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SCIHN DRAW\TURGY IN ~ .AFRI~ TRA.DITIOO <PART I D* 

by 

Martin A. Pennalls 

SOME OTHER ORIGINS OF SCREEN DRAMMURGY 

The dramatic narrative fonn seems to have universality 
in its use and application in cx::mnunication. It is also an 
original characteristic of film presentation although it is not 
peculiar to the film rrediun1 for story telling has been a fonn 
of cx:mmmication in many other types of rredia . Contrary to pq>
ular belief 1 the film !Tedium originally did not c::q>y narrative 
dramaturgy fran literature and the stage. OUr previous investi
gation has shown that it was a characteristic of filmic presenta
tions long before the film as projected celluloid was introduced 
in the late nineteenth century. The story telling format has 
also been used for a::mruni.cation of infonnation and for enter
t:ainlrent in many cultures and dates bad< to early civilization. 
The use of pictorial imagery for what can be tented dramaturgical 
filmic representations or CX1'1111Jl'li.cations develqled only in tenTs 
of sq>histication and cxnplexity through the ages. 

It already has been nentioned that in the art of .r.Esc.pcr 
tania there appeared the beginnings of the pictorial narrative 
as depicted in the Standard of Ur 1 along with scrre of the cxm
ventions of Egyptian Art. But .r.Esspot art was different fran 
Egyptian art in that it maintained the manifestations of roove
ment1 life-quality and realism that were evident in prehistoric 
art. In far off Chian which was then cxnpletely cut off fran 
the western world there appeared a unique continuation and de
velq;uent of the pictorial narrative around the years 96Q-1126 
A.D. during the Sung Dynasty. As Peter SWann puts it: 

Under the Sung, both of the Northern and Southern 
periods, painting reached new heights. The level 
of inspiration in landscape painting in particular 
was never again to be reached.l 

Emperor Huitsung was himself a painter and "he gathered 
around him a t;~alaxy of brilliant artists and set a pattern for 
refined sensibilities. "2 He fonred an academy which served 
both to support eminent artists and to train yot.mger nen. It 
was fran this school of devoted artists that many eminent 

*Part I appeared in UFABAMU Vol VII I Nt.Jrrrer 21 1977 
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paintings were produced on scrolls. Farrous amng them was 
Ching Ming Festival of the River. It was rot to be viewed • 
whole but continuously as the scroll is unrolled fran left 
right andrew scenes am gradually brought into view. In t1 
way the painting reveals a story of a Festival of ' remenbr~ 
of ancestors.' It was like a grand cxmntry fair with the~ 
travelling ·along a river tCMa.rds the palace of the king. I l 
a ram historical value, for in it are all the characterist:J 
and the origin of the presentation of cinema narrative. 'IhE 
unrolling of the scroll was to a degree cx::nparable to the pc 
of the film through the projector. M:M:ment and life quali1 
were manifested in the lifelike and realistic representatiOJ 
of scenery, pecple and objects in each segnent of the story 
there was inplici.t illusion of IOOVeiDailt between one segnent 
arother which were bourd together by the IOOtif of a river. 
n:otif provides continuity of tirre and space. '!bus were inb 
into dramatic narrative film style the el.elrents of frag~e19 
and resynthesis of the scene which are sane essential characl 
istics of modern cinana. 

There was no rigidi. ty of viewpoint and linear pe.r5pe 
tive, which predani.nated the advances in Westem art. '!here 
was, ~ver, the elerent of the oonvention of the frane ani 
other filmic features of titles and credits. All in all thi 
masterpiece was a realistic presentation of a series of eve; 
clearly and well eJ<ecuted with color and tone to deiXJte per.: 
tive. '1lle many sequences were bound together by the 'a:mnec 
tissue' - a river, and bearing close :relationship arrl correl 
to docun:entary film presentation. 

Contenporary with the Ching Ming Festival of the Ri.v 
there develcped in E\.u:q:le another masterpiece of pictorial n 
ration, the Bayeux Tapestry. This artistic representation o 
ried the narrative one step further. It introduced all the 
portant ingredients and characteristics of ItDdern film drama 
turgy. '1llere were indications of production by groups of 
artists or crews and the delegation of :resp.ooSibili ties in t 
of the di.:rector, sponsor, producer, as well as the ccnoept o 
producticn for the putpose of cx:mruni.cation, arrl propaganda. 
The story and dranatic fomat were predcmi.nant throughout as 
with life-like and realistic imagery the story of the ~ 
of England by William the Corqueror was told. 'lbe:re were tl) 
Protagonist and antagonist, climax, suspense , conflict, para 
action_, half truth and half fiction and finally the resolut:ij 
or denbue:nent. In this representation also were many organ 
and' conventionalized techniques of the m:Xlern film - the fi 
~~cene, the sequeooe, the cut-away sOOts , close-~ , ard 

In the areas of Africa fran which the ancestors of 
Jamaicans cane, there seems to have been a similar develop!E 
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in dramatic narrative presentation. 'lbere are indications of 
this fran the types of oral dramatic narrative, originating fran 
those areas although there are no records of these stories mani
fested in their art representations. '!be writings of A.W. Trow
bridge seem to support this : 

Negroes are known to possess the elements of an 
extensive literature and a mass of folktales and 
songs~ not inferior in interest to those of European 
races. They aroe passionately fond of music; and 
although as an art it has not been developed to any 
extent among them, yet it forms a great feature 
in their lives. They are very fond of introducing 
songs into their stories and these verses, sung by 
the story teller always forom the aroowning part of 
the tale for both listener and narroator. One of 
the best localities for studying the negro better, 
perhaps in many respects, than the African continent 
is the island of Jamaica. 3 

'1l1e follc:Ming stories fran Nigeria, Ghana and Janaica 
seem to have sufficient similarities to indicate their origins 
in the sarre geographic region and also that they have rorres
pondences to the cinematic qualities and characteristics of the 
Bayeux Tapestry and the Oling Ming Scroll of the River . 

The Tortoise and the Wild :tam -(fran Nigeria) 

"At one time there was a great shortage of food in every 
lnre, but in the bush there was a kind of yam that could still 
oo obtained . These yams were very big and IOCNed about the bush 
on both feet like hunan beings . No animal had any idea row to 
trap this yCITI, cmi as none of them possessed any unusual quali
ties they could no nothing but starve while food walked <May 
f ran their very eyes . 

