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ANNOUNCEMENT AND SIGNATURE 

ALEX TETTEH-LARTEY: 

(6R 53 S130G) 

Welcome from llex Tetteh-Lartey. And today, a new novelist from 
Rhodesia, and from Sierra Leone a play on the modern condition. 

SIGNATURE TUNE 

TETTEH-LARTEY: 

In fact, both the writers we'll be hearing from today have some
thing to say about the communij:;~ they live·, in. Theatregoers in 
Freetown, Sierra Leone, have been enjoying a new and controversial 
play (with music) in which the author has put over his point of 
view with zest and vigour. He is novelist and playwright Yulisa 
Amadu Maddy. 

YULISA AMJ-lliJU MADDY: 

In "Big Berrin" I look at the present condition in which some of 
us live. After taking a long and critical look at things I find 
out that everybody is grumbling, but nobody seems to really know 
who to take their problems to, so therefore I thought it was 
better for me to write a play so that we would perhaps be able to 
find out how best we can question ourselves and not just stay 
behind our doors and grumble 9 because that won't help. 

TETTEH-LARTEY: 

The title again is "Big Berrin" and for anyone not speaking Krio 
let me translate: it means llThe Big Burying11 or better still, 
nThe Big Funeral11 • But it isn't an actual funeral that Maddy puts 
on stage. Rather, he says, he's reflecting on the present social 
economic and political situation in Sierra Leone where, he claims, 
people are imitating borrowed mannerisms and morals, where decency 
and honesty are at their last gasp, being killed by corruption. 
And, as he tells Jocelyn Roland, it's going to be a big burying. 

YULISA AMADU MADDY: 

We are dying, or we are corpses, if you like, walking. I say 
'walking lampshade' because sometimes I don't have a cent in my 
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pocket. That is not new. But why is is that some people should 
have four or five Mercedes Benz, some people building houses, 
some people flying to England to get medical treatment, when I 
cannot even afford to buy codeine, when I've got a headache here? 

ROLAND BUCK: 

Would you say then that what you've tried to do is to minor the 
ills of the society, and the shortcomings of the establishment? 

YULISA .AM.ADU MADDY: 

It is my duty, it is my job, and I think I will not be doing my 
duty to my society if, as a writer, I just sit and let these 
things go by. 

ROLAND BUCK : 

You've just said that the play has no specific pl~it·~, Would you 
just briefly tell us about this play ? 

YULISA A.MADU MADDY: 

The play starts with a boy and a girl playing, dancing at night 
and it continues into two strong men doing traditional dances. 
I wouldn't call them men. I wouldn't call them spirits, it just 
occurred to me that I need them, because they're part of that 
society they're part of life, so we have that ~~~ing going on. 
And then we find that we have got a narrator. He in fact plays 
the part oft he observer, the man who comments on what is going 
on, the man who doesn't sleep at night and doesn't sleep during 
the day, The only time he sleeps is when he is hungry and when 
a hungry man sleeps he does not feel hungry, The: play is set 
in a yard, where you have a tenement block of three partitions. 
In one partition you've got an old man and his wife and this old 
man is a greedy man who worships evil spirits, and he's got a 
grandchild who goes to school, but she fools around with all sorts 
of men. Now then you've got next door a teacher who works for 
long hours, and he teach~s an extraordinary amount of kids for 
which he 's paid a very, very meagre sum, and he-complains about 
this, but at the same time he has to live, he has to escape from 
this situation of having to beg people for sugar, having to beg 
people to go and get credit for him. So he's angry with, for 
instanee foreigners who come to the country and who run the 
economy of the country, but what can he do? So he himself turns 
to. a kind of corrupt practice that is to set up one of these, what 
I would call illegal spiritual churches, which he believes that 
if he could run that church for two years he himself will be able 
to exploit his own people, the poor people , and then begin to 
build houses~ and buy his own Merct)des Benz. 

MUSIC: Extract of music from the play 

YULISA AMADU I~~DDY: 

"Big Berrin" is not death. When you die, like here people are very 
happy to go to your wake when you die , to go to the mortuary and 
collect your dead body and then take you to the cemetry. This is 
not what "Big Berrin11 is, because I do not believe that the man 
who i s dead. can be given a big funeral when he 's dead. It's 
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better for me to give myself a big funeral when I'm alive, for me 
to share a piece of the cake. This what "Big Berrin" is all 
about. If you don't give me I'm going to take it, and when I 
take, if you stop me, you•re not going to enjoy what's going to 
be coming for you. 

MUSIC: Extract of music from the play. 

ROLAND BUCK: 

One of the songs in this play is called "Call Me With you"•••••• 
could you explain this? 

YULISA AMADU MADDY: 

We are · very good in this society for pointing fingers. Suprisingl) 
enough there are some people who are very low in society, but 
they take pleasure in ~alling other people names, infonning on 
other people, destroying people. These people form part of that 
sum. Then you've got people who, because they have influence, or 
relatives who are in influential positions, get jobs for which 
they don't merit, get positions which they don't .merit. They go 
to represent the country when they can't even represent themselves 
within the country "Call Me With You" you can call me what you 
like because it is your time, you ean do me what you like 
becaus~ now is your time, but it will htver be for ever, because 
even life itself is not for ever. No condition or situation is 
permanent. Things change because the world rotates on an axis and 
things go round. 

MUSIC: Extract of music from the play. 

TETTEH-LARTEl,: 

"Time marches on", one of the sor.igs from Yullsa Amadu Maddy's 
play "Big Berrin11 • 

A new novel from Rhodesia. A first book by a new writer, Wi~son 
Katiyo. Wilson's here on the 11Arts and Africa" studio with me, 
but b~fore we have a chat about 11A Son of the Soil" (that's tne 
title of the novel) let me read about an incident in the child- · 
hood of Alexio, the main character. 

