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Hello, this is Alex Tetteh-Lartey welco~ing you to another 
edition of Arts and Africa. This week we look at two examples of 
cultural interaction between Africa and the rest of the world. First 
through dance. One of Europes most celebrated dance choreographers, 
Maurice Bejart, has long been interested in dance forms from other 
continents. In 1970, he founded the Twentieth Century Ballet in the 
Belgium capital of Brussels. This company is now famous for its 
distinc.ti ve, athletic style of dance the.t h r, s been enhanced by the use 
of African and ~,sia techniques. To teach these innovations, Bejart 
founded a school - Mudra - which is a Sanskrit word, meaning ;igesturen. 
The school teaches dancers to communic .3te through gesture and movement. 
The success of his school gave Bejart the idea of giving b::-:ck to Asia 
and Africa, some of the things he had learned by the establishment of 
other Mudra schools. The first such school - the African Trainmg and 
Research Centre for the Performing Arts - Mudra Africa - opened in 
1977 in Dakar, Senegal. Jorge Lefevre is the Technical Dance Director 
of Mudra Africa and while in Brussei'son a visit he spoke to BBC 
correspondent, Donald Milner •. He began by explaining why Dakar was 
chosen for the first Mudra school. 

JORGE LEFEVRE 

President Sengor ha.s always been very interested in the arts 2.nd 
he admires a lot Bejart and his company, the Ballet or the 'I'wentieth 
Century. He has been seeing us often, we perform in diff erent p3.rts 
of the world and this is how he got interested in the school that 
Bejart created. He came to see the school in Brussels and he told 
Bejart that he wished to have this sort of school built in his country. 

DONALD MILNER 

So, how did you come into this? You were already working in 
the ballet company here under Bejart. 'Why did he nominate you 
particularly to help to start this school in Senegal? 

JORGE. LEFEVRE 

Well, I had been dancing with Bejart in 1 62 and I had built, if 
you want, my career as a dancer and b teacher and as a choreogr apher 
near him. So with this Sengor proposition of opening the school in 
Dakar, he thought of me because he s~id to me he thought I had a 
certain knowledge of the African dancers and the i~frican people. 

DONALD MILNER 

How did you get that knowledge? 
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JORGE LEFEVRE ----
Well, you· see I was born j_n Cuba and in Cuba we have a lot of 

African traditions and not only that.in a way I am half or a quarter black, 
I have also been working with Catherine Denham so I had been studying 
also all these African dances. 

DONALD MILNER 

So you were, in yourself, a mixture of the classical traditiQn 
and the African tradition? 

JORGE LEFEVRE 

This is so. 

DONALD MILNER 

So you were a sort of bridge man able to explain something of 
the classical dance but at the same time merge it in the African tradition? 

JORGE LEFEVRE 

This is ·~t. Also I was training with the ballet sehool of 
Alicia Aionso in Havana and I was in New York afterwards with the 
Ballet Theatre. So, you know, it was a big mixture. So anyhow, he 
thought I was the perfect person for this. 

DONALD MILNER 

So how did you start in Senegal? 

JORGE LEFEVRE 

I must say that President Sengor, so far, is providing more than 
half of thw whole budget for this enterprize because he gave the building 
and he has been giving a lot of scholarships also to different parts of 
Africa not only to the Senegalese. 

DONfa.LD MILNER 

When did you start? 

JORGE LEFEVRE 

We started the school in November 1977. I must say that we 
worked very hard and vary quick because we make a team and this team was 
very together. we were very together and we performed with the school 
a month after the opening and President Sengor, who has the wish to see 
the school already on the stage, he was very, very pleased and he wrote, 
himself, on the paper that Mudra Africa he s found a new a overture;' , a new 
opening, for the African dance expression. 

DONALD MILNER 

But they didn't think this was some kind of cultural imperialism 
or the importation of something which was alien to them? 
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JORGE LEFEVRE 

Well yes. At the beginning we found a certain opposition from 
people in the city and also in the government who were saying that we 
were importing culture for the Africans and that they didn't need that. 
They were wrong because, in fact, Mudra Africa is just, if you want, a 
way of bringing out all this African culture and 811 the Afri•an · 
technique of dance and the style, into the theatre. Our work is simply 
to give a discipline of different techniques, to bring a ll these out. 

DONALD MILJ.\J~R 

Do you think that there is a possibility that this can spread to 
other countries in Africa, that other Mudra centres will be set up . Is 
it, in f act, Maurice Bejart's intention that there should be Mudra 
schools elsewhere? 

JORGE LEFEVRE 

Well I'm sure that there have already been other countries 
that have already asked to have a Mudr2 in their country, in 
Africa and also in Latin America _ 

ALEX TETTEH-LARTEY 

Jorge Lefevre of Mudra.Africa talking to Donald Milner. And 
now for our second cultural link, this time via popular music. 