It was the snail that first got an idea. He had a good 
supply of sticky fluid and after watching mere the yams walked, 
~ drew a thick gurmy line across their main paths . When the 
Yans went to the spot, they lost their balance and fell and the 
snail took them hare and ate them. The tortoise, the envious 
animal, who was also a friend of the snail heard the news of the 
snail ' s sucress cmi he too decided to make a trap. He walked 
across the road making an ordinary line as he went along and 
went into the bush to wait for his catch . 

'!be yams carre striding along, cmi one by one they passed 
the line the tortoise had drawn, but none of them fell. The 
tortoise was surprised and angry at this incident and he sprang 
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at the last of them. He was ro match for the yam, and very; 
soon he fotmd himself taking a very uncx:mfortable ride. The 
tortoise cried out in great pain, 'Snail, It¥ friend, pl ease 1 

me! The wild yam is going <May with your friend, save me!" 
first the snail was detenn:ined not to help the tortoise, but 
throught it would be unfitting for the tortoise to be carri~ 
<:May across the river. He then crawled across the path rnakil 
a thick gurrmy line along the way and as the yams staggered 01 

the line, they fell and their fragnents scattered into the b 
along the river incluli.ng the one bearing the tortoise. WheJ 
the tortoise had regained his senses, he and the snail colle, 
the fragrrents of the yams and made a large heap. other an:im 
gathered together at the saene and the tortoise decided that 
was he wOO should divided the spoil anong the animals. But 
snail disagreed. He said, 'If I had rot saved you, where wo1 
you have been?' The tortoise was ashcmed of hilnself and he 
allowed the snail to share out the yams in whatever manner hi 
liked."4 

Ananse 's Punishment - (Fran Ghana) 

"There was a terrible famine in the little tam whe 
Ananse lived, and he, like the other inhabitants, fotmd it 
difficult to obtain food for his family. 

One day , gazing despairingly at a pool of water near 
their fann, he saw a very wonderful thing ~g: A littli 
island on whidl a palm tree was growing was slc:Mly errerging 
fran the midst of the pool. On the palm tree were many palm 
nuts. On seeing the fruits of the palm tree, Ananse detenni.l 
to reach this wonderful island and try to pluck sate of the 1 
fruits. But to get there was his ilmediate difficulty. 

He seardJed round the bush forest near the pool and 
soon found a little old boat whidl did not seem fit to bear 
~ight on the water. He managed to reM away to the island. 
had enough rest under the palm tree before he started to clii 
it. He aimed at drcpping the palm fruits which he plucked~ 
the boat he had left under the tree; but eadl time he did thl 
he missed his target and the fruit rolled into the pool. To 

his annoyance, the last fruit also missed the boat and ro~j 
into the water. As soon as Ananse c1.intJed Cbm the tree he 
plunged into the pool to recover sate of the fruits. To his 
horror he found himself in front of a small, beautiful co · 
Fran this oottage carre a grand old man v.ho asked Ananse what 
he wanted. Nervously, Ananse told him how he had arrived ~ 
The old man ruq>ressed his synpathy and pranised to be of he:ij 
to him. 
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The old man went into his oottage and brought out a 
queer- shaped cx:x::lldng pot. He gave it to Ananse and a:ided that 

save he and his famil y would never be hungry again because fran then 
At onwards all focxl for them would be provided by the magic pot. 
he Ananse was given instructions on row the pot could be invoked 

l to serve focxl whenever it was needed. Before Ananse left the 
pg old man re tried to see heM the pot worked; he invoked it to 
n provide his first rreal . He thanked the old man and told him 
J.Sh heM grateful he was for getting sudl a help fran him for his 
n family . 
::ted 
:U.s When Ananse reacred hane, the wicked, greedy and selfish 
it part of him proopted him to hide the pot and say nothing about 

the it to his wife and drildren who had grown -weak and thin. He 
lld pretended that he was very hungry and tired because he had been 

out for a very long ti.ne in search of food. 

After several weeks Ananse's family and many of his 
friends in the tnm notioed that unlike them, Ananse was graN.ing 
robust and plU'I\), while they -were getting thinner and -weaker. 
His activities and rrovements became very suspicious. He was, 
therefore , tailed and shadaved wherever he went . His eldest 

:! son, Kweku Tain, a split personality, one day turned into a 
~ house-fly, and follaved his father into his bedrcx:m where he had 

hidden the magic pot. It was Ananse ' s rrealti.ne and so he brought 
the pot out fran where it had been hidden. He started invddng 
it to do what it always did for its master. Inm::ili.ately, food 

:! was served and Ananse had his usual , secret, hearty rreal. After 
this he went out in search of food for his family . 

led When Ananse left the house his son who had witnessed 
?aim heM the magic pot owrked, went to bring it out fran the hiding 

place . He invited his brothers and sisters and his nnthe.r to 
have an enjoyable rreal. 

:lis Ananse ' s wife in her indignation wanted to make her hus-
He band ashared aro. so decided to invite many of her friends to cc::rre 

rb and enjoy the excellent rreal provided by the magic pot. '!hose 
1to who -were invited -were greatly disappointed because the magic 
it pot in trying to provide enough food for the great m.urber of 

visitors present ovenvorked itself and nelted. 

r· 
:!J:e. 

? 

Ananse retmned very late in the evening, fran the farm, 
with very little focxl. When he was reedy to have his rreal he 
went into his bedrcx:m as usual, but the magic pot was not there 
to serve him any focxl. He knew heM wicked and selfish re had 
been so he dared not ask for the whereabouts of the pot. He 
went to bed without any focxl . 

The next day Ananse went to the little islaJrl in the 
pool . He climbed the paJm tree again and started to pluck the 
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few fruits that were left on it. '!his tine the fruits did 1 

roll into the water. He descerrled the tree very qui.dcly, p~ 
up all the fruits, threw than into the water and plunged inl 
the pool after than. Again he found himself in front of ~ 
small, beautiful oottage; the old man was sitting there reaci 
listen to what news Ananse had to tell him. 

This tine the old man gave Ananse a stidc which he 1 
him would help him to solve all his difficulties. '!he old n 
instructed him on how to invoke the magic stick to act. Aile 
thanked him and left. 

Ananse was too eager to knav "M1at the stidc would dd 
help him. He, therefore, began his invocation, saying, ' Stl 
stick, I would like you to do to ne what you always did to y 
master when he was in difficulties.' '!he stidc i.rrrtEdiately 
him a thorough thrashing; Ananse had to junp into the water 
save himself fn::rn punishnent. "5 

Ananay Story from Jamaiaa* 

The following story is fn::rn Jamaica. It belongs to 
island's nost IXJPular folklore, called Anancy Stories. It · 
said to have originated frcm Africa (notioo the slight diffe 
in spelling of its African oounterpart). 

