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ELA I NE: Hello again from Elaine Caulker. And today we 're taking 
a backward glance at a fa irly new art and we'll also be 
looking forward to possible developments in one of the 
oldest of all the arts. 

·· The new art is the cinema, and later in the programme I' 11 
be talking to Leopold M'balla about its beginnings in 
Africa. But now I want to introduce you to a new playwright 
David Lan whose one- ac.t play 'Painting a Wall' I .went to 
see yesterday. Victor l'Joono came with me and I' 1 1 be 
asking him for his reaction as a Ghanaian actor in a moment. 

David Lan 1 s from South Africa and he ' s set this play in 
Cape Town. The characters who paint the wall and by the 
way they do this before our very eyes are Cape Coloureds 
(people of mixed race) and here's one of them, play~d by 
Saul Reichlin, telling the other workmen about his journey 
to work. 

Actuality - Excerpt from 'Painting a Wall' 

An excerpt from 'Paint ing a Wall ' and what a pity that this 
couldn't really happen . David Lan you've chosen a very 
simple title and a very simple action. Why painting a 
wall? 

DAVIr LAN: Well, the play is about painting a wall. It is very simply 
about four people in Cape Town, three coloured men and one 
Indian man of various ages whose job it is to paint walls. 
rt takes an hour to paint the wall they paint in the course 
of the play and so that's the length of the play. 

ELAINE: And how much improvisation do you actually have in this 
play 
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Well the words are all set. One thing we did find, I 
thaought that we would be able to improvise quite a lot 
around the text during rehearsals but in fact that didn't 
work out very well for it became vary important to set 
the words. But the actions, what they actually do - the 
parts of the wall that they paint and the way they paint 
them, the particular parts of their personalities that they 
express through the way they paint the walls is developed 
through improvisation. 

David Haynes, now you are one of the actors who play an 
Indian in this play. How do you find this whole· thing of 
improvisation? 

DAVID HAYNES : It was quite interesting in the beginning. We, in fact, 
just read the play and then got the basic story line as it 
were and the basic characteristics of the various characters. 
What makes this play different from any othe r is the fact 
that Henry who is the Indian, his daughter has died and he 
feels that he must work so ,that he can forget but in fact 
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he finds that he can't , To get the relationship between 
all the characters we would improvise painting a wall on 
another day and we found that Henry because he is an Indian 
is very separate, very aloof. He 's treated differently, 
he is not in on the friendship of the other three. 

You've worked with black and coloured actors in South Africa? 

Yes. 

Have you found that this kind· of play where the themes -
political and racial themes are part of the play but yet 
they are thrown in -behind something really simple, rather 
t han slogging the point. immediately? l)o you find t hat 
people are doing that in South Africa? 

Yes, for instance, a friend of mine ran a drama workshop 
with a group of coloured people in Athlone which is in 
Cape Town and· it was like a review which they had _b.uil t 
Up out of improvisatio-n on various themes to do with colour 
and in fact it turned out to be a very funny and very 
faintly satirical piece - making fun of the whole issue of 
racial prejudice, 

Well, Victor let me ask you now. You ar~ an actor from 
Ghana, Victor Noono. What is ha9pening in Ghana as far 
as the theatre is concerned? Are people i mprovising? 
Are people learning to deal with the old problems of the 
generation gap and colonialism in a new way? 
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VICTOR NOONO: Well, the theatre in Ghana is very young but yarious 
Ghanaian producers are ca tching up with what is happening 
outside. I mean the generation gap, okay, but Ghanaians 
know that even with this generation gap they are able to do 
things i:o their own quiet way without coming into conflict 
with the traditional ideas. So I think a play l ike tbis 
can succeed , it can be performed in Ghana and people would 
enjoy it. 

ELAINE: While "Gnis action is g,1ing on of the four men painting the 
wall r · noticed a girl, a woman, sitting there making pottery 
and I couldn't quite work out why she was there at all in 
relation to the play. 

LAN: I see the play really by changes , everything in the play 
changes - t he wall changes colour , all four of the men 
change in the course of the play, and the course of tb~ play 
l ead s to the clay becoming a pot. And if you could watch 
it in a kind of objective way and just see each of the images 
of the wall, the men and the potter independently you would 
just watch a process of change, different ways of changing. 

I-Ht YNES: Initially the play seems to be very funny 8.J:?d people seem 
to laugh a tremendous amount but at the end it is very, 
very quiet and people seem to be really listening and 
thinki.ng about it and not, I .hope, saying noh, it is just 
because-of the coloured situation or just because o~ the 
political situation that these people are as they are'', I 
think it is a little broader than t hat. 

ELAINE: rt certainly was for me anyway because I was laughing a lot 
in the beginning but towards the end it became something 
really serious and really quiet. 

