposed, losing cans, and 
so on? But problems can occur with digital. 
With a film, it’s printed, it’s in the can, it 
exists, it can be scanned an infinite number 
of times. With digital, if the hard drive goes, 
then what next? It’s all data and doesn’t exist 
anywhere else. When I shot a short film, my 
DP convinced me to use film. He said, “Look, 
you’re shooting in the middle of nowhere. 
With film, if something goes wrong with the 
camera, it’s a mechanical problem that can 
be fixed by people who understand bits and 
pieces. But if we’re out there with an ARRI 
Alexa and there’s a problem, it’s circuitry—
how are we supposed to fix the camera if the 
motherboard fries up in the heat or you drop 
it in the water or something?”  •


