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ALEX TETTEH-LARTEY 

This is Alex Tetteh-Lartey with "Arts and Africa". And 
t0day we look at cinema in South Africa and a new exhlbition o~ 
painting a ~d drawing by a young Sudanese artist. 

Kevan Tomaselli is a lecturer at Rhodes University School 
0f Journalism in South Africa and joint editor of the ,journal 
"Critical Arts", who is currently working on a major study of the 
cinema in South Africa. He has been looking at the growth of 
alternative film and video and the kind of audiences reached. 
Andrew H~rn asked Keyan Tomaselli abnut this alternative 
movement. 

KEYAN TOMASELLI 

The a 1. ternati ve movement has grown quite strongly <)Ver the 
last five or six years, particularly with the ~ntr/4 of film and 
~inema graduates from universities into the practice of film 
making outside of those institutions. This is in marked c0ntrast 
to previ '"> usly when the established industry was almost in tot.al 
c.ontroJ of whatever was being made. Whatever was being made was 
r:ertainly n0t tra t critical of the :=\tatus quo. al though nne or 
two f iJ ms were. 

ANDREW HORN 

Is this alternative cinema and video largely documentary ~r 
is there any narrative or fiction components? 

KEYAN TOMASELLI 

It is largely documentary. It seems that most people are 
concentrating on questions of resettlement and squatter camps. 
There have been one or two attempts made at transposing novels or 
short stories into film which haven't been that successful. But 
perhaps a middle tier between established film making and 
alternative film making would be the films of Ross Devenish and 
Athol Fugard for example which could be considered alternative to 
the extent that their finance is usually raised from sources 
outside of South Africa. Those films are narra.ti ve, fictional 
films based on Fugard's scripts. 
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KEYAN TOMASELLI 

There are. one or two other offerings that have come to the fore 
but which have not been successful in terms of economic or 
financial return. Films such as "Sarah" by Gordon Forster, a 
couple of films made in the early seventies by Jans Rautenbach 
which are very critical of Afrikannerdom and Afrikaan ideology 

ANDREW HORN 

The Fugard/Devenish films which have been fairly widely 
circulated in the West at least, have been criticised for what 
some observers see as a lack of fundamental observation of the 
society, taking certain things for granted that should be questioned. 
How do you feel about that? 

KEYAN TOMASELLI 

One of the built-in problems of Fugard's plays and his films 
as well, is that he tends to run metaphysical elements alongside 
with human elements. So, for example, in a film like"Boesman 
and Lena", one never really knows whether Boesma~ who is a squatter 
coloured man on the Cape flats, is the kind of person he is 
because of metaphysical problems, because of who he is, or whether 
in fact, he's the squatter that he is without any kind of ambition, 
motivation because that is the way white society has made him. 
All of Ross Devenish's films which were scripted by Fugard have 
this problem. So one is convinced possibly that these are just 
s+-ories without, as you say, any deeper significance. I think this 
is the problem that still faces people working on narrative in 
South Africa, they still tend to concentrate on the biographical 
narrative rather than getting down to the deeper structural issues. 
The same problem came up again in Lynton Stevenson's production of 
"Six Fee Of The Country" which was adapted from a short story by 
Nadine Gordimer. Again the displacement from the more structual 
conditions which govern white and black relatio~s in South Africa 
were displaced by a more biographical, psychological set of 
relationships, and this comes through in the way the film is shot, 
what kind of characters the blacks or the white get, who gets 
dominance within the frame and the whole process of film making. 
All these emphasise the biases of the director. In this case the 
director was a white director with a white crew. 

ANDREW HORN 

Well of course South Africa has a vast black cinema audience. 
Is there now, or has there ever been, a commercial cinema made 
for, if not by and about black South Africans? 

KEYAN TOMASELLI 

Yes there has been, but it's mainly been owned by whi. te capital. 
It's quite an interesting industry because two films were made in 
1q49 and 19'51, I think, "Jim Comes to Jo'burg" was one and "Magi~ 
Garden" was the other, made by Donald Swanson which dealt with 
black ~eople living in black areas. Both were fairly romanticised 
but "Jim Comes To Jo'burg" is quite important because it, in fact, 
offers the only film available on a very famous group of 
musicians in the 1940's called "The Jazz Maniacs". 