"It was a tine of great famine in the land where Arl1 
lived. All the a.."limals were starving except B:rer Bird who u 
to fly across a river where there were sane cherry trees ~ 
laden with juicy berries. Anancy went to Brer Bird and begg 
in the nost heart rending manner to take him alcng across tl1 
river so that he oould save the life of his wife and many di 
d:ren. Brer Bird kn<M.i.ng Anancy to be very clever gave the 
ter a lot of thought but eventually broke davn under Anancy' 
pitiful pleas. He therefore stuck sane of his feathers intd 
Anancy to help him fly. In the early norni.n;J they set out. 
Anancy took his big bag to bring back as many cherries as D.:! 
oould. When they reached the dlerry trees, Anancy began as 
usual to use his brains on Brer Bird. Every cherry that B · ~ 
S<M, Anancy shouted that he had seen it first and grabbed i tl 
<May fran Bird. When Anancy had oollected all he wanted and 
ate his stanach full, he fell asleep. Bird who had beoc:Jre 
upset with him took out the feathers and left Anancy to his 
f ate. When he woke he tried to fly but oould not, so he ded 
to try to find his way hare on foot. When he cane to the ri 
it was f looded and Anancy becane afraid. He threw his bag · 

*The ~angua~ used to narrate Anancy stories· is the local 
Jcrncucan ~alect. '!his type of language might well be the 
ones used ~n the other oountries of Ghana and Nigeria. Eng. 
has been used here for purposes of general understanding. 
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the river saying to himself, ' If the bag floats then I will 
float too.' The bag did float, but alas! , when Anancy junped 
in he sank straight to tre bottan of the river. (There is a 
song here titled, 'The rih=r ben cum dung, A heM yu cum ober. ' 
- in dialect, and is very popular) • 

Anancy found himself at tre bema of Brer Alligator. 
He , fearing that he might be eaten, told Alligator that he was 
Alligator's oousin and that he had c:x:m= to pay a visit. There
upon Alligator proceeded to test him. He gave him a boiling pot 
of porridge to eat, saying that all his relatives oould eat food 
boiling lx>t. Brer Anancy told him that it as not hot enough so 
re would place it in the sun to get hotter. When the porridge 
got oool, Anancy drank it all and fooled Alligator who accepted 
him in his hare. When night fell , Alligator who was short on 
acxx:rrodation, put Anancy to sleep in his nest of eggs. Before 
he did so, h::Mever, he made Anancy oount them and warned him not 
to interfere with them. During the night Anancy ate all the eggs 
but one. Next norning, Alligator told him to bring all the eggs 
for a ched<. Anancy brought the sane egg to Alligator over and 
o<Jer until the oorrect nurri:ler had been readled. When Alligator 
asked why he was bringing them one by one, Anancy explained that 
he f eared they would break. Anancy then prepared to leave . 
Alligator got his boat chariot \'trich was drawn by blo partially 
deaf alligators. When Anancy was a li t.tle wey off, Alligator 
disoovered that his eggs were missing, so he called to his alli
gators to bring bad< Anancy. When they i.nquired of Anancy what 
their boss was saying he said, 'He says you are to rrove faster 
for a stonn is a:rning up. ' And so Anancy escaped and read1ed 
hare safely." 

These stories seem to have all the similarities of plot 
configuration and geographical considerations. Fran this a de
duction might be drawn that they originated fran peq>le of a 
similar way of life , with similar problems and fran a similar 
geographic. region. '!he character of Anancy is identical in narre 
in the tales fran Ghana and Janaica. '1he JCI'llaicans ' love of 
stories of this type must have originated fran treir forbears 
since these stories fonn a significant part of their culture. 
Once again I quote fran Trowbridge in support of my deductions: 

It has always been of interest to me to know that 
the greater part of the Anansi Stories told to me 
by my Negro nurse were told her by her grandmother~ 
an African princess~ who was stolen~ when a child~ 
from Guinea by Spanish slave traders and sold as a 
s lave in the island of Jamaica. 6 
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DIFFERENCES BETWEEN WESTERN AND JAMAICAN NARRATIVE STYLES 

It has been suggested in the previous chapter that tl 
three stories are typical of the <Dlmtries fran which they cc 
that they have similarities in cxntent, fcmnat, basic plot- ex 
figuration, tiJre and plaa:! setting arrl in the values and goaJ 
of the characters portrayed as expressed through their persor 
and interpersonal relationships; that the peq>le of the cnmt 
involved are fran similar cultural arrl social badcgro.mds. ~ 
also have sate correspon::lences wi. th the basic elanents and c:t 
acteristics of the narrative dramaturgy of the Bayeux Tapest:J 
arrl the Clri.n] Min:] Scroll of the Ri. ver. 

'!be similarities, l'la<lever, be~ the Tapestry, the 
Scroll and the Folk Tales are far less total than those betwe 
the Folk Tales thenselves. 'lbere is a fundanental arrl signif 
cant differena:! in the content and plot cxmfigurations of the 
styles in which they are couched. And this is not surprising 
far according to research into the artistic representations o 
various cultures throu;Jh content analysis, it has been hypoth 
sized that the characteristics and "life representations" of 
culture are reflected in the drcm:itic and fictional materials 
produced within the culture. Barcus has E!fiitlasized that the 
content of these dramatic arrl fictional materials contains "b 
social data which both shape and reflect the social situation 
and that the "values and zrores which are held by our CMn arrl 
other societies are reflected either directly or indirectly i 
the products of cx:mnunications industries. "7 He made partiru 
reference to "plot configuration" as a factor for considerati 
when analyzing dramatic and fictional materials. He quotes 
Wolfenstein and Lei tes to suwort his view: 

The dramatic productions of a particuZar cuZture 
at a particuZar time or even over a considerabZe 
period, tend to exhibit a distinctive pZot con
figuration . This configuration gives the various 
individuaZ dramas the distinctive atmosphere which 
we can recognize as pewading them aZ Z. Obvious Zy 
a group of pZots or even a singZe pZot is extremeZy 
compZex. NevertheZess , a simpZe basic pZan may be 
discerned; we can see that one pattern from among 
the range of dramatic alternatives has been chosen 
for major emphasis . 8 

Barcus gees on to illustrate this concept by distinguishing tl 
essential plot oonfiguration be~ British, French and llirerJ 
can films. He writes: 