TAPE 

MUSIC EXTRACT - BIKO 

ALEX TETTEH-LARTEY 

This is 'Biko', a pop-song with a serious message, the story 
of the death while in police detention of the le~der of the South 
African Black Consciousness Movement , Steve Biko. The singer is 
British pop-star, Peter Gabriel who has had a chequered career - he 
started off with Genesis, now one of the most popular groups in the 
country, yet just as they were becoming famous, Peter Gabriel left them 
because, as he has explained, he didn't want to live in the distorted 
world of the pop- star. Instead, he has ouietly worked on his own more 
thoughtful music of which 'Biko' is an example. David Sweetman 
spoke to him, about his interest in Africa and this record in 
particular. 

TJ'APE 

HUSIC EXTRACT - BIKO 

DAVID SWEETM.AN 

Peter Gabriel there singing 'Biko' from his new record, a 
record that is going to come out as a single. Peter, why should you, 
a British singer - a popstar, be singing about Bi~o? 
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PETER GABRIEL 

Well, · I'm aware of obvious possibilities of hypocrisy and I was 
taking the role of a sort of outside observer rather than one who 
is trying to pretend what the situation is like for a black in South 

· Africa. But for me th.at hit hard because I think t here was quite a lot 
of world attention focusem on his trial and his imprisonment. And 
because of all the mysterious suicides and window jumping episodes that 
had occurred to other prisoners in South Africa, I felt very confident 
that he was very safe because of the amount of world opinion that 
was focused on him. I was, therefore , very shoeked one breakfast time 
to hear on the news of his death in captivity. I wrote some words 
which then, when I was working on this album and began to get 
involved in some African rhythms as starting points for songs, se,::med 
right that I should then try using that song as a vehicle for something 
about Steve Biko. 

DAVID SWEETMAN 

Would you like this song to have an effect? Do you imagine that 
people will actu~lly sit and listen very carefully to the woras. ·and 
thinl< about them? 

PETER GABRIEL 

I thinl< _overall the effect of rock music to chenge outside events 
is fairly li~ited but can help encourage people to think about things 
that they might otherwise wish to avoid. 

DAVID SWEETMAN 

You said when you were putting the record together thnt you 
had been playing around with African rhythms. Now when the record 
opens, there, in fact, it does sound to me to be very Africa~. 
What was that at the opening? 

PETER GABRIEL 

There was a cassette tape thqt I was lent which a news ,reporter 
had made of Steve Biko's funeral. There was about 30 minutes of music 
that he had taped and I thought it was very powerful in . that a lot 
of the music and the singing sounded very hopeful, whereas in the 
traditional European funeral, one always expects pessimistic, dirge
like music at funerals. · 

DAVID SWEET~',~AN 

But you've gone on into using African rhythms throughout the 
record, how did you_ get that. That 's not from that cassette is it? 

PETER GABRIEL 

No. There was a rhythm which I thought th3t I had heard on 
a Dutch radio programme when I was fiddling around with my radio 
set one morning. I picked up this thing on the sh ortwave and it was 
playing the sound-track album of a film 'Dingaka', a fairly little 
known African epic ••• 
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DAVID SWEETMAN 

An unknown African epicl 

PETER GABRIEL 

••• which I think Stanley Baker was involved with but the sound 
track was all composed of different African music and some of it struck 
me as being very powerful. 

DAVID SWEETMAN 

This was music from Africa, not just music made to s ound 
African? 

PETER GABRIEL 

It was the real stuff snd not artificial film music. There's 
a couple of tracks on there which I think were starting points for t his 
rhythm and for the chanting at the back, one of wh ich I h8ve brought in 
with me. 

TAPE 

MUSIC EXTRACT - DINGAKA 

DAVID SWEETMAN 

What is it about African music that attracts you do you think? 

PETER GABRIEL 

I think the rhythm and the emotion. 
rock circles where a lot of the source for 
from. My introduction to rock was through 
Otis Redding and Nina Simone. 

DAVID SWEETMAN 

Often it is forgotten in 
our form of music came 
soul music, people like 

Do you imagine that there will be any more African music coming 
up in your work? 

PETER GABRIEL 

There has been a lot of potency from t he rhythm tracks which has 
steered the rest of my music in a certain direction wh ich I am still 
very much enjoying so I will continue it until I cease to find it 
powerful. 

ALEX TETTEH-LARTEY 

Peter Gabriel talking about his interest in African music. We'll 
leave you with another track from his latest LP, Games Without 
Frontiers as we end this weeks editi•n of Arts and Africa. And this 
is Alex Tetteh-Lartey saying goodbye. 
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