KExAN TOMASELLI 

But again it was produced by a white company and deals with the 
arrival of Jim who is a rural black into the sophistications of 
the city and it deals with his efforts to come to grips with con 
men and thugs and the whole urban scene. But nothing much more 
was done until 1974 when a subsidy specifically for black films 
was instituted by the Government and a number of very conservative 
and obviously natinnalist thinking white producers entered film 
making with very few skills but with a lot of enthusiasm and 
started making films as they say. "For the blacks". These are 
their films, although they're made by a bunch of whites. I've 
divided them into three particular groups. The first are the 
back to the homelands movies. One always sees at the start of 
the film a very well-dressed, sophisticated urban black man who 
is wymbolic of migrant labour going back to the homelands, 
walking through the bush and eventually he gets to his original 
village and he never returns to the city. He successfully takes 
on his tribal ways and actually ends up wearing feathers and beads 
and blankets and things that fits out the white stereotype of black 
rural living. The second one is the co-opted movie which are 
movies which are made by a black director, Simon Sebela who worked 
for Hains films which turned out to be a front organisation for 
the information department. Despite this rather dubious source 
of capital, these films do tend to suggest the total confusion 
of values and cultures that are found in the urban areas of South 
Africa, particularly like Soweto and the larger dormitory towns . 
The third one is what I've called the conditional urban movie 
where these films have moved out of the back to the homelands 
syndrome. They move into totally urban things and the subjects 
range from gangsterism which is not very popular apparently, 
through to adaptations of "The Three Stooges" and disco. Disco 
is incredibly popular amongst these producers. They're obviously 
popular amongst black audiences as well. But none of these 
films really gets to grips with the situation, none of them are 
critical, most of them simply offer some sort of anaesthetizing 
effect . 

_bLEX TETTEH-LARTEY 

Keyan Tomaselli talking about alternative film and video 
in South Africa. 

An exhibition of paintings and drawings by the young 
Sudanese artist Mustafa Abu Salah has just opened at London's 
A.frica Centre. It's an interesting exhibition of almost vlsionary 
work, full of swirling colours and strlking effects. Pl'.'oducer 
Anne Bolsover went along to see the exhibition to ·meet.Mustafa 
Abu Salah, son of the famous Sudanese poet, Abu Saleh. He comes 
in fact from a family of artists. His brothers and sisters are 
all writers or painters. Unfortunately Mustafa's English was 
not too good. As he told Anne Bolsover, he talks with hiR brush. 
But he nevertheless managed to tell Anne about the recurrent 
themes in his work. 

MUSTAFA ABU SALAH 

I am interested about the thing inside the human being. I'm 
not interested in the world around us. So I am interested in 
reflecting the idea and qualities inside the human being, the nice 
and good qualities. We need to look inside ourselves a lot to 
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MUSTAFA ABU SALAH 

try to give ideas about the world inside the human being. The 
nice things that people feel sometimes, they don't care about 
them because they're feelings that only come for about two 
minutes. But they have to care about it because that's what 
makes them feel like human beings. 

ANNE BOLSOVER 

What kind of paintings have you got on exhibition here at 
the Africa Centre. 

MUSTAFA ABU SALAH 

It's a collection of my new and old work. I did it about 
'75/'76. And I've also got new work here. 

ANNE BOLSOVER 

Perhaps we could talk about the works and how they represent 
1our style and your inner vision? 

MUSTAFA ABU SALAH 

This one is called "The Nile Flood". I painted it in 1975 and 
I like it very much actually because it's come through a very 
natural and pure feeling about what happened at that time in my 
country. I put a very light and mild colour in it. I give a 
three dimensional effect and I describe what's happening in a 
kind of realistic vision. 

ANNE BOLSOVER 

It's like a kind of tree, a very twisted tree underground 
with lots of roots and within the roots there are entwined 
embryos and some leaves and it's all: swirling. Was that the 
effect, the water, but the life still coming? 

MUSTAFA ABU SALAH 

Oh yes I think something is going on. The life coming from 
the ground. And this painting is called "Life" and I've put two 
shapes here, one looks like a woman and one looks like a man. 
So what I'm trying to reflect here is thP relationship between 
the woman and the man which is life. So the male and female are 
one person, one character. Each is not a separate character. 
And I put them here in rather a strange shape because I'm trying 
to reflect the relatlon or the love between a man and woman. I 
put some wings, like they are moving in the waves or flying in 
the sky. 

ANNE BOLSOVER 

Why did you pick those particular colours? 
intense swirling green and the brawny colours? 
about the only two colours in the painting. 

MUSTAFA ABU SALAH 

That really 
Those are 

I tried to use a light and mild colour so I love this green 
and crimson also. I didn't use a brush in thi s picture, I did it 
with a cloth. 



ANNE BOLSOVER 

Do you usually use a brush rather than a c]oth or do you US P 
other f0rms? 

MUSTAFA ABU SALAH 

Y0s I usually use a brush. 
cloth wjth my finger inside it. 
with the colour. And whilst the 
Hhape I want nut of the colour. 
this co1our. 

ANNE BOLSOVER 

But now I try to use ;:i pi e<·c o f 
At first I cover al I ! he carwr-1.•-; 
colour is wet I try and c· Lean t. hf, 
Then I leave lhe backgrnunrl 

Would you say when you have a vision of something and you 
try and put it d wn on the canvas, you feel that you'v r raptu rPd 
that vision or is there always something lacking? 

MUSTAFA ABU SALAH 

Yes that's right. But I always feel that something is 
lacking inside me, it's very difficult to put a]l your feel!n ~s 
outside or reflect all your feelings as you feel them. If I 
miss something from inside me I try to do it in another painti nG 
but it's not going to come like the first one. The first one 's 
going to be the main idea of the feeling. 

ALEX TETTEH-LARTEY 

Sudanese artist Mustafa Abu Salah. 

And that's all from "Arts and Africa" today. Until the 
sam~ time next week this is Alex Tetteh-Lartey saying goodbye . 
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