The pZot in British films is ' that of the confZict 
of forbidden impuZses with conscience . ' In French 
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films, human wishes are opposed by the nature of 
life itself. 'It is a contest in which we all lose 
in the end and the problem is to learn to accept 
i t . ... ! In Ameriaan fiZms, 'winning is terribly 
important and always possible though it may be a 
tough fight. The conflict is not an internal one; 
i t is not our own impulses which endanger us o~ 
our own scruples which stand in the way. The 
hazards are aZZ external, but they are not rooted 
in the nature of Zife itself. They are hazards of 
a partiaular situation with whiah we find our
selves confronted. '9 

The plot ronfiguration of the African Folk Tales seem to 
suggest a ex>ncern with strategy, tactics and skill based primar
ily on the brain arid intellect. There is not an enphasis on the 
conflict of the spirit and the flesh and con:;IUest throu;rh ~r 
physical force, as in English drama, as exanplified in the Bayeux 
Tapestry. 'lhere was not the pessimism of the French or the 
optimistic brain and brawn cq:proach of the Arrericans. Anancy 
and Wild Yarn were not able to assault and rorquer their adver
saries by sheer physical strength. '!hey were always too power
ful for him. His only hc.pe was his ability to out-maneuver his 
adversaries and to <:X:Jili1Er than by sheer sagaci. ty, intellect, 
foresight and skill. And heM well do the content configurations 
of these stories reflect the past and current soc:i.o-eronanic 
situation and life of the people of Third World ex>untries, and 
the black man in particular! For, often, it is only by their 
nental powers that they have been able to survive. 

This aspect of the investigation seans to lead to the 
conclusion that whereas Jamaican audiences should understand 
tre general fonn or structure of narrative dramaturgy in cine
matic representation , plot and rontent ronfiguration ex>uld play 
a rrajor role in their ability and desire to anpathize and identify 
with the stacy and dlaracters portrayed. OUtwardly, they may 
respond to cinematic dramaturgy whatever the source or whatever 
the plot ronfigurations but inwardly, subsronsiousl y , deep-down, 
trey seem to remain unchanged, unaffected by styles other than 
their own. 'Ihere seans to be justification, therefore , for 
further research and investigation i nto the plot and rontent 
configurations of screen dramaturgy for people of an African 
tradition so that the current enphasis on the Western style so 
prevalent in their present dramatic presentations might be IOOd.i.
fied in favor of the "Anancy style." 

AREAS FOR EXPERIMENT 

The main thrust of this investigation so far has been 
centered around four basic prqx>si tions. A brief restatercent 
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or surmar:y of than is aprqx:>s to suggestions far dlanJes in 
filmic style and techniques of structuring that is intended t 
make them rore understandable and :inpacti ve for a particular 
auiience <;:>r ~le. 

Firstly, the filmic JOOde of e>cpression in its pure an 
original fonn is a natural medium of lruman e>cpression and, thl 
fore , its application for o::mm.mication purposes slx:>uld not b 
limited to any geographical region, race, color, creed or sta 
of civilization. In this respect the mediun could be regardet 
as possessing organic or bid>asic qualities . 

Seoondly, while narrative or dramaturgical fonns of p: 
sentations are universal in use and af{>lication their plot CX>J 

figurations sean to vary with cultures. 

'lhl.rdly, the process of conventionalization of the 
filmic I'!X)Ije, dam throu:Jh time , has produced innovations whicl 
are not organic derivations but rather hybrids. Like symbols 
of spoken language their derivations are arbitrazy and there
fore, can be learnt. But to peoples W1o have not been steepe< 
in then fran the times of their origination, the convent..i.ons 
remain foreign and lil<e a foreign language they never seem to 
reach and affect the inner chords of rreaning and feeling. It 
is probable that the effectiveness of filmic c:x:maunication to 
achieve changes in deep-rooted values could be redooed by too 
much use of or reliance on conventions. 

Piotorial Factors 

It is assuned that the majority of the rural audienre~ 
of Jcmrica are not oriented to the constraints inp::>sed by the 
oonventions of western art, and the film mediun in particular, 
hence efforts oould be made to reduce these c::x:nventions as ITIIlC 

as possible. An inrx::ll7ation of this sort would not be a no17elt 
nor would it be original in film production techniques. 'lhese 
oonventional i.rrposi tions have been realized to be unnatural tc 
film art by many rrodern film makers and are bein:J discarded or 
reduced. 'lilere are indications of a gradual return to the "pu 
or original" fonn of the cinema. It is being freed fran the 
patchwork of oonventicns , thus allcwing an untainted virgin ar 
of the cirana to emerge and evolve that should ultimately be a 
universal language understandable to all people -- the li terat 
sani-literate a d illiterate . It is this stream of develcpnen 
and change in which Janaican film makers should becane involve 
both for regular production and experi.rrentation purposes. 

'!he followin;r are sate suggestions for e>cperimentation 
and for changes and inprOITarents to present techniques : 
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1. The use of conventions, e.g. , mixes, fades, wipes, and 
the "cut" should be reduced and q>tical devices in tine elimi
nated. Their use cannot be based on or supported by any logical 
rationalizations or cxmsiderations. '!hey were arbitary synbols 
or devices that have to be learnt like those of a spcken language 
and are not natural forms of artistic or life representations. . 
Time lapses and transitions could be srroothly and meaningfully 
effected by other neans that are rrore consistent with, intimately 
related to, and characteristic of the nedium of the cinana. 
Symbols denoting tine lapses oould be selected that VIOUld have 
neaning to audiences in any part of the world, v.hile others 
~uld have specific relevance to peq>le in specific cultures and 
geographic areas. The passing of night, for instance, oould be 
shown as a very Wlderexposed or "night shot" of the localities 
involved in a film, instead of the use of the q>tical of "fade
out, fade-in or a dissolve. " It could also be suggested by shots 
of the setting sun follaved by the locality undereJ(posed, and 
the rising sun heralding a new day. 'Ihese should have Wli versal 
applications . The tine lapse to denote the passing of long 
periods like a year could be shcMn by shots indicative of typ
ical or syrrbolic scenes fran each of the four seasons. 'llris 
~uld be especially applicable to t.errperate coWltries. In the 
trcpics and Jamaica, in particular, where the seasons are not 
clearly differentiated, other seasonal cues VIOUld have to be 
found. Resurrection lilies could be associated with the period 
around springtillre or Easter, the dried earth or parched grass 
for surmer, mango season for autulm and the profusion of "Christ
mas flavers" like poinsettia for winter. Events specific to the 
culture could also be used, for exarple -- a Christmas scene for 
wintertime, the planting of catch crq>s for spring, watering and 
irrigation for s1..11t1Ter and the festivities which take place 
annually in August as heralding fall. 