SEE SEP /JlATE SCRIPT 
Extract from page 34 of "Son of the Soil" by Wilson Katiyo. 
Read by Alex Tetteh-Lartey. 

TETTEH-LARTEY: 

Well, Wilson 9 that passage gives the impression that 11A Son of 
the Soil11 is all about traditional life in Rhodesia. Am I right? 

WILSON KATIYO: 

No, you are not right because in the passage that you read to us 
is to try and see where "A Son of the Soil11 is coming from - how 
traditional am I - how traditional are we today? We cannot be 
what they were. I'd likL to know where I come from. 
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TETTEH-LARTEY: 

Yes, the plot is a rather well-worn one. This is not to say 
that the story is not interesting, in fact it's most enjoyable, 
you've written it very very beautifully. 

WILSON KATIYO: 

Glad to hear that. 

TETTEH-LARTEY: 

But the plot is quite ':iell known. The traditional 1.~.fe of a 
country as contrasted with the life in the modern cities. The 
life of the African in the state of nature - as it were - a pure 
person without any vice at all and then the corruption by the 
whiteman. Why did you choose this kind of style? 

WILSON KATIYO: 

I didh 2t choose it, I'm not a writer in the sense of a careeristo 
In fact I was doing chemistry before I started writingo I read 
people like James Baldwin but what I do is to1hink, to go tack 
home,you know, I'm in Europe, I'm lost here, I don't know where 
I am and what I'm doing here. I'd like to know where I come from~ 
If I know where I'm coming from, with a Jittle bit of luck I 
might know waere I am and then perhaps I migh~ even know where 
I'm going. You know, this book is not really autobiographical 
at all, any sort of personal signs '3.re not the s:ory of my life. 
Oh sure, there are some bits which are a story of my life, but 
other people too. I tried to make it general, because they are 
the people. Alexio here for instance, is, factually speaking, a 
composite of three people, but what I try to do is really talk 
about those things that I know. 

TETTEH-LARTEY: 

How long have you been away from home? 

WILSON KATIYO: 

I left home in 1965, which is a very long time ago. I'rt love to 
go back. 

TETTEH-LARTEY: 

Do you think you are up to data with what is happening back home? 

WILSON KATIYO: 

I keep in touch but I don't want to pretend that if I go back to 
Highfields today it is the same as it was ten years ago. I talk 
to a lot of kids coming from home now and a lot of people are 
righto I 1d get lost and this is disgusting for meo I know 
London :,1Uch more now then Iv d know Highfields if I wen4; backo 

It I s not easy trying to writ,~ a unified book when you are using 
themes, traditional themes and then modern themes, one ,:;ends to have 
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a story which is rather lopsided. Did you find this difficult 
when you were writing? 

WILSON KATIYO: 

Yes, I found it very difficult, but you know for me, my stance 
i~ writing is that I am not going to romanticise about where I 
come from. I like to write about today you know. 

TETTEH-LARTEY: 

Yes, so you' re more interested in the modern aspect 1·ather than 
traditional••••••• 

WILSON KATIYO: 

I'm interested in today's problems 9 or traditional, ~hat 1 s 
exactly the question I 1m trying to ask myself: wh~re do I come 
from? And when I say where do I come from, I mEmn where do I come 
from cultural:y. 

TETTEH-LARTEY: 

Yes. 

WILSON KATIYO: 

I found myself very oppressed in England, ~n Europeo r·m not 
comfortable culturally. 

TETTEH-LAR!fil:: 

You mention a lot of brutual realities of modern Rhodesia•••• 

WILSON KATIYO: 

You saw a photograph of a native of my Gountry and I don't call 
it Rhodesia I call it Zimbabwe Y••••••••••• 

TETTEH-LARTEY: 

Zimbabwe, yes. 

WILSON KATIYQ.: 

S01.1th Africa, those kids, that happened to us in 1964. If I 
don't tell my k5.ds that what elee can I tell them? I will .not 
be able to tell them the story of what we're going through in the 
same way as my grandfather would have told me about the arrival 
of the white man in my country, in my village. 

TETTEH-LARTEY: 

But you are in fact telling them, aren't you? You 1ve put it down 
on paper~ you mean you can'-t use your oral traditions but this is 
your way of recording for the future. 
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WILSON KATIYO: 

Yes, that's what I 1m saying, this is my way of recording for 
those kids, for the next generation. 

TETTEH-LARTE,Y: 

Thank you very much Wilson Katiyo, for coming along and best 
wishes for your new book. The title again is 11A Son of the Soil" 
and it's published by Rex Collins price £3.50. 

Mata)fiClifford who also somee from Rhodesia brought out a disc 
a while ago called "Road of Life" so I'll say goodbye while we 
play one of the tracks - "Keep Pushin' on - Keep Movin' Ori". 
This is Alex Tetteh-Lartey hoping to meet you this time next 
week for more "Arts and Africa". 

MUSIC: ROAD OF LIFE LP, "Keep Pushin' On - Keep Hovin' On" 
by Mataya Clifford. Side 2 Cut 3. 

BROADCASTING RIGHTS: FR.EL FOR USE 
IN BROADCASTING OUTSIDE BRITAIN IN 
ENGLISH OR IN TRANSLATION. 

PUBLICATION RIGHTS: NOT FREI!; 
FOR USE IN PUBLISHING OUT
SIDE BRITAIN IN ENGLISH OR 
TRANS~TION. 