NOONO: I was go img to comment on the actors. I think that it is 
to their credit t hat they were able to create the emothons 
of the coloured people, you know, the type of characters 
they were playing. For white people to have such sympathy 
to be able to create this sort of thing was really very 
good and I enjoyed it. 

ELAINE: Well, a play about change and David Lan, ravid Haynes and 
Victor Noono, thank you. 

MUSIC from 'Gharam Fi Al- Karnak' 

There was a lot of talk, once upon a t ime , about building 
a road all the way from Oape 1.I1Town to Cairo, but hough it ' s 
never happened we ' ve made the dis tance with music from the 
recent Egyptian film 'Gaharam Fi Al-Karnak', 'Love at 
Karnak '. 
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Egypt has a thriving film industry ana cin~mas all over 
the Arab-speaking world give them a showing. There's 
been government support from the time that President Nasser 
realised how important. films were in adve~tising his 
political and social ideals. But unfortunately the rest 
of the continent has l acked this support. There's still 
nowhere to learn about film-making at home - students have 
to go to IDHFC, the Institute for Cinematograph Studies in 
Paris, or to one of the film schools in Britain. 

Leopold M' balla will soon graduate from the London Film 
School where, amongst other things, he's been studying the 
history of the cinema. So there seemed to me to be one 
very obvious question to put to him. 

Leopold can you think of anyone in particular who you would 
say started the African cinema? 

LEOPOLD M'BALLA: 
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Yes; Soulemane Vieyra of Senegal. When he was studying 
in France he was actually reading law and one day he was 
sitting in a cafe in France and two people approched him 
and told him that they wanted a black man standing ••• 
so .he got i nterested in the movies and he decided to go 
to IDHEO to try and learn more about film- maki ng. 

He filmed the first African film "Afriques Sur Seine 11 

in 1956 which was about the life of African students and 
those days when you were in .Africa your parents sent you 
to Europe and expected you to be ••• • 

A super-star. 

Yes. And they expect you home. Now when their studies 
were done it wasn't the way they had expectAd them to be 
done so they couldn't go home because .they hadn't fulfjlled 
what their parents wanted them to and so they had to stop 
in France. And it was these problems that the film dealt 
with in "Afriques Sur Seine", 

And were these early films distributed in Africa or were 
they purely for the French cinema? 

I don't hink that particular one got any distribution it is 
just of h i storical importance because it was the first film 
shot by an African. From there several students, in fact 
hundreds, went to IDHEC and were trained there and a 
number of them are making films in Africa. 

What kind of patronage do film- makers get in Africa? 
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Practically none because there isn't such a thing as a 
film industry in Africa. All the films that are made by 
Africans are produced by French firms, French companies. 

But Egypt for example 1-;1.,1,kes a large number of films. 

Yes . So far they have made 1,600 feature films compared 
with Senegal which is the leading country in the cir1erna who 
has made about 20 films . 

Coul d you tell me more names of the important people in the 
film industry now in Africa? 

Apart from Algeria who has got quite a number of film 
directors . In Senegal you've got Soulemane Vieyra , 
Ousmane Sembene, 

Wha~ are these people making films about? 

Most of the films are political films dealing with 
colonialisation, .dealing with social problems and traditions. 

Ana who are the people they use to act in their films? 

They use natives which is very good . Ousmane Sembene for 
instance , doesn · t dubb his filming , he shoots his film in 
the Wollof~ he_is very natural . More natural tha~ Dessie 
E cnre , for instance , who makes his films in ·French - you 
feel th't iG not natural., Sembene for cx~mple makes all 
his films in Wollof and people are easier in their parts, in 
the characters - they can get into the characters easier . . • 

Could you quickly give me cne story Scmbene has used which 
struck you particularly? 

Yes . He made this film which is called "Mandabi" which is 
about the civil servants when they go to Europe and when 
they go back home they feel superior to their compatriots 
and they start exploiting them. Instead of being at their 
service , helping them with the knowledge that they have 
acquired in Europe they try and exploi t them. If there 
were enough films of that kind it could be very effective . 
As ~ou know one film cannot make the difference. 

How important is the cinema in ~frica? 
it is really worthwhile ? 

Do you think that 
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The cinema in Africa is very, very important. I just 
want to quote .from Sembene when he said "I've realised 
that by ~riting books I would not reach the ~asses due 
to the fact that 90% of the Africans are illiterate~ 
What we need in Africa is the visual symbols. That is 
why the cinema is more important than anything else." 

And as Leopold has ~mphasised how badly film-makers need 
financial support, what could be more appropr i ate to end 
with then a song from a beggar? This song was recorded 
in Uganda, close to the border with Zaire. 

Before we play it, I'll quickly say goodbye and invi te 
you to join me next week for another edition of "Arts and 
Africa". 

MUSIC form "Blind Karmajong Beggar" 
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