Transitions involving shorter tine and space lapses 
bebleen sequences or locations can be achieved or bridged by 
devires like the lingering of the carrera on the scene fran which 
a character exits before introducing a rew scene in which the 
character involved in the fo:mer scene arrives or, viae versa, 
cut the scene as a character leaves but allow the carrera to lin
ger on the rew scene before the character enters . It is as if 
the film were giving tine for the journey between the ~ lo
cations to take place. Therefore, instead of using quid< mixes 
as tine and space cx:rrpression devices between scenes, scree 
"business" could be evolved and inchXled which has scare relevance 
to real life experiences to suggest or symbolize the pass:in:J of 
t.ima. In appropriate situations and conditions where dramatic 
inpact is required by the use of the collision of sensations, 
sm::JOth and direct cuts could be used to effect the necessary 
transitions. Here rrotion graphics , subject and carrera ITOVE!Iteilts 
muld be effectively used to fuse the shots at the transitional 
points . Acceptance and \IDderstanding of these devices are based 
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on the organizational principles of Gestalt psychology, which 
regarded as applicable to the percepticm of all pecples. 

The Japanese film The Island, directed by Kaneto S:tri..r}l 
which won the Grand Prix at the M:>s<:XM Film Festival in 1961, 
a good exanple of the attatpt to eliminate the use of cptical: 
like mixes and fades and to introduce devices of the types SUj 

gested above. The tirre lapse of a year was depicted by flooeJ 
ing trees for spring, yellowing leaves for autunn and the fa!: 
SI1<M for winter. 'Ihe lingering camera em the scene ahecrl or 
behind the subject and the direct cut for shorter time lapses 
were also evident. 

Another film of outstanding merit in this respect is 
the, SWedish production Elvira Madigan directed by Bo Widerber~ 
The elimination of cptical devices for tirre a:npressicm was eJ 

plici t and obvious and seems to suggest an cpen rebellion of 
Widerberg against oonventional film techniques. In "Cries an: 
Whispers," Bergrran used oolor for the scme pm:pose. Instead < 
fading to blad<, :00 changed to red whidl was a d::rninant and ~ 
bolic oolor of the film. The nethods and techniques of achie' 
S!roOth transi lions without reoourse to cptical devices should 
only be limited by the imagination, :i.nprovisational ability cu 
originality of the film maker. The Jcmai.can cl.ilre and culture 
should generate many ways and rreans that are under'standable cu 
appealing to its pecple; it is for her film makers to accept 
the dlallenge and to discover and evolve them. 

2. The limitations, strictures and rigidity of the cine
frarre should be reduced to a mi.nimun, for it has been pointed 
out previously, that the frarre has been a oonvention :i.nposed 
upon the cinema during its early stages of evoluticm. It limi 
detennines and demarcates the spacial bounds within whidl the 
object to be represented is to ft.mcticm. In view of this , the 
atrlience ' s perception of any object differs oonsiderably fran 
the direct perception of the sane object t.mder ordinary oondi
lions . In order to achieve a rrore realistic representation of 
reality, film makers have been errploying various strategies an 
techniques . They have tried to alter the prq:x:>rtion of the 
frarre limits. "The frarce prq:x:>rtions ," writes Nilsen, "have t 
the subject of t.mending, fierce discussions throughout the for 
odd years of the cinema's existence. "10 In spite of the many 
suggestions and innovations there has been no CQrlTOnali ty of 
agrearent as to the proportions of the frarce limits. It is th 
writer's view that the artistic soluticm of the "cine space" 
problem does not lie in further pursuits arxi experim:mts in 
attenpts at proportioning and oorrelating the sides of the fra 
but in the use of techniques that will provide an illusion of 
the non-existence or i.nportance of the frarce as was the case i 
prehistoric art. Film shots, for exanple, should not always b 
frarced and a::rnposed like the tradi tiona! "picture" with the 



are 

:lo, 
is 

s 
:~

r-
ling 

J. 
<-

.ts, 

td 

Eell 
:ty-

n 
e 

121 

usual reve1:ence and respect for perpendiculars , horizontals, 
diagonals, lines - whether eJ<plici.tly or i.rrplici.tly eJ<pressed 
in, or around the image - linear perspective and other classical 
oonventions. Why not allc:M the frC~Te to conspire with the ron
tent of the shot and rrove in directions that are m::>re in harn¥:>ny 
with the IOOOd of the soare, as Eisenstein did in Octc:ber. He 
intentionally tilted the frane line away fran the perpendicular 
to capture the struggle and suffering of the peasants hauling 
excessive burdens. To further minimize the i.npact of the frcma 
line the "expanded frC~Te" tedm:ique rould also be applied. An 
establishing shot of a soare could be preceded by a gradually 
built up series of close shots shcMing important and significant 
aspects that characterize the scene. '!he incmpleted images 
would always cause perooptions to seek cx:npletions beyond the 
frane lines. '!his would imrediately begin to provide infonna
tion that is m::>re meaningful, inpactive and suspenseful than a 
general long shot of a soare whidl because of its generality and 
lade of definition would in essence signify less Ireaning or im
pact at the start. 'lba frC~Te lines for these close shots would 
not show the physical limitations of the objects depicted but 
only the parts that are really inportant to the characterization 
and m derstanding of the total scene. A close shot of a face, 
for instance, need not ~the \oklole face but should "pick out" 
and enphasize the portion of the face that is inportant at that 
particular nment. In this W<J::/ , the au:lience is rru:rle less aware 
of the boundaries of the frane and m::>re roncerned with the ron
tent, for the images are always extending and seduci.nJ the audi
ence ' s attention and interest in and beyond the limits of the 
frarre . 

Another techni~ that is important to this phase of 
exploration is the ronstant animation of the screen by canera 
ll'OITE!IEilt. 'lba canera by tilt:Uq, panning, crabbing and track
ing gives the illusion of an eJ<plosion at the bot.mdaries of 
tre frarre and the destruction of a consciousness of its presence . 
'nle carrera in m::>tion keeps the frane always filled and overflCM
ing with rontent as it disrovers and eJ<plores new areas without 
the necessity of cutting. 

Citizen Kane - directed by Orson Welles and ronsidered 
one of the IOOSt artistic and innovative films ever produced 
contains sare fi.na exarples of the "expanding and exploding" 
frarre techniques. The opening shots, for instance, which led 
up to and rulminated finally on the mansion hare of Kane called 
Xanadu, reduced awareness of the frcare by the gradual establish
ing of a soare by the use of close shots as well as the m::>ving 
canera. Ccmrenci.ng with the fences surrounding the castle, 
follCMing with the gates, then the various "busi.nass" around 
those envir0l'llte11ts, then the castle itself, and finally with its 
inmate, Kane, Welles revealed the dlaracter of its CMner slCMly 
and deliberately. 'lba knCMledge , understanding and drCI!latic 
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i.npact gained by this mathod far exceeded what CX>Ul.d be adri.ev~ 
by one long shot. 'lllen, to climax this suspenseful scene, only 
lips of the dying Kane were selected and enphasized in a close 
up ani not his entire head or body as only that section was oo 
sidered necessary an:i inp:>rtant as he uttexed the key "WOrds of 
the story - "Rosebu:l." Here again the cx:msciousness becx:.ues s 
totally tuned to the lips of the dying man that the frcme be
cx:rnes non-existent an:i in the mind's eye Kane's total body beyi 
the frare becx:.ues daninant. 

3. '1he ''roovin:J eye" technique oould be used to get <May 
fran the static viewing positions of the eye that has been cx:m
ditioned by Renaissance art an:i so recapture the rrd:>ility of 
viewpoint dlaracteristics of prehistoric art. "It has been fo1 
out," writes McLuhan, "that nan-literates to not knCM tx:M to f) 
their eyes, a few feet in front of the nvvie screen, or sene 
distance in front of a photo. "11 '!his tedmique "WOuld reduce 
the necessity for ronstant an:i "spirit- like" shifting and fis
ation of viewpoints which is adri.eved by cutting between shots 1 

referred to by McLuhan. In this approach, the carera 'WOuld 1001 
oontinuously either by panning, tiltirx], cral:t>iD;J or tracking 
shots to reveal a scene or sa:JUence in its entirety an:i fran 
varying viewpoints. The noving carera oould cbjectively por
tray a subject as well as sensuously caress it. This technique 
was used, for instance, in the establishing shot of the French 
locale in the cpeni.r¥J scene of the film "We Are All MJrderers." 
Hitchoock enployed it in his "long takes" in his film "'nle Rope 
and Murnau in "The Last Laugh. " Referring to the carera rrove
rrent in the latter film, Arthur Knight writes : 

The camera moved with the old doorman through the 
courtyard of the apartment building in which he 
lived, receiving with him the salutations of his 
neighbors and friends, feeling with him their 
derisive laughter after he had lost his lofty 
position. It groped with him down a dark hotel, 
corridor to steal from a cupboard the spl-endid 
unifonn that had been his cloak of authority. 
It even at one point got riotously drunk for the 
old man, whirling dizzily around the room until 
t he audience comes to share his vertigo. 12 

The excessive and unwarranted fragrrentation of se:ruence 
into an unnecessary large series of cuts between shots also pro 
duoe an unnatural and unrealistic representation of life when 
they are resynthesized at the editing stage . '!his technique 
often causes a lade of believability as it often provides loq> 
holes for director to manipulate the structurinJ and to int.rodut 
shots that might be totally unrelated fran a realistic and geo
graphic point of view. The technique of rutting or editing wit! 
in the frarre, an:i the use of the master scene should be exploib 
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Both of these teclmiques are really sllnilar in practice. Orson 
~lles usai than with great success in Citizen Kane. They really 
are a carry-over fran the stage. ~ entire sequence is per
fomed through fran beginning to errl, and the novem:mts of the 
c:airera and actors are so plarmed that they cxmspire to produce 
the necessary fragrrentation of the soene into close-shots and 
mid-shots, etc. required without cutting. Wyler and Stevens 
have also exploited this technique with enrouragi..rq results. 
Arthur Knight, in maki.n:J reference to it, writes : 

wyler has also developed to perfection a technique 
that might best be described as cutting within the 
frame. ReaLizing that diaLogue imposes a slower 
editing pace than obtained in silent days. he has 
sought to create the effect of shifting visual 
patterns by strong regroupings of his characters 
within the shot, or 1Yd sudden changes of background. 
In the scene of Frederic March 's homecoming in 
The Best Years of Our Lives (1946). for exampLe, 
March enters close to the camera. His wife, MYrna 
Loy, runs toward him c..own a long corridor. As she 
approaches, their daughter, Teresa Wright, moves in 
from the side and the trio shut out the view of the 
ao!'rido'l'. Thus, a long-shot has been tronsfonned 
into a close-up without the need of cutting. ----
A very similar technique is to be found in the 
films of George Stevens, one of the most creative 
taLents in the sound mediwn. FoT'TT!er'ly a came1'!lman 
he shares with Wy'ler a strong feeling foyo the 
dynamics possib'le within the fyoame, an abi'lity 
to shift the dramatic emphasis within a shot 
without yoeaourse to unncessary editing. In 
Shane (1953) , a "big Western" built around the 
hackneyed theme of faT'TT!e!'s versus cattle ranchers, 
Stevens managed to infuse a new vitality, a new 
sense of realism into the time-Wo!'n story through 
the strength and freshness of his visua'ls. In 
one incredib'ly protracted Long-shot A'lan Ladd 
and Brandon de Wilde are speaking in the fore
ground whi'le, from the distant hills, a horse 
and wagon approach the camera, drawing nearer 
and nearer unti'l the riders dash into screen 
center with their important news. By this device 
St evens has been able to prepare the audience for 
their arrival, whi'le stiZZ concentrating attention 
on the dia'logue between his principa'ls. 

The "m:JVing eye" tedmique could also be effectively 
used to minimize orientation problems experienced by rural 
Jamaican au:liences when the "cut" is applied in transitions 
fran long-shots to extrerre close-ups of an object. nus problan 
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was rrentioned earlier when a "cut" is made fran a long shot c 
flies to an extrane close-up of the read of one of them. By 
moving the carrera gradually into the same and tcMards the d 
ject the gradual tmcut revelation would have adri.eved the 
transition required but with believabli ty and tmderstanding I 
served. Too often to achieve eootional shock by the applicat 
of the oollision of shots of varied sizes the variations are 
so severe that orientation is destroyed together with the eff 

4. The application of the oonvention of linear perspect 
within soones should be curtailed. 'Ibis nethod of perception 
is a result of our psydlological oondi tioning. ~ use of wh 
might be called aerial perspective, whidl was a dlaracteristi 
of prehistoric art, should be enphasized. 1\eri.al perspective 
is achieved by the "direct depeOOence on the laws of the stre 
of the light, reflection, and nature of light sources. " It i 
observed as the tonal differentiation of planes and dirrension 
and produced by the use of various intensities of light. '!be 
nearer the subject is to the eyes or the foregrourrl, the weak! 
we will perceive the light, and its strength will gradually i.J 
crease as distance increases. 

A similar effect of depth oould be adri.eved by the 
breakin~ up of tie visual planes in scenes to create foregrour 
middlegrotmd and backgrotmd and eliminating the oonvention of 
the long gaze along lines that diminish in distance apart as 
they mJVe tcMards a point of rendezvous on the horizon. 

DramaturgicaL Factors 

1. The drarratic narratives created for films that are 
intended primarily for the rural al.rliences of Janai.ca should 
reflect the there or plot oonfiguration as depicted in the fol 
tales of the ootmtry, with special reference to the Anancy typ 
of stories. The folklore plot eni:>races and reflects their bas: 
values, beliefs and attitu:1es that seem to qJerate below the 
oonscious level and cx:ntribute to the triggering and cueing of 
their responses. ~ main there dlaracteristics of the storie! 
oould therefore be exploited in every possible way. The foll01 
ing are sane SlXJgestions: 

(a) The main thrust of the cx:ntent and dlaracr...erizations 
of the stories in the films should enphasize basic intelligence 
and sound a::mron sense as they are sane of the rrost irrportant 
resources of the people of developing oountries in their strlX]g 
to modernize. In stories, for instanoo , that are designed to 
assist in effecting and rrotivating dlange, the success of the 
protagonists should be based on and reflect their cunning, sag
acity, skill, patience and perseverance. 'nley should be the 
type that will carefully plan their strategies and tactics in 
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order to overcx:me their prd::>lens arrl be willing to take advice 
an:1 cbtain infonnation fran informed arrl trusted sourres. In 
other words, the protagonists would be like the "cpinion leaders, n 

in tile "Anancy" stories. 

(b) '!he rewards for m::>tivations arrl efforts to accept arrl 
adq>t rew attitmes towards change should be explicitly deline- · 
ated. They should inclOOed tangible arrl worthwhile ex>ntributions 
taYards the satisfaction of the needs that are oonsidered IrOSt 
inp:>rtant by the pecple at any particular tine. '!he "pie in 
the sky" philosq:lhy, arrl "milk and honey hereafter" should be 
replaced by "a slire of the pie na.l' and a Slbstantial serving 
of tile milk and l:xmey durin;J one 1 s lifetiloo. 

(c) '!he theme characteristic of cptimisn in the stories 
which is so i.nportant in Anancy 1 s character should be also ex
ploited. Failures and ex>nflicts should be inclWed in the plot 
ronfiguration of the dranatic narrative as natural ingredients 
of life experienres for the prarotion of progressive changes 
and should, therefore, acoc:rnpany the life arrl activities of the 
protagonists, but the denouement should be tinged with success . 

(d) Tre qualities of hliTDr, gaiety, fun am other basic 
h\J1lall qualities are also features of the Anancy stories. 'lhese 
sOOuld be maintained, allti vated and encx:m:raged. Too often \\'e 
find a tendency for a pecple to lose these qualities in the 
serious , c:x:rrpetitive, jun:Jle-like arrl mannequin- like lifestyle 
that seems to infect societies in their struggle for roodern.iza
tion. The s:iJll>le joys arrl pleasures of life seem to go umer
grotmd. In the new approach to film narrative, there should be 
an endeavor to "turn back the spread of creeping sol.arari.ty" and 
keep alive the philosq>hy that "acculblratioo and leaming can 
be fun." 

(e) 'lhe cootinuous striving for the revelation of realis
tic, original and true life related experiences, as against a:m
trived material primarily for escapism, should be a keynote of 
the productions. Tak:in] the sinple , everyday experiences and 
activities of the fanrers that might seem to them arrl others to 
be total drudgery and cxmronplare , and exalting them to positions 
of beauty and inportanre by means of artistic treatmmt is a 
cx:>ntribution that will be valuable to their ' s and the entire 
society 's appreciation of and pride in their W<r:f of life . Bunuel 
referrs to this approach 'When he said: 

The most worthwhiLe contribution ... is the raising 
of a hwndrum act to the LeveL of d:ranr:r.tic action. 
In Umberto D~ one of the most interesting neo-reat
istic fiLms~ an entire ten-minute reeL is devoted 
to showing a maid go through a series of actions 
that onLy a short white ago no one wouLd have 
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considered worthy of being fiZmed. We see the 
maid go into the kitchen~ Ught the fire~ put on 
a casserote~ throw wter severaZ times on ants 
that are advancing Indian-styZe across the wZZ . . 
Despite the triviaZ side of the situation~ we 
foUow her movements with interest and even with 
a certain suspense.l4 

(f) '!be film midl mostly reflects these African, trali. 
tional, Anancy style oonfigurations referred to above is Root 
Its underlying t:herce of seeking, discx:>vering, preserving arrl 
taking pride in one 1 s traditional heritage as being basic to 
the dis<X>ITery, identification and understanding of one 1 s self 
is so applicable to people with an African tradition whose li' 
al and visible links have been so severely strained, stained, 
shattered. The detennination, stick-to-itiveness, perseveran~ 
endurance and skill exhibited by the main protagonists in the 
preservation of their identity and dignity cue syrrbols of hen 
c::otparable to the highest and greatest a<XX:Ilplistunents of man. 
The prd:>lem is for these qualities to be perceived in that di · 
rrension by at least its blade viewers. 'lbe portrayal of theSE 
qualities is where the film excelled and where many others of 
that type might have failed. The successful awlication of 
what seens a built- in native intell:!gence and nental adroi~ 
born of long years of self preservation was anply detoonstrat.ed 
by the life-style and aca::rtylisl"ments of Chicken George the 
graroson of Kunta Kinte. The der¥Juement of the story mich 
finally brin]s sare measure of tangible success to those who 
labored and sacrificed epi tanizes the philosq:>hy of the Anancy 
there, with Chicken George as the Anancy of the story. 

Another film that partially dem:mstrates the above fil.J 
styling is The Harder They Come~ a Jamaican production by a 
Jamaican director, Perry Henzel. '!be thematic cx:>nfiguration 
oorresponds to that of the Anancy story cx:>nfiguration with the 
exception of the latter portion. Its dlief protagonist gives 
up the tedlnique of the pursuit of his goals through "brain" , 
and adcpted "brawn pcMer." He ultimately failed at the hands 
of those with overwhelming forces of "brawn power. " 

2. The Anancy stories per se should also be recx:>rded an 
film. It would be a cx:>ntribution to the encx:>uragerent of the 
people to take pride in their roots and traditions. Although 
many of the stories have been written and published and atta"~Ft 
have been made to produce staged productions, filming them woul 
prarote greater mass distribution within and without the oountr: 
A fine exanple of another cx:>untry1 s efforts in this direction i , 
the production of The Lune 's Necktace by Crawley Films of Canad 

3 . The rendering of the Anancy stories in pee try is an 
innovation whidl has been introduced in Ghana and should be triE 
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in Janai.ca. '!his seems feasible in view of the fact that Jamaica 
has produced a native poetess \\ho writes in dialect, arrl others 
are follCMing in her footsteps . 'lhl.s principle rould be Clf.Plied 
to films in mid!. the foll!lat, structure and cxmnentaxy of the 
films rould be poetic after the style of the classic English. 
fi hn "Night Mail. " 

4. Whenever possible a "oonnecting tissue" or "clothes 
line technique" rould be used around which to structure arrl 
present experiences, satEWhat oorresponding to the "river" in 
too Ching Ming S croZZ o f the River. For exanple, in presenting 
develq;:rrent prograns , or the need for develq;mant of any sort, 
too story of a person) a road, a river, a railway, an airlire, 
a piped water supply rould find rorrespondences with the tech
nique used in the Scroll. 'llley are all based on the "journey," 
which is a basic tissue of life itself and the Anancy t:herre. 

5. In dialogue sequences the tendency to use long dis
oourses between actors to put over infoll!lation rould be IOOdi.fied 
by the trore visual approach. 'lbe beginning of a conversation 
and the people involved rould be used, with a cut-away to vis
uals illustrating the conversation. Due largely to the need 
for ecx:many in oosts and production time, the tendency for em
phasis on static and fonnallzed disrourse to expound cxmtent, 
reiminisoent of the early sol.IDd trovies, is develq:>ing in sare 
of our Irodem films especially those produced for television. 
The "Anancy styl e" is extremly visual and is indicative of its 
strong cinematic quality arrl this should be retained and em
phasized in the cinematic representations. 

DiaLect, Language and Use of Sound 

1. The use of dialect in films for the rural audiences 
would seem to be the right approach. Dc:llestic arrl ronversa
tional styles of speech have nCM becx:xre the rule rather than 
the exception in films of today. Language previously regarded 
as acid, ocbrous and socially inapprcpriate, fit only for beer
halls is gradually being introduced as Il'Odern m:rles of dis<XlUI'se 
in person-to-person as well as mass rredia cxmnuni.cation. It 
is, therefore, high t.iJre that the dialects of develq:>ing peoples 
which have been so long ·degraded and regarded as dem=aning by 
peoples of develq;>ing rountries be afforded their rightful dig
nity and be allaved to play their prcper role in intra-cultural 
cx:mnunication rredia. 

2. In many of the Anancy stories, songs are introduced to 
supplarent the narrative and to enphasize sane inportant facet 
of the story. It is also used as part of the dialogue as when 
in sane of the stories, Anancy sil'XJS to his wife who also re
plies in song. This area rould be ~lored in film representa-
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tions and deserves to be given attention as folklore music i: 
very awealing to the masses. For instance, the cx:rmentaJ:y 
oould in sare instances be put into song and the inst.rumenta: 
portions used to perfonn the role of thene nusic. Dialogue < 
narration put to folklore nusic and used in appr q>riate secti 
at apprcpriate tilres oould be also a useful innovation. '!he 
soillld track of the film Rise and FaU of the Great Lakes pro
duced by the National Film Board of Canada is a fine exanple 
the application of this tedmique. 

3. A greater predani.nance of drums in the music for fil 
oould be introduced. Drums have been p~t in the a:mra.m 
tion process of African peoples arrl still play a major role i 
the music of the masses in Jamaica. In sare sectors drums ar 
the only instruuents used for religious oerem:mies . '1he effe 
of drums used in the q;>eni.ng sequence of We Are AU Murderers 
adnirably set the scene for the story giving the atnosphere o 
mill taJ:y occupation as well as the SCilber atrcosphere of the s 
to follCM. In similar respects they oould be used to provide 
atm:>sphere as well as to play a predcminant role in backgroun 
music of Jamaican fi.l.ns . An exarrple of its use for this pmp 
is in the fugitive scene of An Occurrence at OwLCreek Bndge 

4. In spite of the special enphasis that is beinJ pla091 
on innOITations in the sound track in the foregoing suggestioru 
the writer "WOuld like to accent the inportance of silence in 
films . It should be ranenbered that films are primarily a pi1 
torial language and it is the visuals that usually carry the 
burden of the rressage. Too often, the great value arrl inportc 
of sound as a:xrplerrentaJ:y to the visuals, is lost in its oven 
and oontrived applications . Too often, it is used to suppres~ 
arrl cover-up weaknesses. Speaking specifically of the extrav< 
gant use of music, BuntEl said: 

Persona7..ly, I don 't like music in films; I think 
its a lazy device, a kind of trickery - with some 
exceptions, naturally . 

Referring to films he had seen at a rreeting of the 
Association of Producers of I:bcurrentaJ:y Films in New York, he 
oontinued: 

At this festival, I was very much surprised to see 
some great films without music. I could name you 
three or four in which there were passages lasting 
twenty minutes or more without any music at all . 
'The Great Adventure ' for example .... l5 

(Great Adventure was a Swedish docunentaJ:y directed by Arne 
Sucksdorff) . In the film Elvira Madigan the Swedish director 
Bo Widemerg has dem::mstrated his ability to use silence to 
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produce effects that are beyond verbal. descripticn. 

md 'nris technique seems to have great pranise in the pro-
Lens d\X:ti.on of films for \.ll'lSqlhisticated audienms, for by its appli

cation the film can be reduoed to ut::roc>st sinplic:i.ty. It is an 
attenpt to readl bade to the c:i..nena that is pure and original , 

of \IDcluttered by fonnalities and oonventicns. 

'!he cmims of weys of producing films specifically for 
lllS developing ootmtries with their heritages, views of the world, 
U.ca- life styles and values should bea:.:ma nnre intentiatal and deli-
n berate, rather than left to dlanm. In the words of T. George 
e Harris : 
'ct 

Choices once left to chance oP tpadition 
f must be made by delibePate decision.l6 
tozy 
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